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Abstract 

Over the past decade, non-profit organizations have used alternate reality games 

(ARG) to raise awareness on the risks of climate change. This new form of content 

creation leverages the mass adoption of mobility and real-time access to social 

networks, tools and resources that have previously been unavailable to technologists, 

designers, and artists who produce ARGs. 

This dissertation explores how advances in Human Computer Interaction can be 

applied to the design of these ARGs. Focusing on the narrative structure, this multiple 

case study asks, what are the considerations alternate reality game designers have 

(if any), when designing the games, they make?  

The validity and utility of this research is presented through three cases: Future 

Coast (2014) explores the future of climate change, supported by the National Science 

Foundation; The Disaster Resilience Journal (2014) catalogued forty-two days of journal 

entries emphasising emergency preparedness, supported by the European 

Commission’s Department for Humanitarian Aid & Civil Protection; and Techno Medicine 

Wheel (2009) teaches aboriginal values as living history, supported by The Aboriginal 

Media Lab in Cyber Space.  

Within each case I analyze two units of data 1) the designers’ interviews and 2) 

the game’s trajectory.  Previous research on mixed reality experiences (Benford et al. 

2011) focused primarily on the trajectory of plot points through the duration of the game. 

This study contributes a unique focus, addressing characteristics such as plot points that 

engage fans in and out of collective problem solving activities.  The study also includes a 

clear description of the benefits of working under the guiding influence of a non-profit 

organizations. 

Finally, this study provides methodological strategies to collect and analyze ARG 

design, post-mortem. Thus, findings provide certain substantial characteristics that 

demonstrate how the practices of designers are transcoding place through their creative 

use of digital media.  
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Glossary 

Term Definition 

Designer  Within the HCI community, a designer is described as a person 
who has training, or extensive practical experience in a discipline 
such as architecture, product design, graphic design, or 
interaction design. 

Design research  HCI design research is described as an inquiry focused on 
producing a contribution of knowledge about design and social 
impacts. 

Design thinking  An application to the design process which allows for the 
refinement of a concept with increasing fidelity and reflection.  

Alternate Reality 
Games  

ARGs are described as a genre of transmedia storytelling 
comprised of interactive elements that are scattered and hidden 
in websites, books, phone and text messages, movie trailers, and 
even billboards.  To engage with an ARG, fans collaboratively 
discover and sometimes solve puzzles to reassemble the 
fragments of a story that carry over into everyday life.  

Fans   The term fan is used to describe a person who is enthusiastically 
active in an ARG. Collectively, fans can engage in creative 
activities and write fan fiction.  At times these contributions could 
lead to what the third phase or fan competency in writing the 
game narrative. 

Everyday Activism The term everyday activism is used to describe the habit of 
working socially conscious choices into our daily lives.  Within 
HCI and social art practice I use the concept to investigate how 
(or if) mobile and social computing can support the exploration of 
real-world places, histories and collaborative problem solving. 

Transcoding To transcode something means translating it into another format. 
With the emergence of mobile and social technologies, 
transcoding has become a necessity for bridging the 
incompatibility of devices.  For example, when sending a high-
resolution photograph via Multimedia Messaging Service (MMS), 
the image might be transcoded to a lower resolution image with 
fewer colors in order to better fit the target device's screen size 
and/or colour limitations.  
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Chapter 1. Introduction 

Over the last ten years, alternate reality games (ARGs) have rapidly emerged 

and transformed in response to the adoption of mobile and social technologies.  Niantic, 

The Pokémon Company and Nintendo’s recent launch of Pokémon Go (2016) and 

accessories for the game are all signs that the future of play may be shaped by the very 

social networks people have helped to create (Nakamura & Takashi, 2016).  In tandem 

with the rise of these technologies is an ever-increasing community of people with 21st 

century media literacy skills for deconstructing and reconstructing narratives that have 

the potential to equally influence the flow of mainstream media (Bonsignore, Moulder, 

Neustaedter, Kraus, Hansen, & Druin, 2012).  This new form of content creation 

leverages the mass adoption of mobility for real-time access to information, resources, 

and tools, unique conditions that have previously been unavailable to technologists, 

designers, and artists who produce these ARGs.  Some scholars (Isbister, Flanagan, & 

Hash, 2010) suggest these new forms mark a shift in the craft of interaction design as 

they are based on experiences that are open-ended and lack determined outcomes. 

Instead, they support intrinsic qualities, such as the feeling of working collaboratively and 

the ability to solve complex problems (McGonigal, 2012).   

This dissertation explores how advances in Human Computer Interaction (HCI) 

can be applied to the design and evaluation of alternate reality games. Focusing on the 

narrative structure of the game, this multiple case study asks, what are the 

considerations alternate reality game designers have (if any), when designing the 

games, they make?  

Design considerations are defined as the analysis of pathways leading fans in 

and out of ARGs. My research provides an in-depth analysis of ARG design and defines 

the ways in which designers orchestrate social play and integrate fan contributions as a 

part of an interactive experience.   
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Other motivations for this research, relate to the prospects of ARGs being used 

as collaborative problem solving platforms. Whether global warming, the irreversible 

extinction of species, progressing pollution of the oceans - the urgency of ecological 

questions challenges our systems of representation, and questions the adequacy of 

traditional forms of political forums, reporting, and problem solving (Heidt, Moulder & 

Kobayashi, 2016).  The designers studied have partnered with organizations such as, 

The European Commission’s Department for Humanitarian Aid and Civil Protection 

(ECHO), The International Federation of the Red Cross Society (IFRC) and the 

Aboriginal Media Lab in Cyber Space (AbTeC). Organizations, like the ones 

represented, work tirelessly to protect natural resources.  It is possible that ARG 

designers have thought through ways of strengthening our communications on the 

environment and can make informed decisions on the creation of digital media platforms.  

1.1. Background 

Open-narrative alternate reality games invite fan contributions to drive the 

outcome of the game. World Without Oil (2007) invited people to confront a real-world 

issue – our dependence on oil. Coral Cross (2009) was developed to better understand 

how people and their communities would respond to pandemic conditions in Oahu, 

Hawaii, USA.  After Shock (2008) engaged players by asking them to respond to a 

theoretical major earthquake in their city.  In a comment written about the dynamics of 

open-narrative ARG’s, Stefanie Olsen1 from CNET described the nature of these ARGs 

as “democratic, collaborative platforms for exploring possible futures, that may even 

spark future changing action." In this dissertation, the ARGs studied invited fan 

contributions to collaboratively explore possible futures through changing present 

actions. HCI scholar Tad Hirsh (2009) describes this concept as contestational design 

which he defined as the silent work of activists whom adapt mainstream media 

communication systems to express, inform, and reach out to the public as a means to 

disrupt everyday life and bring attention to social challenges (p.31-33). 

 
1 In commenting on the World Without Oil ARG, Stefanie Olsen alludes to the a model for using a  

net-native storytelling method (‘alternate reality’) to meet civic and educational goals.  
http://worldwithoutoil.org/metaabout.htm. 
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 In game studies, the conceptual framework of a game also denotes the 

perimeter in which all things within the game are perceived.  Some game scholars refer 

to this phenomenon as the magic circle (Zimmerman et al. 2004), which is understood 

as the theatrical staging that shapes the actions performed. Depending on the 

complexity and scope of the ARG, some designers describe this architecture as a tool to 

lead fans to plot points.  During our pilot studies, I analyzed 18 ARG designers’ 

interviews to identify the design tactics they employed to integrate narrative structure 

and fan experiences.  In this study, our approach aligned the development of interaction 

design theory with the experiences of designers (Bonsignore et al., 2014). Given the 

range of production contexts of our interviewees, our goal was to glean commonalities 

employed within a variety of media and platforms. During open coding, we noted a 

consistent emphasis on the primacy of story, along with tactics for structuring narrative 

(Bonsignore et al., 2014).  Our findings revealed differences in the way ARG designers 

conceptualized open-thinly designed narrative structures like World Without Oil2 (2007) 

that encouraged fan contributions, as opposed to closed-thick narrative structures that 

more well-known production teams plan and use to distribute many fragmented story 

nodes that have an endgame solution (Bonsignore et al., 2014).  Based on our analysis, 

we have developed a classification framework to describe differences between narrative 

structures and social engagement. 

Benford et al.’s studies on mixed reality experiences have also influenced our 

research.  The authors note fundamental characteristics that condense all aspects of the 

mixed reality experience to one or more paths through the game.   Benford et al. claim 

that “The trajectory is what maintains the overall sense of coherence; of being part of a 

connected whole and that the journey is what steers player into a narrative that is 

embedded into the spatial, temporal, and performative structure designed by the artist” 

(Benford et al. 2011).  Benford et al. (2009) used the terms “canonical” trajectory to 

describe a designer’s intended route and “participant” trajectory to describe a 

 
2 World Without Oil7 (2007) invited participants to respond, via personal story, in imagining what 

their life would be like in the first 32-weeks of a global oil crisis.   In this case, just as game 
mechanics are at work when players collect treasure or race against time when answering this 
question, players are enacting literacy skills to solve problems, create walk-through guides, 
and/or manage information.  
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participant’s actual route, terminology that can be extended to cover all of the aspects of 

an experience (p. 715).  However, in open-narrative ARGs, designers conceptualize their 

craft and provide a macro narrative structure for fans to integrate their own micro 

narratives. This dissertation investigates the considerations designers’ have when 

deigning the macro narrative structure. 

1.2. Research Questions  

ARGs are appealing to a number of stakeholders.  To the gaming industry, ARGs are of 
interest because they overlap mobile and social technology revenue streams (Martin, 
Thompson & Chatfield 2006). Interaction designers find ARGs interesting because they 
often connect people to virtual and geographic places. Artists are intrigued by ARGs 
because of their lateral approach to narrative form (designing for SMS, video, print, or 
live-performance, etc.) and use of subject matter. In many ways, because of recent 
advances, ARGs present new territory for design practices that leverage fan 
contributions in ways that are still developing.  Thus, I started this study with four 
research questions (RQ) as outlined in the following sections. I later focused on this 
central question:  

RQ: What are the design considerations alternate reality game designers have 
when designing open-narrative structures that invite fan contributions about 
social change?  

Non-profit organizations have turned to ARG designers to produce, manage and 

disseminate outreach material for public awareness campaigns. Although little is known 

about the craft of ARG design, I think the craft is similar to film production, in designers’ 

ability to synthesize voluminous amounts of data into narratives. In most cases, ARG 

designers collaborate with interdisciplinary teams who can assemble quickly to produce 

and manage fan contributions once the game is launched.   

I have chosen to use Steve Benford et al (2009) trajectory framework to make 

sense of the paths designed through each alternate reality game.  While Benford et al. 

(2011) acknowledged that there are many different through a mixed reality experience, 

he did not explicitly impart how designers’ built these narrative structures so fan could 

contribute to the game in authentic ways. Understanding the ways artists and 
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technologists work with fan contributions to shape an ARG may provide some guiding 

principles for artists, designers, researchers, archivists, and narratologists in the 

reflection of this evolving art form.  The main research question is further broken down 

into three related questions that better explore the foci:   

RQ1:  How do ARG designers interpret fan contributions (e.g., geographic 

connections to place, images, texts, and videos) in relationship to other game 

elements)? (Chapter 4,5,6) 

There have been a number of efforts to explore fan contributions within open 

narrative ARGs. Nassim JafariNaimi and Eric Meyers questioned the validity of World 

Without Oil an alternate reality game designed to explore social change. The authors 

reconstructed searchable game narrative and content analysis to provide unique post 

mortem insights of the game play experience. Based on their assessment the 

researchers suggested that WWO, “..was too tightly scripted to the designers' own 

solutions and philosophy; the result is a flat conversation with little innovation and almost 

no productive dissent” (JafariNaimi & Meyers 2015: p. 1180). Whether the conversation 

is flat, or not, it was presented through an ARG built in 2007, almost a decade ago.  In 

recent years, WWO designer Ken Eklund has built other ARGs with far more open 

platforms; there is still more we can learn from the craft knowledge of designers who 

seek to engage people in dialogue around social change. 

Missing from the research literature is an investigation of how designers work 

with fan contributions (e.g., geographic connections to place, images, texts, and videos) 

in relationship to other game elements.  Some researchers claimed that the first real 

ARG was The Beast (2001), designed by Microsoft to promote director Steven 

Spielberg’s film, Artificial Intelligence (Dena, 2008).  The game’s assets included 

hundreds of files.  Fans calling themselves Cloudmakers3 built a website and uploaded 

 
3 The Cloudmakers was the name of a Yahoo group of people who collaboratively shared 

strategies to tackle The Beast ARG. According to site archivists the group had thousands of 
members at its peak and generated over forty thousand messages between players. 
http://www.cloudmakers.org 
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text, images, and video to resolve or initiate shifts in the game narrative which was 

actively being scripted by writers in real-time. 

Based on the success of The Beast, social impact designers have used some of 

the tropes related to ARG design, such as highly crafted narrative hooks, collaborative 

puzzle solving, and story-fragments delivered through different media channels, to 

produce open-narrative structures that inspire responses to “What if?” scenarios to save 

the world.  As a result, this century has seen a number of socially driven artworks move 

from static (public service announcements on print, TV, radio, etc.), to dynamic 

(interactive games and transmedia events), to virtuality (online social movements like 

Anonymous or the Electronic Frontier Federation) (Dziekan, 2012). Interdisciplinary 

researchers have conducted case studies on individual ARGs to understand their 

responsiveness in collective intelligence or group thinking.   

RQ2:  How do fan contributions shape the designer(s) decisions, (if any), about 

the overall trajectory and/or narrative structure of the game? (Chapter 4,5,6) 

  For decades, interdisciplinary scholars have investigated how “openness” can 

be interpreted through systems of social organization (Eco 1989). Openness in this case 

generally means accessible to the public and open to chance.  Game theorist Jim 

Bizzocchi has evaluated “openness” through the interpretation of macro and micro game 

narratives and cinematic composition (Bizzocchi 2005). ARG design researchers 

(Bonsignore et al. 2014), have claimed, “…designers who produce open-narrative 

structures strive to leave gaps for fans to integrate their own stories into the macro-story 

frame.”   Bonsignore et al. (2013, 2012) also suggested that value of “openness” is in the 

way it supports counterfactual learning experiences. Other interpretations of “openness” 

have been explored through the design of mixed reality experiences.  Jacobs et al. 

(2013) discussed how the trajectory of the artwork provided different views on climate 

data and emotional engagement amongst fans. In this study, I intend to contribute to the 

larger discussion of “openness” in HCI by exploring how ARG designers intentionally 

create gaps for fans to overtly subvert the hierarchy of authority of the game and to what 

extent players engage with the challenge of “openness.”.  
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RQ3: What design methods (if any), do designers use when creating ARGs in 

order to support fan contributions? (Chapter 4,5) 

Benford et al. (2013) has studied the craft of mixed reality design, describing it as 

“Performance-led Research in the Wild.” The benefit of this type of design is that the 

artists drive the creation of novel performances with the support of HCI researchers. 

Thus, the creation of artworks are deployed and studied as public performances in 

cultural settings such as galleries, festivals, and on the city streets (Benford et al. 2013).  

Rather than focus on the artwork, this dissertation investigates the craft of engineering 

ARGs.  The people producing ARGs can be characterized as both technologists and 

artists. Some researchers believe the approach to work is inherently different between 

technologies and artists and that strategies are needed to support their collaboration. 

Benford et al. (2009) claimed, “artists work fundamentally differently then technologists 

and use ‘craft knowledge’ whereby skilled artists acquire knowledge through practice.”  

Craft knowledge is a unique concept in the context of computer science whereas 

creativity is generally understood in terms of ARG product design.  

In a webinar Matt Adams4 explained, “…through designing Ivy4evr (2011) I was 

able to learn more about the medium of SMS messaging through practice.”  The project 

proved to be an effective one-to-one channel for sharing intimate information between 

teens; it is persistent (you can read back through your messages) while at the same time 

it can be quasi anonymous (a person may receive a text from someone they don’t 

know). Thus, Ivy4evr was a mechanism to learn valuable craft knowledge transferable to 

future work.  

Based on the literature reviewed, the analysis of most ARGs is based on their 

use of technology, narrative structure or user experience. Little is known about the tools 

and processes involved in the creation of open-narrative ARGs.  Learning about these 

work environments and the tools used to facilitate multi-disciplinary collaborations could 

have benefits beyond HCI.  

 
4 Ivy4Evr was a SMS drama for teenagers created by Blast Theory, written by Tony White, author 

of novels including Foxy-T (Faber), and commissioned by Channel 4 Education in 2011.   The 
event lasted for seven days and 5,000 people registered to play. 
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1.3. Multiple Case Study Approach and Case Selection  

To address the research questions, a multiple case study (citation needed) was 

adopted.  A multiple case study approach encourages comparison, in this case to parse 

the difference and similarities between variations on “openness” as envisioned by 

selected ARG designers. Within this dissertation, openness generally means that 

multiple narrative trajectories are accessible to the public and open to chance. ARG 

design researchers Bonsignore et al. (2014) state that: “…designers who produce open-

narrative structures strive to leave gaps for fans to integrate their own stories into the 

macro-story frame.” By choosing to investigate three open-narrative ARG designs, I 

assess the complex social phenomenon at the center of this research: the ARG 

designer’s considerations in developing open-narrative structures that invite fan 

contributions. 

In choosing these cases, I reviewed open-narrative ARGs found through Internet 

searches using the term ‘alternate reality’ and those mentioned in articles posted on the 

Alternate Reality Game Network5, Story Code6 and The Institute for the Future7. The 

complete list of ARGS reviewed is located in Appendix A. I selected three ARGs that met 

these criteria: they were developed in partnership with a non-profit organization, 

designed to engage fans in dialogue about change in varying degrees of intensity, and 

focussed on social change. Three ARG games were chosen: Future Coast (2014), the 

Disaster Resilience Journal (2014) and Techno Medicine Wheel (2007 - ongoing). These 

ARGs were exceptional in terms of their variation in theme and open-narrative structure. 

Case A is Future Coast, an online storytelling project about possible climate-changed 

futures. Within the game narrative, a series of “chronofact” or voicemails are sent back in 

time from a potential future. Fans were invited use their imagination and create 

 
5 The Alternate Reality Gaming Network (http://www.argn.com) is the largest and most complete 

news resource for players of online collaborative Alternate Reality Games. 
6 Story Code (http://storycode.org) is an open-source, global community for emerging and 

established cross-platform and immersive storytellers. 
7 The Institute of the Future (http://www.iftf.org) is a non-profit research center that specializes in 

long- term forecasting and quantitative futures research methods. 



 

9 

voicemails "from the future" that talked about how climate change is affecting their daily 

lives (Molinsky 2014).   

Case B is the Disaster Resilience Journal designed and produced by Helios Design 

Labs, in Toronto Canada; additional game and quiz programming were supplied by 

Honig Studios in Berlin.  Disaster Resilience Journal examined how individuals, 

communities, and countries around the world are building resilience to climate change, 

and social, economic, and cultural shifts. Over a series of forty-two days, the online 

Journal released a different short story or game activity daily.  Each day fans could 

follow read the story, learn something about how to become resilient and on some days 

be apart of an ongoing conversation on Twitter at #myDRJ. 

Case C is the Techno Medicine Wheel, produced by the Aboriginal Media Lab in Cyber 

Space (AbTeC)8.    Techno Medicine Wheel was inspired by the life-long practice of a 

New Media Artist who uses the British Columbia Canada forests and parks as a teaching 

environment for people from all cultures and age groups, to share the knowledge of plant 

foods and medicines. These stories are based on the ancestral lands and waterways of 

the Skwxwu7mesh People, as well as the Tseil-Watuth and Whu-Muthqueam peoples, 

who have shared these spaces together since immemorial. 

1.4. Research Approach 

In Chapter 3, I elaborate more on the qualitative approach I have adopted to 

guide the synthesis of goals and objectives raised by the Research Questions.  I used 

Robert Yin’s three phases of research design: Define and Design, Prepare, Collect, and 

Analyze, and Analyze and Conclude as a structural framework to research in support of 

this dissertation (citation Yin).  Yin’s Multiple Case Study approach allowed me to apply 

and replicate the procedures to each case separately and to extract generalizations into 

one Cross-Case report (see Chapter 3).  
 
8 AbTeC is a network of academics, artists and technologists whose goal is to define and share 

conceptual and practical tools that will allow us to create new, Aboriginally-determined 
territories within the web-pages, online games, and virtual environments that we call 
cyberspace. http://www.abtec.org 
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One of the challenges of qualitative data analysis is in dealing with the 

voluminous amounts of data retrieved from each case. By limiting my analysis to the 

designers’ interview transcripts and aspects of the canonical trajectory I was able to 

complete the analysis presented in this dissertation over the course of two-years.  

In this dissertation, Yin’s Multiple Case Study structure was complemented by a 

Grounded Theory approach to coding. Charmaz (2006) stated, “Coding is the pivotal link 

between collecting data and developing an emergent theory to explain the data” (p. 46).  

In addition, this study used open and selective coding to organize the properties of each 

case study into categories and with dimensions (Strauss, 2007).  Based on previous pilot 

studies and interviews with designers, I have learned that by applying a Grounded 

Theory approach, a researcher can gain knowledge through coding practical tasks, roles 

and competencies, as well as, the ARGs’ narrative structure. 

Methods used to conduct the designer interviews were based on the Everyday 

Design Studio’s (EDS) larger study exploring the practices of everyday designers 

(Desjardins & Wakkary, 2013). This approach is inspired by a framework developed by 

Elizabeth Shove, Mika Pantzar and Matt Watson to examine the dynamic aspects of 

social practice.  Although, the EDS used this framework to study families, hobbyist 

jewellers, and Steampunk enthusiasts in their appropriation of everyday objects 

(Desjardins & Wakkary, 2013), in this dissertation, I adapted the step-by-step procedure 

to guide semi-structured interviews with professional designers.  This method also 

allowed for the preparation of questions in advance that were sufficiently open-ended, 

but somewhat improvised in a careful and theorized way (Wengraf, 2001).  Cultural 

anthropologists suggest using semi-structured interviews to collect data when you are 

limited to a single interview with the participant (Bernard 1988).   

In addition to the designer interviews, I used data visualization techniques to 

interpret the narrative content of each game. This method was especially effective in 

determining the canonical trajectory and how fan contributions were integrated into the 

ARG.  Creation of the visualization involved a three-part process designed to crawl and 

audit the post-game site, remove unwanted data, and visualize game elements. The 

step-by-step procedure for how I used these tools is presented in Appendix B.  
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Figure 1.1 Research Approach Illustrated, 2014 

1.5. Organizational Overview 

In this chapter, the larger concerns and empirical context was introduced. I 

discuss the research questions and methods chosen to determine the boundaries of 

each case study. Emphasis was placed on the theory governing the investigation and 

the definition of terms.  I discuss my motivations for conducting this research including 

my main objectives and goals. The remainder of this dissertation is divided into seven 

chapters. 

In Chapter 2, I present the literature review identifying the theories, 

interpretations, and perspectives that have informed the foundation of this study and 

research position.   I begin by aligning the study to contemporary issues related to 

Human Computer Interaction (HCI) and Interaction Design (ID) theory and practice. 

Presented as an overview of game studies, I discuss how ARGs are interpreted through 
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play, narrative and use of technology. I provide descriptions of how other scholars have 

perceived alternate reality as an expression of “open” culture and in gameplay 

experiences.  This is followed by a more in-depth focus on how design considerations 

(trajectories) are interpreted. Chapter 2 concludes with a summary of the theoretical 

foundations that guide this study.  

The methodological approach is presented in Chapter 3. Details on the research 

design are described as well as dimensions and classifications. I also describe the 

overall rationale for case selection and introduce each of the three cases.  I present the 

data collection and analysis methods used to conduct my research. In Chapter 4, I list 

the procedures for gathering evidence from various data sources and demonstrate how I 

used these procedures to systematically explore outcomes. This chapter also provides a 

report on each individual case. This phase of the study was necessary to prepare for the 

cross case analysis and final report.  

Documentation of the cross case analysis is presented in Chapter 5. This section 

reports on the procedures used to address the research questions. Where ever possible 

triangulation was used to ensure the accuracy of findings. Thus, interview transcripts 

and aspects of the game’s canonical trajectory are presented to insure confirmations are 

not being over looked in the final report.  

In Chapter 6, I discuss the design guidelines and link the resulting analysis back 

to the literature discussed in Chapter 2. In the first half of Chapter 6, I locate the study’s 

findings within advances in HCI design research and present a set of design guidelines. 

The second half of the chapter discusses the resulting analysis with reference to the 

literature review in Chapter 2. I report on findings within the context of everyday activism 

and transcoding place through digital media.  

In Chapter 7, I concluded the thesis by reflecting on and synthesizing the 

knowledge formulated during this Multiple Case Study. It also includes a discussion on 

the research contributions and limitations, and a vision of future research directions. 
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Chapter 2. Research Foundations and Literature  

In this chapter, I situate this research within the context of prior literature. I 

introduce the concepts, theories, and perceptions that have influenced my research. I 

begin with a discussion on the theoretical perspectives and literature that inform the 

writing.  I introduce interpretations of HCI design research influenced by interaction, 

design, practice, and theory.  I refer to previous studies and theoretical findings to build 

the foundation for my evaluation of the design approach to open-narrative alternate 

reality games (ARG).   

The Research Foundations and Literature are presented in three sections. The 

first section deals with the philosophy of HCI and interaction design research as it relates 

to design theory and practice. I discuss how mobile and social computing influence 

emerging trends in interaction design research. As well as, I introduce interaction 

designers and trajectories as they relate to the context of this dissertation. The second 

section is a more general look at how Game Studies scholars have interpreted ARG 

design, specifically in the way that ARGs have been evaluated in relation to concepts 

such as play, narrative, and technology.  I provide an in-depth review of how game 

theorists and practitioners recognize the boundaries of play and the challenges 

designers face in working with geographic and virtual game elements.  The third section 

introduces the cultural and political aspects of ARGs as an interdisciplinary design 

space.  ARGs that promote social change require other forms of creative influence to 

position the audience. Through the lenses of HCI and Interaction Design, I discuss the 

social, political, and cultural layers of influence. 

2.1. HCI Design Research 

Human Computer Interaction (HCI) is an area of research and practice that 

emerged in the early 1980s, initially as a specialty field of computer science embracing 
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cognitive science and human factors engineering (Carroll, 2013).  Over the years, the 

field has evolved to incorporate many different disciplines, each adding a unique aspect 

to its synthesis and interpretation.  These shifts may be marked by a technological 

advancement like mobile computing, or can represent a change in perspective 

influenced by a discipline like Cultural Theory.  In this section, alternate reality game 

design is introduced as it relates to the larger fields of HCI and Interaction Design 

research.  

In their paper, “Research Through Design as a Method for Interaction Design 

Research in HCI”, John Zimmerman and Jodi Forlizzi address the influence of design in 

the field of HCI research (2007). The authors undertook a two-year research project to 

(a) understand the nature of the relationship between Interaction Design and the HCI 

research community, and (b) discover and invent methods for Interaction Design 

researchers to more effectively participate in HCI research.  Zimmerman et al. (2007) 

claimed that by using a design approach, interaction designers produced novel 

integrations of HCI research in an attempt to produce a product that transforms the world 

from its current state to a preferred state (p. 493).  Critical to this discourse, Zimmerman 

et al. (2007) defined three important terms: designer, design research, and design 

thinking.   The authors describe the designer as a person with training or extensive 

practical experience in a discipline such as architecture, product design, graphic design, 

or interaction design; design research as inquiry focused on producing knowledge 

contributions; and design thinking as the application of a design process including 

refining the concept with increasing fidelity and reflection.  These terms are important 

because they help tease out the areas of focus in this dissertation. ARGs represent  

complex social phenomena that could be interpreted from various viewpoints (e.g., 

Humanities, Narratology, New Media Commutations, Computer Science, and/or Fine 

Art). In this dissertation, the design research and design thinking are grounded in the 

ARG designer’s interpretation of the games they have made.   

Design research is a relatively new field.  In “Investigating Design: A Review of 

Forty Years of Design Research,” Nigan Bayazitthe (2004) defined the practice as 

having these attributes:  
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Design research is concerned with the physical embodiment of man-
made things, how these things perform their jobs, and how they work.  

Design research is concerned with the construction of a human activity, 
how designers work, how they think, and how they carry out design 
activity. 

Design research is concerned with what is achieved at the end of a 
purposeful design activity, how an artificial thing appears, and what it 
means. 

Design research is concerned with the embodiment of configurations. 

Design research is a systematic search and acquisition of knowledge 
related to design and design activity (p.16).  

Furthering the definition of interaction design research, Stolterman’s (2008) 

paper, “The Nature of Design Practice and Implications for Interaction Design Research” 

argued that design practice has its own rigor and discipline that can be further developed 

and explicated outside of any technological innovation (p. 56).  Stolterman (2008) made 

a comparison between the notion of complexity and science to argue that science is not 

the best place to look for approaches and methods to evaluate design. He stated:  

…interaction design research produces outcomes aimed at supporting 
design practice and must be grounded in the fundamental understanding 
of the nature of design practice (p. 55). 

Stolterman (2008) suggested a number of research activities to reconcile a well-

developed designerly understanding of a social phenomenon.  Some of these activities 

included: theoretical grounding, the study of practice, rationality resonance, and various 

forms of design.  In this dissertation, I have developed new models, concepts, theories, 

and tools for understanding the design practices of open-narrative alternate reality game 

designers.   

Mixing theoretical and practice-based outcomes within the field of HCI is not new. 

Scholars like Stefano M. Vannotti (2008) have suggested that the most prominent skill of 

design researchers is their ability to shift the focus from creating an artefact to producing 

knowledge (p. 55).   



 

16 

The concept of an integrated presentation of design research is becoming a 

more accepted mode of academic research. The Arts and Humanities Research 

Council9 of the United Kingdom has defined research primarily in terms of research 

processes rather than outputs. In reference to and article on practice lead research 

Linda Candy (2006) stated, “In the context of creative artwork, practice must be 

accompanied by documentation of the research process, as well as, some form of 

textual analysis or explanation to support its position and to demonstrate critical 

reflection” (p. 2).   

ARGs by design involve an interdisciplinary approach involving a number of 

disciplines including Arts, Computer Science, and Sociology.  Scholars have written 

about the theoretical divide between HCI research that attempts to influence interaction 

design practice and the practitioners in question. Elizabeth Goodman, Eric Stolterman 

and Ron Wakkary (2011) stated, “we propose that HCI researchers turn their attention to 

producing theories of interaction design practice that resonate with practitioners 

themselves.” Thus, through a combination of theoretical and firsthand knowledge, this 

dissertation investigates how practitioners themselves interpret ARG design practice.  

Trends in mobile and social computing have introduced an emerging complexity 

to the craft of Interaction Design. Paul Dourish and Genève Bell (2011) have suggested 

that this new paradigm can be a platform itself: 

Mobility is not simply about getting from point A to B; it is a form of social 
practice and the intersection of those practices with the infrastructures 
that support them are not straightforward (p.134).  

As Eric Stolterman and James Pierce (2012) explained, “the interaction design 

process is highly complex and includes a large number of activities and challenges. 

Each of these activities can be addressed with an almost infinite range of tools” (p. 26). 

In a paper about understanding interaction design practices Elizabeth Goodman, Eric 

Stolterman, and Ron Wakkary (2011) argued, 

 
9 Arts and Humanities Research Council information http://www.ahrc.ac.uk 
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…we contend there is a need to produce theories of designerly practice 
that are resonant with the everyday work of interaction designers. We 
believe that empirically grounded descriptions and critical analyses of 
design practice activities will offer frameworks for reflection on practices 
that designers can find useful (p.1062). 

How designers select or develop processes and tools are of interest because 

they demonstrate design thinking. Design thinking represents the designer’s ability to 

manage complexity and adopt an agile skill set in order to synthesize ideas and 

sometimes divergent concepts into one or more tangible interface(s) or trajectory(s).  In 

a recent paper by Leila Aflatoony and Ron Wakkary (2015) the authors claimed, design 

thinking has evolved since Peter G. Rowe first introduced the term, defined as “a 

collaborative and human-centered problem-solving process” (p. 3).  

2.2. Designers  

Game researchers who have also studied interaction designers have begun to 

address the ludic challenges of Interaction Design. Katherine Isbister, Mary Flanagan, 

and Chelsea Hash (2010) interviewed forty-one designers with a range of design 

experience.  In discussing the study’s goals within the context of HCI, the authors noted 

that “one thing lacking is a pathway between practitioners and theorists, that could help 

ground research efforts in what Schön characterizes as practitioners’ ‘appreciation 

systems’ for discussing and critiquing work.” (Isbister, Flanagan, & Hash, 2010) The 

researchers used semi-structured interviews to ask core questions focused on the 

designer’s impressions of the design of different games. The study results were 

presented as a framework that designers could use to critique and discuss different 

types of games.  Among the many findings, the authors introduced an emerging topic 

exploring the moral and ethical dilemmas and processes through action. Of the forty-one 

designers, Isbister et al. (2010) stated,  

...the opportunity we have with games is to do what we don't usually do in 
other media. Which is to dig into the complexity upon the depths of an 
issue or a problem. To resist simple answers. To describe ambiguity and 
to characterize trade-offs and the uncertainty you might in dealing with 
those kinds of decisions (p.2043).   
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In this dissertation, I am using a similar research approach in conducting semi-

structured interviews with designers whose work is designed intentionally to invite fan 

contributions to explore future changing ideas.  In this context, the designers are building 

layers upon layers of complexity into the interactivity of their work.  The intention of the 

designer is to create a long lasting platform for community engagement that may evolve 

over time. World Without Oil (2007) is a good example of an ARG that was designed as 

a massively collaborative game. Although it was live for only thirty-two weeks, it is now 

considered to be a problem-solving platform for high school classroom activities.   

In the HCI community, the term designer is often understood to be an HCI 

practitioner. The HCI practitioner combines skill-sets in interface design, usability 

engineering, information architecture, software development, and coding. However, in 

the design community, the term designer is generally used to refer to someone who has 

had training or extensive practical experience in a discipline such as architecture, 

product design, graphic design, or interaction design (Zimmerman et al 2007, p. 492).    

In this dissertation I use the term designer following the conventions of the design 

community, especially an interaction designer.    

2.3. Alternate Reality Games 

Most ARGs combine a number of design elements that are virtually and 

geographically located and tackle challenging subjects.  The Beast (2001) was a viral-

marketing project campaign and a real-world treasure hunt to promote Steven 

Spielberg’s film A.I.: Artificial Intelligence (2001).  Desert Rain (1991) was a game, an 

installation, and a performance placing the participant in a collaborative virtual 

environment that sent them on a mission in response to the Gulf War.  World Without Oil 

(2007) was an environmental awareness tool and location-based game experiment 

which asked people to respond to living in a world without oil. The game industry has 

employed ARG elements to deliver entertainment as a means of crossing barriers 

between audience and onscreen action (Dena, 2006). Cultural organizations have also 

used similar strategies to design educational tools or extend the life of an exhibit.  In this 

context, emphasis is placed on the interactive content and the variations between 

information delivery and game interaction (Giaccardi 2012, p. 80). 
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Some game studies researchers identify ARGs as a subcategory of pervasive 

games, typically featuring collaboration rather than competition, large self-organized 

player communities, Internet-based gameplay, and secretive production styles (Montola, 

Stenros & Waern, 2009).  Pervasive game theorist Jane McGonigal (2006) estimates 

that between 2001 and 2006, there were 17-commercial, 52-independent, and many 

dozens of smaller and lesser-known ARGs (McGonigal, 2006).  Of the 17-commercial 

ARGs, most were developed in tandem with a movie or television series, such as The 

Lost Experience (2006). The Lost Experience ARG functioned as a loyalty program, 

ensuring that people would stay engaged with the show’s content (Montola, et al., 2009). 

For the most part, ARGs are desirable because they are delivered through the 

technology that people already know how to use in everyday life (Nutt, 2013).  In other 

words, by understanding ARGs as ecologies of fan contributions separate from the 

technology, researchers can study the phenomena that Henry Jenkins (2009) called 

“participatory culture”. 

Universities have built location-based platforms to study the scalability and 

replayability of culturally embodied games. Neustaedter et al. developed See It (2010) to 

research how players used game images and other media to discover real-world 

locations. Their analysis distinguished between lightweight and elaborate player content 

creation (Neustaedter, Tang & Tejinder 2013, p.338-340).  

Bonsignore et al. built Arcane Gallery of Gadgetry (2012) to test how counter 

factual and fictional prompting change in their narrative structure (2012). Their 

contribution to design theory was to explore the basic process of counterfactual mutation 

in educational contexts (Bonsignore et al. 2012).  Norman Mendoza tested the fAARS 

(2012) open-platform to learn the design requirements of working with a prescribed set 

of operational boundaries (e.g., rule sets) of a location-based game.  Mendoza stated 

that “there were several things to consider such as, scripting game responses, having a 

live Game Master, rule integration and lastly, how to promote timely communications 

(Mendoza, N., personal communication, November 12, 2012).  

In addition to the design of location-based games platforms, Humanities scholar 

Geoffrey Rockwell has developed a digital games archive to store the conceptual 
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prototypes, oral histories, design artefacts, and code with the goal of long-term 

preservation of digital culture (Rockwell, G., personal communication, November 12, 

2012).  As the gaming community matures, documentation of the artistry and conceptual 

modeling of game platforms is becoming increasingly important in understanding the 

nature of the craft.   

In this dissertation, the term ARG is used to describe a genre of transmedia 

storytelling (Jenkins, 2006) comprised of interactive elements that are scattered and 

hidden in websites, books, phone and text messages, movie trailers, and even billboards 

(Kim, Allen & Lee, 2008; Martin, Thompson & Chatfield, 2006).  To engage with an ARG, 

players collaboratively discover and sometimes solve puzzles to reassemble the 

fragments of a story that has spilled out into their everyday lives (Bonsignore et al., 

2014). Generally speaking, ARG design incorporates these primary tropes:  

1. Puppet master (orchestrator)  

2. Highly crafted narrative hooks (sometimes called plot points)  

3. Entry point (Dena, 2006)   

Often players are engaged in collaboratively solving puzzles that reassemble 

story-fragments in a real-world context (Bonsignore et al., 2014).  Unique to open-

narrative ARGs is the ability of fans to play a central role in shaping the story as they 

collect, connect, and make sense of the story plot.  

Another characteristic of ARG design is that the player does not always know 

they are participating in a game (Dena, 2006).  This has fostered debate amongst some 

theorists about whether this strategy undermines self-determination in gameplay or as 

Murray (1997) has explained, “The Interactor becomes the procedural author” (Murray, 

1997).  Crawford (2012) has defined this paradigm as Free-will versus Determinism.  He 

stated that “free-will is analogous to interaction for how players can interact; the story 

author is the creator of a miniature universe” (p. 53).    
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An example of a social impact game that invites players to engage in an 

expression of free-will is Ivy4Evr10 (2011).  This SMS drama was produced by Blast 

Theory and commissioned by Channel 4 Education in the United Kingdom.  The story 

plot was based on a teenage girl named Ivy who sends text messages to players about 

the most difficult time of her life.   While the players exercise free-will in responding to 

Ivy’s texts, the messages are scripted by the author, Tony White, and sent via software 

application.  

2.3.1. ARG Fans 

In this dissertation, the term fan is used to describe a person who is 

enthusiastically active in an ARG. Collectively, the fans and their contributions create a 

fan base. Often they engage in creative activities, sometimes write fan fiction.  In this 

study, open-narrative ARGs invite fans to self-determination and collective problem 

solving in gameplay.  Ruby's Bequest11 (2009) is an example of an ARG designed as a 

platform that invites self-determination in gameplay. For five weeks, fans from different 

backgrounds contributed stories, strategies, and ideas with the objectives to brainstorm 

the future of caregiving for people living with Cerebral Palsy. The outcome of the game 

was an archive of peoples’ authentic stories and suggestions for caring for someone 

living with Cerebral Palsy.  

Most ARG and social impact games are similar in the way that they use real-

world locations as a platform.  Social impact designers see this as one of the only ways 

to promote awareness around a specific issue, educate players, promote activism, and 

change attitudes and/or behaviours of players (Whitson & Dormann, 2013, p. 1). 

 
10  Ivy4Evr (2011) produced by Blast Theory (http://www.blasttheory.co.uk/projects/ivy4evr/). 
11 Ruby's Bequest (2009) produced by the Writer Guy (http://www.iftf.org/our-

work/people-technology/games/rubys-bequest/#sthash.xMYgeNID.dpuf). 
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2.3.2. ARG Fans & Access 

Another unique component of ARG design is that the technology is considered to 

be accessible because no specialized device, such as joystick or game controller, is 

needed to play the game.  Instead, players congregate with the skills they already have 

– using search engines, sending emails, using phones, and postal services (Dena, 2008, 

p.49).  When describing ARG technology, Kim et al. (2009) state “Some clues lend 

themselves to being digital, but almost all puppet masters usually incorporate a physical 

experience.”  Often ARG design is perceived as a multimodal information delivery 

system that provides an element of realism that assists players in suspending disbelief, 

looking for clues in everyday life.  

In the design of open-narrative ARGs, little is known about practices employed to 

engage fan contributions that move the trajectory of the game forward; nor do we know 

how these contributions are integrated back into the narrative structure of the game and 

relate to geographic locations.  This study intends to address this gap of knowledge by 

investigating how open-narrative ARG designers collaboratively create the games they 

make.  

ARGs have the ability to hold the attention of people who are interested in 

discussing complex social and environmental challenges, the type of problems that are 

too big for one person to solve. ARGs embody a design feature that Dena (2006) has 

described as the “third phase” or what some theorists call “gameplay competence.”  

Interpreted by other scholars, it is basically “how to select and perform in-game actions . 

. . in a way that supports progress within a game” (Lindley & Sennersten 2006, p.47).  

Thus, ARGs are designed with the intention to invite participation and (metaphorically) 

empower people to take action in response to real-world problems.  To empower means 

to “write over, mod, amend, expand, add greater diversity of perspective, and to 

reticulate feedback into mainstream media” within the game narrative (Jenkins 2006, 

p.257).     
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2.4. Trajectory Framework  

 This dissertation is influenced by the research of Steve Benford and Gabriella 

Giannachi at the Mixed Reality Lab at Nottingham University.  Within the HCI 

community, their scholarly contributions have shaped interpretations of mixed reality 

experiences that are similar in nature, if not the same as, alternate reality.  They have 

developed methods for interpreting hybrid models with transitions in-and-out of an 

interactively and collaboratively orchestrated design space (Benford & Giannachi, 2009). 

 

Figure 2.1  Trajectory Concept © Steve Benford, 2014.  

In 2011, Benford and Giannachi described cultural experiences that involved 

complex hybrid ecologies in terms of extended trajectories of various kinds. The authors 

claimed that “…the trajectory is what maintains the overall sense of coherence, of being 

part of a connected whole and that the journey is what steers players into a narrative 

that is embedded into the spatial, temporal, and performative structure designed by the 

artist” (Benford & Giannachi, 2011, p.712). The authors claimed that a trajectory(s) can 

combine a series of macro and micro components that together makeup a complete 

framework as summarized in Table 2.1. 
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Table 2.1  Trajectory Framework 

Type  Description 
Beginnings  The first important transition is at the start of the trajectory. Beginnings must be 

designed to introduce the narrative, distinguish between plot and story, and define 
the spatiotemporal framework.  

Role & 
Interface 
Transitions 

The transition into new roles is a key feature that helps participants establish the 
mood and handover or transition into a new way of being in a game.  This can also 
be introduced as a set of instructions or rules. 

Physical and 
Virtual 
Traversals  

Traversals between physical and virtual worlds affect the participant’s experience. 
Described by Koleva et al. (2000), it is the illusion that a participant can cross from a 
physical environment into a remote virtual environment and vice versa (p.240) 
Beyond this, participants need to establish an appropriate sense of presence which 
may include among other things, cutting themselves off from the distractions of the 
everyday physical world. 

Physical 
Resources 

Another important kind of transition involves gaining access to key physical 
resources. In this respect, physical resources are fundamentally different from 
virtual ones that can be readily replicated. 

Episodes A long-term or ongoing experience will involve episodic engagement in which 
participants repeatedly disengage from and subsequently reengage. These are two 
important moments that can lead micro beginnings and endings. Like one 
overarching story containing several short stories. Temporal transitions between 
episodes involve periods of disengagement and subsequent reengagement and 
require summaries of missed action. 

Seams Transitions across seams must deal with limitations in the underlying technical 
infrastructure.  There is an additional class of transition arising from technical 
constraints. For example, limitations in network coverage result in participants’ 
availability to data and other wayfinding content. 

Endings  The transition out of an experience is also a key moment. This may involve the re-
exchange of equipment or and personal possessions. Or participants have to 
reengage with experience but through a different trajectory. Endings use souvenirs 
and replay interfaces to support reflection, discussion and sharing memories. 

Note.  This table is a segment of the full conceptual framework addressed in Benford, S., Giannachi, G., 
Koleva, B., & Rodden, T. (2009, April). From interaction to trajectories: designing coherent journeys through 
user experiences. In Proceedings of the SIGCHI Conference on Human Factors in Computing Systems (pp. 
709-718). ACM 

Benford and Giannachi (2009) explained, “…trajectories appear to be 

continuous, extending backwards in time to reveal a coherent history of experience and 

forward in time to suggest anticipated routes and possible future actions.”   Benford et al 

(2011) stated, “…while the underlying ecologies are indeed complex, often combining 

and deliberately juxtaposing different settings and modes of interaction, they can be 
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understood in terms of different kinds of trajectory that express an overall sense of there 

being a coherent journey through the experience.” (p.11:23).   

2.4.1. Canonical Trajectories 

Although there are many different types of trajectories, in this dissertation I am 

analysing the canonical trajectory(s) the designers have built into the ARGs they have 

produced.  Steve Benford and Gabriella Giannachi (2008) have defined canonical 

trajectory(s) as the expression of an “designer’s intended mapping of story time onto 

clock time as part of the plot and schedule of an experience.” (p.73).  The authors stated, 

“In terms of narrative theory, canonical trajectories represent plot time, and the temporal 

structure of the story, i.e., the timing and ordering of events in their representation.” (p. 

76). 

 

Figure 2.2  Canonical and Participant Trajectory Concept © Steve Benford, 2014 

In a different paper, Benford et al. (2009) explained that in mixed reality 

experience, designers have to manage trajectories by resolving the tensions between 

the fan’s trajectory and the designer’s intended canonical path. The authors defined this 

activity as temporal orchestration or as an effort to maintain an appropriate degree of 

alignment between the two points as they emerge (p.716).  Overall, Benford et al. (2008) 

suggested that there are five layers nested in the temporal orchestration: 1) story time, 

the way the fictional universe is presented through various forms, 2) plot times, the 

actual timing of the narration of events in the story, 3) schedule time, when story 

elements are going to be released, 4) interaction times, when and how fans will interact 
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story elements, and 5) perceived time, the layer in which people actually perceive the 

timing of events (p.82).  Benford et al.’s theories and interpretations of canonical 

trajectory(s) are import to this dissertation, as they have shaped the analytical lens used 

to evaluate the design of each ARG. 

2.5. Game Studies Perspectives and Interpretations  

Typically, all games are defined as system in which players engage in an artificial 

journey defined by rules that result in a quantifiable outcome (Zimmerman at al. 2004; p. 

572).  In our digital world culture, games have gone through a metamorphosis to include 

massive multilayered platforms involving distributed networks to allow for real-time play 

experiences in dynamic virtual structures.   Within the field, scholars study games from 

many perspectives.  Some, like Janet Murray (1997), investigate the aesthetic appraisals 

of a player’s immersion, agency, and transformation through the game experience.  

Others explore the designer’s story which is built into the game and the player’s story, 

which emerges in response to playing the game (Heeter, 2006).  Most scholars agree 

that contemporary games are gradually becoming part of a worldwide repertory 

company in ever more complex participatory stories. As Murray explained, “little by little 

we are discovering the conventions of participation that will constitute the forth wall of 

this virtual theatre.” (1997; p.125)   

In the sections to follow, I discuss how scholars across game studies research 

have discussed the ARG genre in reference to game play, game technology, and 

narrative as separate categories.   Each category includes the similarities and 

differences between other types of games (e.g., social impact games, location-based 

games, massively multiplayer online games, and more traditional computer games) in 

relationship to alternate reality games in general. 

2.5.1.  Play  

In game studies, play is usually discussed in the context of what sociologist 

Mihaly Csikszentmihalyi (1997) has defined as “flow”: a mental state of operation in 

which a person is fully immersed in a feeling of extreme focus.  McGonigal (2006) 
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stated, “The quality of the experience is a result of the function of the relationship 

between challenges and skill.  The optimal experience of flow is when both variables are 

high” (p. 36).  As a result, gameplay has been skilfully engineered into the mechanics of 

online games to maximize the level of commitment of a player’s engagement to spend 

sometimes unhealthy amounts of time playing a game (McGonigal, 2006).  Some 

interpretations of play refer to a form of human transcendence.  Theorist Johan Huizinga 

(1938) stated, “In play there is something ‘at play’ which transcends the immediate 

needs of life and imparts meaning to the action.  All play means something” (p. 97).   

Gregory Bateson (1955) argued that play was an important step in the evolution of how 

animals communicate.   He stated that this is especially true in the way that primates 

used it to distinguish between play fighting and actual life-and-death combat.   

Gameplay, in the context of an ARG, is seen as an intrinsically motivated, self-

initiated exploration of activities, which parallels real-life (Fromberg, 1998, p. 487). 

Christy Dena (2009) describes ARG gameplay as “a cultural phenomenon with 

expansions articulated by fans, marketing departments, and isolated production 

companies” (p. 338).  Generally speaking, ARG fans experience gameplay by trying to 

make sense of or “by recreating” an alternate reality story-plot in situ – or in parallel to 

everyday life.  Dena (2009) stated, “The content which ARG players create is 

characterized by what it contributes to the story-world; and how it enables gameplay 

(that which is needed to ‘play’ an ARG).” More importantly, she claimed, “The content 

ARG fans create are in fact the resources needed to ‘play’ the ARG” (Dena, 2008, p. 

45).  

2.5.2. Narrative   

Scholarly discourse focused on game narrative has been explored through 

subjects like the role of authorship (Murray 1997; Mateas 2002) and the interactivity that 

defines player engagement (Crawford 2013).   Janet Murray was one of the first scholars 

to define authorship in the context of interactive narrative.  She explained, “In electronic 

narrative the ‘procedural author’ (the writer or producer) is like a choreographer who 

supplies the rhythms, context, and the set of steps that will be performed.  The 

‘interacator’, whether as navigator, protagonist, explorer, or builder, makes use of the 
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repertoire of possible steps and rhythms to improvise a particular dance among the 

many, many possible dances the author has enabled” (Murray 1997;p.153).  These 

findings have influenced some game researchers to investigate the role of the 

procedural author in situ to learn more about interrelated components.   Thus HCI 

interactive narrative plot points are programmed nodes that are experienced by the 

player, written into the narrative of the game, and sometimes programmed into the 

system’s design.  Chris Crawford (2013) described plot points as “any salient moment in 

the story that typically represents a turning point or sharp departure from the stories 

trajectory up to that point” (p. 54).   Michael Mateas (2002) defined interactive narrative 

by explaining a number of approaches in the theorizing and building of the genre.  In the 

sections to follow, I provide examples of ARGs that emphasise narrative approaches 

discussed by Mateas (2002) as emergent and player constructed narrative, narrative 

and new media art, and electronic literature.  

Emergent and player constructed narrative requires designers to shift away from 

viewing narrative as highly structured experiences created by an author for consumption 

by an audience (Mateas 2002).  Instead, Mateas suggested that emergent narrative 

experiences are created when designers build a rich framework so that individual 

players can construct their own narratives, or groups of players can engage in the 

shared social construction of narratives (pp. 644- 645).  World Without Oil (2007) is an 

example of an ARG that demonstrates an emergent narrative design approach.  People 

where invited to respond, via personal story, to imagine what his or her life would be like 

in the first 32 weeks of a global oil crisis.   In this case, game mechanics are at work 

when players collect treasure or race against time when answering the question, “What 

would your life be like in the first 32 weeks of a global oil crisis?”   

Michael Mateas and Phoebe Sengers (1999) claimed, “artists rarely tell 

straightforward narratives employing the standard narrative tropes available within their 

culture; but rather ironize, layer, and otherwise subvert the standard tropes from a 

position of extreme cultural self-consciousness” (p.3).  #PRISOM (2012) called their new 

media artwork a Synthetic Reality Game (SRG) as a way to express to players the 

critical nature of the subject and to reflect on the increasing global adoption of PRISM-

like surveillance technology.  The artists subverted what we generally think of as a game 
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and, instead, created a player experience in a glass city with an omnipresence 

surveillance system looming over every step designed to evoke entrapment.  Some new 

media artworks use narrative to provoke emotional and critical responses to today’s 

digital world culture. Another narrative approach, not discussed by Mateas, but important 

to our understanding of ARGs, is the emergent content created by players in location-

based games (LBG) like Geocaching or Foursquare.  As Willis (2010) explained, “GPS 

and Internet mapping has changed the way people can personalize place by including 

landmarks and information that interests them about a specific location” (p. 50).  She 

noted that these changes have affected our daily experience of space as a highly 

personalized and tightly interwoven feature of our social lives (p. 52).  LBG researchers 

have built game platforms to observe the variety of ways that players generated content 

while focused on a specific LBG goal, (e.g., physical activity) (Neustaedter, Tang & 

Tejinder 2013, p.338-340; Bonsignore et al. 2012).  Although there is much to learn 

about LBGs, we can characterize these games by the type of interactivity they promote 

which is episodic adventures with inexhaustible intrinsic rewards (McGonigal 2011, p. 

151).  

 

Figure 2.3 #PRISOM  Screenshot © Mez Breeze Designs, 2012 
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Across games research theories and genres, the use of technology has always 

shaped the parameters of how the game is experienced by fans. Salen & Zimmerman 

(2006) explained, “text based adventure games and vector drawn space fields, real time 

rendering physics and 3-D are all technologies that have determined, to a great deal, 

how a game space is depicted or inhabited.” (p. 65) In this section, I briefly describe how 

the use of technology in computer games has changed the overall landscape, and has 

motivated designers to develop social impact games that lead people to take action.   

When referring to the mechanics of a computer game, researchers Randall-

Farmer et al. (2006) describe object-oriented data representation as the communications 

between machines to take place primarily at the behavioural level (what people and 

things are doing) rather than at the presentation level (how the scene is changing).” (p. 

736). In other words, computer game designers use technology to engineer 

engagement.  In fact, computer game designs have become so sophisticated and 

successful that McGonigal (2011) claimed, “183 million Americans are gamers and will 

spend tens of thousands of hours gaming throughout their early adult years”.  She called 

this phenomenon a mass exodus to virtual worlds and wrote that computer games are 

increasingly fulfilling genuine human needs.  In response to this dilemma, many serious 

game designers see ARGs as a means to get people out of the virtual and experiencing 

real-world interactions.  In a lecture at the 2005 International Game Developers 

Association, Jordan Weisman, one of the developers of The Beast (2001) and founder of 

42 Entertainment, when asked about ARG mechanics, stated, “We take a pretty radical 

approach to games and storytelling.  Our gaming platform is the world; the whole 

electronic sphere.  We don’t limit ourselves to the kind of game you can fit onto a disc.  

We’ll use anything with an electronic current in it, any communication platform we can 

get” (Weisman 2005). 

ARGs use conceptual and alternate world-views superimposed onto real-world 

platforms.  James Paul Gee states that this design space has been characterized as 

ways of being in the world.  In a lecture, Gee (2006) claimed, “…the life-world domain is 

a cultural variable with internal and external influences.  In this space, people become 

the technology or the lens in which to perceive the meaning (semantic domain) of the 

game in situ” (p. 251). Gee (2006) demonstrated his point by explaining how the term 
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coffee has different situational meanings, “…the coffee has spilled, get a mop (coffee in 

liquid form) vs. the coffee spilled, get a broom (coffee as beans)” (p. 252). In addition, 

some ARG designers are motivated by using this juxtaposition of semantic meaning as 

one of the ways to promote awareness around a specific issue, educate players, change 

the attitudes and/or behaviours of players, and/or promote activism and social 

engagement (Whitson & Dormann, 2013, p. 1).  

2.6. ARGs Interpreted as Theatrical Artworks 

In this section I introduce ARGs as they can be interpreted from the dramatic 

arts. Some ARGs are influenced by the poetics of dramaturgy and theatrical staging.  

Theatre design is an art and technique for building a space intended for a performance.  

Most ARGs take place in a virtual setting sometimes leading to real-world events.  In 

1938, French author, Antonin Artaud, claiming the imaginary world of theatre as the 

‘virtual arts’ (Artaud 1958).  One of the first performances that exploited this conceptual 

idea of the virtual arts and that used several of the tropes associated with alternate 

reality games was the “War of the Worlds Radio Drama” in 1938.  Produced by Orson 

Welles, with the Mercury Theatre group, War of the Worlds used the Columbia 

Broadcasting System Radio to distribute a story to radio listeners that was not real.  

During the broadcast, Orson Welles acted as a Princeton professor, Richard Pierson, 

along with the Mercury Theatre on the Air staff, who reported on an alien invasion as if it 

was real.   Although the “War of the Worlds Radio Drama” was not an alternate-reality 

game, the use of virtual arts over an everyday broadcasting radio station confused 

listeners, make them unsure of what was real, or not real.  

Another influential theatrical practitioner was German playwright, Bertolt Brecht, 

who revolutionized the way theatre engaged with audiences by creating principles that 

would intentionally inspire social agency (Willett 1959).  While there were other 

practitioners writing about the defamiliarization effect, Brecht’s interpretation is often 

used as a metaphor for audiences being lulled into political action.  John Willett (1959) 

pointed out that Brecht’s theories revolutionized the way theatre practitioners perceived 

drama-as-a-medium.  He stated, “Brecht developed a number of principles most notably 

the ‘defamiliarization effect’ sometimes called Verfremdungseffekt (translated as 
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‘distancing effect’, or ‘estrangement effect’, and often mistranslated as "alienation 

effect")  (p. 18). Defamiliarization, explained by Willett, was Brecht’s way of using 

theatrical staging to reposition the audience.  Brecht’s motivation for using this type of 

strategy was in the hope that the audiences would then be able to see the ‘real’ threats 

to humanity versus the imagined interwoven into the theatrical design.  Willett suggested 

that Brecht’s style could be defined as ‘social realism’ and stated, “…the characteristics 

of a social realist literature are the author must always exclude his self from the 

narrative, must never pass judgment on his characters but leave them to judge one 

another, must restrict his account of human nature to external signs.  Heroes and villains 

must lie within real life limits so that their bravery, for instance, has to have an element of 

cowardliness, and their speech has to be more or less natural to everyday language.  

More importantly, the writing has to be removed of all rhetorical schematization and 

metaphysical elaboration” (Willett 1959, p.218).  Some game researchers and serious 

game designers intentionally employ similar design strategies into the experience of the 

game. Whether these theatrical strategies are coded into the game technology or the 

narrative structure is a central theme presented in this dissertation. 

2.7. Summary  

In this chapter the goal was to situate the research in prior literature and in the 

process introduce the concepts, theories, and perceptions that have shaped the design 

of this dissertation.  I began by presenting the literature reviewed and introduced 

interpretations of HCI and interaction design research and theories of practice.  I refer to 

previous studies and theoretical findings to articulate the foundations of how I intend to 

evaluate open-narrative, alternate reality games (ARG) designers and work they have 

produced.  I presented the literature in three sections: The first deals with the philosophy 

of HCI design research, the second is a more general look at how game studies scholars 

interpreted alternate reality through their discussions of play, narrative, technology. The 

third introduces other perspectives and influences beyond the HCI research space, yet 

has an influence over this interdisciplinary design space.  In the writing to follow I briefly 

summarize each of these sections.  
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HCI Design Research introduced key concepts related to the theory and practice 

of human computer interaction design.  I discussed how different scholars have defined 

interaction design research as a field outside of the HCI research community.  I 

presented Zimmerman et al.’s (2007) definitions of: designer, design research, and 

design thinking, as they are fundamental to understanding the divisions of practice 

outside of any technological innovation.  I also introduced Benford et al.’s (2009) 

trajectory framework and how designers can use this framework to understand the 

complexity and construction of mixed as well as alternate reality experiences. 

Under “Games Studies Perspectives and Interpretations” I introduced alternate 

reality games as a subcategory of pervasive games and listed all of the design tropes 

that have defined the genre.  I use examples to explain the difference between open and 

closed narrative structures. As well as, I introduced scholarly perceptions on the Free-

will versus Determinism paradigm in game design.   I refer to other genres of games 

such as: social impact games, location-based games, massively multiplayer online 

games, and more traditional computer games as a way to position the reader in this 

somewhat fuzzy area of game design which extends into real-world domains.  Under, 

“Other Perceptions and Interpretations of ARG Design”, I discussed how cultural 

activities such as dramaturgy and theatrical staging have affected the virtual arts.  
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Chapter 3. Research Methods 

The rational for selecting a multiple case study was to investigate whether there 

were variations in open narrative ARGs and if there are lessons to be learn from these 

design practices. In this chapter, I discuss the methods used in the research approach 

by describing: case selection, protocol, data sources, influential studies and field 

procedures. I conclude with a description of how reliability was achieved and explain that 

in the context of this multiple cases, validity is interpreted as the researcher’s ability to 

demonstrate how they have replicated the procedures across cases.   

3.1. Case Study Approach 

A case study approach is often used in an empirical study to investigate a 

contemporary problem within its real-world context. Case study research has been 

defined as a process that helps to frame a problem and find solutions that require the 

integration of mutually dependent variables or pieces of evidence that are often gathered 

by qualitative and sometimes quantitative methods (Creswell 2013).  Yin stated, “This 

method is used in many situations, most often to contribute to our knowledge of 

individuals, group, organizational, social, political, and related phenomena. As such the 

motivation for using a case study method arises from the distinctive need to understand 

complex social phenomena” (2014, p.4).  Another way of looking at a case study design 

is as a set of procedures that help to define and bind the focus of the study, thus, 

protecting against threats of validity, maintaining a chain of evidence, and investigating 

and testing rival explanations (Yin 2014, p.4).  

The complex social phenomenon at the center of this research is the design 

considerations ARG designers have (if any), when designing open-narrative structures 

that invite fan contributions. Influenced by the design of related pilot studies and the 

work of other scholars, I have developed a procedure to study ARGs as individual 
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bounded cases.  Within each case, I have collected two units of analysis: (1) Designer 

Interviews (design approach, methods and tools) and (2) Trajectory (the path through 

the virtual and geographical places and use of digital media). Following the analysis of 

each case, I will synthesise the findings into one report.  The table below outlines the 

study components with descriptions. 

Table 3.1  Case Study Research Design and Components 

Component Description 

Research question 
(RQ) 

What design considerations do alternate reality game designers have when 
designing open-narrative structures that invite fan contributions about social 
change? 

Sub-questions RQ1.  How do ARG designers interpret fan contributions (geographic 
connections to place, images, texts, and videos) in relationship to other game 
elements?  
RQ2.  How do fan contributions shape the designer(s) decisions, (if any), about 
the overall trajectory and/or narrative structure of the game? 
RQ3.  What design methods, (if any), do designers use when creating ARGs in 
order to support fan contributions? 

Study proposition The purpose of this multiple case study is to understand what considerations 
designers have when building an open-narrative ARG.  At this stage of the 
research, considerations are generally defined as the analysis of canonical 
trajectories through geographic and virtual places, game mechanics, and fan 
contributions.  

Units of analysis 1) ARG Designers (their methods for conceptualizing and building the games 
they make including the tools and design process). 
2) Trajectories (the path through virtual and geographical places and use of 
digital media). 

The logic linking the 
data to the 
proposition 

The research questions investigate whether there are variations in open-
narrative ARGs and if there are lessons to be learned from the design practices 
including the use of technology and fan contributions. 

The criteria for 
interpreting the 
findings 

Effective communication and analysis of findings in response to the research 
questions.  This may include creative or unique ways of representing data. 

Note. This case study procedure is shaped by five key factors (Yin 2014, p. 60).  This table is an 
overview describing each procedural component and how it relates to this dissertation’s research design.  

3.1.1. Dimensions and Classifications 

In this section, I discuss the guiding principles that have shaped the research 

design.  Once the researcher has chosen to conduct a case study, they need to decide 
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whether it will be holistic or embedded and whether it will be a single or multiple case 

study.  A holistic case study is shaped by a thoroughly qualitative approach that relies on 

narrative and phenomenological descriptions, themes, and hypotheses that may be 

important, but are subordinate to the understanding of each case (Stake, 1976, p. 8).  

Embedded case studies involve more than one unit, or object, of analysis and usually 

are not limited to qualitative analysis alone (Yin, 2014).  Robert Yin (2013) states that 

multiple-case studies are commonly used to evaluate program innovation.  For instance, 

a school might be the subject of an individual case study, but multiple-case study could 

include several other schools to create a more global analysis (Yin, 2013, p. 56).   Most 

scholars recommend that before conducting a multiple-case study, the researcher 

should determine which procedures would be replicated from one case to the next (Yin, 

2013; Gibbs, 2008).   

For the design of this study, I choose a cross case study to investigate two 

embedded units of analysis: (1) ARG designers (their methods for conceptualizing and 

building the game they make including the tools and design process) and (2) canonical 

trajectory (the intended timing and scheduling of the plot points in the story). Thus, I 

have classified the overall research design of the proposal as an embedded multiple-

case study. In this way, I will be able to conduct three separate cases and synthesize 

findings into one report.  By conducting a multiple-case study, the evidence (or data) 

collected will reflect the context of each case, rather all three cases as one unit (Yin, 

2014).   

Yin (2014) stated, “the logic behind selecting cross case studies is that each 

case must be carefully selected so that it predicts similar results (a literal replication) or 

predicts contrasting results, but for anticipating reasons (a theoretical replication)” (p. 

57). In this study, I have determined that a theoretical replication approach best suits the 

investigation as each case is similar yet provides some contrasting elements in terms of 

how design considerations are defined and interpreted. 

There are many different reasons for choosing a single case design, Yin (2014) 

claimed, “a case may be considered unique, prototypical, salient, or revelatory to the 

understanding of a phenomena or problem” (p. 10).  In conducting a multiple case study, 
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one of the challenges is knowing how to integrate the single case study results into the 

larger multiple case findings. Yin (2014) stated, “Selecting multiple cases also raises a 

new set of questions. Here, a major insight to consider multiple cases as one would 

consider multiple experiments – that is, to follow a ‘replication’ design” (p. 55).  

The second dimension of a case study design is in understanding the 

motivation. Robert Stake (1976) classified cases into three categories: intrinsic, 

instrumental, and collective.  The intrinsic case is often exploratory in nature, and the 

researcher is guided by her interest in the case itself rather than in extending theory or 

generalizing across cases (Grady, 2009). Generally, interests are non-scientific and the 

study team usually takes responsibility and is accountable for the analysis and its 

consequences (Yin, 2014). In an instrumental case study, the case itself is secondary to 

the understanding of a particular phenomenon (Yin, 2014).   The difference between an 

intrinsic and instrumental case study is not the case but rather the purpose of the study 

(Grady, 2009).  A collective case study involves the concept of cross-case comparisons.  

This is different from a single case study, in that the researcher is interested in, and 

preoccupied by, commonalities among the cases (Goddard, 2010). The cases are linked 

and bound by their common characteristics, which is what the researcher is most 

interested in exploring and understanding (Goddard, 2010). Rather than focusing on 

single events or contexts, in a collective case study the researcher is seeking a better 

understanding of the collection of categorically bounded cases. In this dissertation, an 

instrumental approach is used. because I want to understand how the interpretation of 

open-narrative ARG design changes (if at all) in each case. In other words, I am 

interested in investigating the context of each ARG as a single case, for the purpose of 

generalizing the data across cases and extending theory. 

The third dimension described in the Table 3.2 is the study’s epistemological 

status. Yin (2014) has identified and defined exploratory, descriptive, and explanatory 

epistemological intentions.  Exploratory case studies provide insight into the structure of 

phenomena in order to develop a hypothesis, model, or theory (Yin, 2014, p.12).  

Exploratory studies are usually described as pilot studies where the research design and 

data collection method are not usually specified in advance (Yin, 2014, p.12). A 

descriptive case study is one that is focused and detailed, in which propositions and 
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questions about a phenomenon are carefully scrutinized and articulated at the outset 

(Tobin, 2010).  Tobin claimed, “…this articulation of what is already known about the 

phenomenon is called a descriptive theory. It helps to specify the boundaries of the 

case, and it contributes significantly to the rigor of the finished case study” (p. 288). The 

main goal of the descriptive case study is to assess a sample, based on an articulation 

of a descriptive theory (Tobin, 2010).  An explanatory case study approach is adopted 

when a researcher wants to investigate the dimensions of a complex phenomenon that 

is not easily explained through quantitative methods. The goal of such a study is to 

provide an accurate description of the facts from different perspectives and a conclusion 

based on congruent facts (Harder, 2010).  As Henry Harder (2010) explained, “some 

type of flowchart or logic model that portrays the patterns to be investigated is necessary 

in order to ensure that the investigation stays on track” (p. 370).  Many case study 

experts suggest having an illustration of the logic model in advance of the study 

research to guide investigators as to which topics or questions are to be explored (Yin, 

2014; Harder, 2010).   

In this case study, I have chosen an exploratory approach.  ARGs are complex 

with many stakeholders and some of them represent competing interests. Understanding 

how designers architect these narrative structures requires more explanation than has 

previously been documented.  Although one of the drawbacks to this approach is the 

possibility of voluminous amounts of data, it is my intention to use an exploratory 

approach to provide more in-depth analysis of this design space. 

The fourth dimension of the study describes its purpose and is classified as: 

teaching, research, or action/application.  It is at this stage that Yin (2014) claims that 

the researcher must understand her motives for conducting the research.  Researchers 

whose sole purpose is to create data for teaching are usually interested in the 

determination of results.  In this situation, the sole purpose of the study is to gather 

incremental data that can inform a deeper analysis of a subject.  Yet, another purpose 

for choosing a case study is to set a course of action.  In this way, the study lends itself 

to a prescribed agenda (policy making, medical advances, etc.).  The purpose of my 

case study is to provide a deeper analysis of open-narrative ARG design from the 

designer’s perspective.  Thus, the data collected would be used to advance research in 
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knowledge within the HCI design community.  In Table 3.2, I provide a quick view of the 

case study dimensions with a brief description of each. 

Table 3.2 Quick View Case Study Dimensions and Classification 

Dimension  Classification 

Design  I have chosen the multiple case study to investigate two embedded units of 
analysis the designers and aspect of each game’s trajectory framework. 

Motivation  For this case study an instrumental approach is used to understand how each 
case changes (if at all) the interpretation of open-narrative ARG design.  

Epistemological 
status  

In this case study I choose to use an exploratory approach.  ARG are complex with 
many stakeholders who sometimes represent competing interests. Understanding 
how designers architect these narrative structures requires more explanation.   

Purpose The purpose of this research is to provide a deeper analysis of open-narrative ARG 
designs in relationship to trajectories through geographical and virtual places. 
Therefore, the data collected would be used to advance an already existing body of 
knowledge in HCI design research.   

Note.   When determining the structure of a case study Robert Yin recommends that the researcher start 
with the units of analysis before determining the theoretical and other dimensions of the case study (p.56).  
By focusing on the units of analysis, I was able to choose the best qualitative method for analyzing the data.  

3.1.2. Influencing Studies 

As a PhD student and candidate I was employed as a researcher assistant on a 

number of studies.  These studies influenced this research design, especially those 

under the Community Creation of Digital Media for Pervasive Games (2011-2013) 

funded by Social Sciences and Humanities Research Council and GRAND, NCE (2012-

2014) with Principal Investigators Dr. Carman Neustaedter and Dr. Ron Wakkary, Simon 

Fraser University in Canada.  Table 3.3 lists the study descriptions, identifies what 

finding were leveraged and influencing features. 

Table 3.3 Influencing Studies 2011 to 2013. 

Study  Description Leveraged Aspect Influence Features 
In 2011, we conducted a cultural 
analysis of two ARGs to 
understand how location-based 
features might be designed to 
more deeply embody a cultural 
context. 

Our analysis revealed that both 
games embody culture through 
different mechanisms: player 
interactions designed to 
negotiate the narrative structure 
and to utilize existing social 
networks. 

This study influenced the 
design of the interview 
questions listed in this 
dissertation. 
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In 2012, we conducted an 
analysis on the making of an 
ARG that started online and led 
people to a live performance.  
The workshop version was 
showcased at the Free Fall 
Festival in Toronto in March 
2012. 

We used a Grounded Theory 
(GT) approach to analyze the 
documentation (i.e., 246 pages 
of the email correspondence 
along with 31 attachments, 
sketches, wireframes, 
interaction designs and 
orchestration maps). 

This study influenced the way 
GT was used in this 
dissertation to analyze 
interview transcripts and 
design artifacts.  

In 2013, we planned a 
comparative case study to 
investigate the design of three 
location-based research 
platforms. The See It platform 
(Simon Fraser University), the 
fAR-Play platform (University of 
Alberta), and the StoryTrek 
platform (Carleton University).  

We worked with three different 
stakeholders with expertise in 
the Humanities, Narratology and 
Computer Science, each of 
whom evaluated the research 
strategies, goals and 
procedures.  
 

This study influenced the 
research design and 
evaluation methods that have 
shaped research strategies. 
 
 

In 2014, in collaboration with the 
Human-Computer Interaction 
Lab (University of Maryland 
College Park, MD, USA) and 
School of Technology (Brigham 
Young University, Provo, UT, 
USA), we conducted a study to 
investigate the tactics employed 
by 18 designers who produce 
ARGS.   

We learned that some ARG 
designers used tactics that 
overtly allowed players to 
subvert the narrative hierarchy 
of a game and defined these 
characteristics as either open 
and closed. 
 
 

This study influenced the 
operational definition of open 
ARGs design and how 
interaction design theory can 
be applied to craft knowledge. 

3.1.3. Case Selection  

For this dissertation case selection was influenced by several factors. All of the 

ARGs selected focused on social change in some manifestation and included an open 

structure that the design team had purposely built into the narrative to engage fans.  

Case selection was also influenced by an earlier pilot study I conducted with members 

from the Human-Computer Interaction Lab at the University of Maryland.  This study 

analyzed eighteen alternate reality designers’ interviews regarding the design tactics 

they employed to integrate participatory storytelling and authentic fiction into the games 

they made.  This approach aligned with the development of interaction design theory by, 

most notably, Steve Benford et al. (2009) whose concepts related to the design of 

canonical trajectories (Section 2.4.1) as discussed in Chapter 2.   The pilot study used a 

Grounded Theory approach to analyze the interviewees, with the goal of gleaning 
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commonalities among the ways in which designers employed a variety of media and 

platforms. I leveraged the findings from this study to define open-narrative which 

informed the selection of ARG designs for the dissertation study. 

In preparation for the case selection, I reviewed a number of open-narrative 

ARGs (Appendix A)found through Internet searches and articles posted on the Alternate 

Reality Game Network12, Story Code13 and The Institute for the Future14. The complete 

list of ARGS reviewed is located in Appendix A.  I also consulted with other scholars 

including Michael Andersen (founder of the Alternate Reality Game Network) for 

recommendations. Andersen suggested Future Coast (2014) which focused on climate 

change, or Ed Zed Omega (2012), which asked teenagers to visualize new forms of 

education.  He also referenced other projects from the Institute for the Future (IFTF) 

including Ruby's Bequest (2009) which explored the care of people living with cerebral 

palsy and Superstruct (2008) for general future-thinking.  Subsequently, I looked at Coral 

Cross (2009) by Stuart Candy, a former IFTF Game Master.  This game dealt with 

pandemic preparedness, but the depth of the game was scaled back after a real-world 

outbreak developed just before launch. Moving away from serious games, I looked into 

some of the projects built on the Theatrics platform like Beckinfield (2010-2013) and Lost 

Zombies (2008-2014).  In both projects, fan contributions (mostly video) acted as the 

primary driver to the story plot.  After reviewing numerous ARGs, I chose three games: 

Future Coast (2014), the Disaster Resilience Journal (2014) and Techno Medicine 

Wheel (2007 - ongoing) for their variation in theme and open-narrative structure.  

3.1.4. Cases Selected  

In 2014, I contacted the design team who produced each work and explained I 

was a researcher at the Everyday Design Studio at Simon Fraser University, Surrey, BC, 

Canada and asked if they would like to be involved in the study.  In the sections to 
 
12 The Alternate Reality Gaming Network (http://www.argn.com) is the largest and most complete 

news resource available for players of online collaborative Alternate Reality Games. 
13 Story Code (http://storycode.org) is an open-source, global community for emerging and 

established cross-platform and immersive storytellers. 
14 The Institute of the Future (http://www.iftf.org) is a non-profit research center specializes in 

long- term forecasting, and quantitative futures research methods. 
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follow, I provide a description and rationale for each case selected.  I also include a 

summary table that lists the duration, URL, classification, fan contributions, and ARG 

tropes. 

Case A Description 

Case A is Future Coast (FC), an online storytelling project about possible climate-

changed futures. The story plot begins with a fictional narrative playing out across a 

series of “chronofact” voicemails sent back in time from potential futures. Fans were 

invited to use their imagination and create voicemails "from the future" that talked about 

how climate change is affecting their daily lives (Molinsky 2014).   

Rationale: Produced by the team at Writerguy15 this ARG was chosen for its 

complexity in story elements and strategies in managing fan contributions. FC was built 

in collaboration with the PoLAR Partnership at Columbia University and supported by the 

National Science Foundation, USA.16 

Table 3.4 Future Coast Summary  

Type Description 

Duration Game launched in 02/2014 and ran until 05/2014 * A complete list of milestones is 
located in Appendix C, section Other Design Artifacts Reviewed, Table 1.5 
Canonical Trajectory Data 

URL http://futurecoast.org 
How did fans 
contribute?   

Fans were invited to search for Chronofacts, post a voicemail about the conditions 
in a future world challenged by the global warming.  

Classification Alternate Reality Game, Climate Fiction, Interactive Narrative, and Location Based 
Game. 

ARG Tropes  
Orchestrator(s) The WriterGuy team, San Francisco, California, USA 
Highly crafted Story elements were distributed through the game’s web site, Twitter, Tumblr, 

 
15 The Writerguy team builds interactive story experiences that predominantly take the form of 

alternate reality games (http://www.writerguy.com). 
16 The Columbia Climate Center (CCC) was launched in 2009 by the Earth Institute at Columbia 

University with the goal of meeting the climate challenge by building upon the many climate-
related activities and research efforts conducted throughout the university. 
http://climate.columbia.edu/about-us/ 
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narrative hooks 
(sometimes 
called plot 
points) 

Facebook and other social media web resources.  * A complete list of social web 
resources is located in Appendix C, section Other Design Artifacts Reviewed, 
Table 1.6 Case A Social Media Data. 

Entry Point People are asked to imagine, “What will it be like in the next 20 years with rising 
sea levels”?   

NPO Partners The PoLAR Partnership at Columbia University and The National Science 
Foundation, United States 

 

Figure 3.1  Future Coast Screenshot © FurtureCoast.org, 2014  

Case B Description 

Disaster Resilience Journal (DRJ) is Case B and was the second ARG selected 

for this study. The web site released short stories, games and activities over the course 

of 42 days. In the process, fans were invited to become resilient and learn how to 

manage the emerging social or environmental changes that result from global warming. 

Rationale: DRJ was produced by Helios Design Labs (Toronto Canada). 

Additional game and quiz programming was supplied by Honig Studios (Berlin).  Case B 

was selected based on its modular design and accessibility to a European audience. 
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DRJ was translated into 11 languages (English, French, Italian, German, Spanish, 

Dutch, Croatian, Bulgarian, Romanian, Finnish and Danish). The project a collaboration 

with the International Federation of Red Cross and Red Crescent Societies (IFRC)17 and 

supported by the European Civil Protection and Humanitarian Aid Operations (ECHO) 

Table 3.5  Disaster Resilience Summary  

Type Description 

Duration Game launched in 09/2014 and ran for 42 days * A complete list of milestones is 
located in Appendix D, section Other Design Artifacts Reviewed, Table 1.13 
Canonical Trajectory Data 

URL http://disaster-resilience.com 
How did fans 
contribute?   

Fans were invited to read journal entries, play games and answer quizzes for a 
period of 42 days.  If a fan wanted to ‘take action,’ they could click to find a Red 
Cross Society in their region.  

Classification Emergent or Alternate Reality Game, Interactive Documentary 
ARG Tropes 
 Orchestrator Helios Design Labs, Toronto, Ontario, Canada 
Highly crafted 
narrative hooks 
(sometimes 
called plot 
points) 

Story elements were distributed through the web site and social web resources.  * A 
complete list of social web resources is located in Appendix D, section Other Design 
Artifacts Reviewed, Table 1.14 Case B Social Media Data. 

Entry Point People are asked to imagine themselves as a person who is prepared and disaster 
resilient. 

NPO Partners The European Commission's Humanitarian aid and Civil Protection and The 
International Federation of Red Cross and Red Crescent Societies, Europe 

 
17 The International Federation of Red Cross and Red Crescent Societies (IFRC) is the world's 

largest humanitarian organization, providing assistance without discrimination as to nationality, 
race, religious beliefs, class or political opinions. (http://www.ifrc.org). 
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Figure 3.2 Disaster Resilience Journal Screenshot © disaster-resilience.com, 2014  

Case C Description 

Case C, Techno Medicine Wheel (TMW) was the third ARG selected for this 

study. The game was deigned to teach fans about the ancestral lands and waterways of 

the Skwxwu7mesh People, as well as the Tseil-Watuth and Whu-Muthqueam Peoples, 

who have shared the Vancouver region together since immemorial.  Using a scavenger 

hunt type setting, fans searched for traditional Indigenous plants to learn about their 

healing properties.   

Rationale: Techno Medicine Wheel was produced by members of the Aboriginal 

Media Lab in Cyber Space (AbTeC)18.   Case C was selected because of its relationship 

with non-virtual elements including physical locations (British Columbia’s forests and 

 
18 AbTeC is a network of academics, artists and technologists whose goal is to define and share 

conceptual and practical tools that will allow us to create new, Aboriginally-determined 
territories within the web-pages, online games, and virtual environments that we call 
cyberspace. (http://www.abtec.org). 
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parks), a living culture, and the healing properties of plants. This game is also the 

longest running of the three and has successfully sustained a connection to local fans up 

to the present time. 

Table 3.6  Techno Medicine Wheel Summary  

Type Description 

Duration Game launched in 2008 and ran for 10 days, then evolved into Cultural Crossing in 
2010 * A complete list of milestones is located in Appendix E, section Other Design 
Artifacts Reviewed, Table 2.0 Canonical Trajectory Data 

URL http://www.abtec.org/blog/?p=436 
How did fans 
contribute?   

Fans search for the Little People in the Vancouver region. Fans meet with teachers 
to learn about the plants’ healing properties and are expected to share knowledge. 

Classification Alternate Reality Game, Social Impact Game, Location Based Game, Educational 
Tool and Interactive Story. 

ARG Tropes 
Orchestrator Artists at the Aboriginal Media Lab in Cyber Space (AbTeC)  
Highly crafted 
narrative hooks 
(sometimes 
called plot 
points) 

Story elements were distributed through social web resources and in physical 
locations.  * A complete list of social web resources is located in Appendix D, section 
Other Design Artifacts Reviewed, Table 2.3 Case C Social Media Data. 

Entry Point People are asked to imagine healing themselves with indigenous plants. 
NPO Partners The Aboriginal Media Lab, The Chief Dan George Centre, Canada 
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Figure 3.3 Techno Medicine Wheel Screenshot © TMW, 2008 

3.2. Multiple Case Study Compared to Other Methods 

Some ARGs are designed to last a few hours, while others continue to engage 

participants for months (sometimes years). This section compares other research 

methods, such as ethnographic and reflective practice to multiple case study research 

design.   

 Rather than a multiple case study method, ARG design researchers have 

employed various ethnographic methods to explicate fieldwork.  John Zeisel (2006) used 

ethnographic assessments to consider the effects of post-occupancy environments.  

Zeisel’s insights were based on several case studies and offer a look at the fundamental 

theory and practice of planning, programming, designing, and evaluating the effects of 

“environments in use.”  Zeisel defined the use of “diagnostic” and “descriptive” research 

as a way to understand how the game environment affected the fans behaviour (Zeisel 

2006, p.93).  In the context of ARGs, researchers studying the environment behaviour of 

fans after they have played a game, could provide postpartum evidence on a broad 

scale on the dynamics of the whole situation (Zeisel 2006, p.93).  Due to the time and 
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resource limitations of this study an ethnographic assessment was not employed.  While 

a user study accessing the post-occupancy of the game environment would have been 

valuable, such an assessment would not have provided an account of the design 

practices, tools and methods used to produce the game.  

Another method that could help broaden our understanding of ARG design praxis 

is “reflective practice.”  Donald Schön (1983) introduced “reflection” as a means of 

understanding what professionals do.  Many social science researchers have used this 

method to develop an epistemology of practice specific to their discipline.  Schön’s 

research places craft and technical problem solving within a broader context of reflective 

inquiry.  He defined “practice” and “tacit knowledge” and their relevance to “reflective 

inquiry” as activities that are embodied in one’s craft (Schön1983).  Due to my own time 

restrictions and the designers’ agreements with stakeholders, this method could not 

have been employed.  

In this dissertation, I studied three different ARGs and asked designers semi-

structured research questions. The designers referred to story elements in the game’s 

trajectory. The evaluation of interview transcripts and the forensic reconstruction of each 

game’s virtual trajectory was employed to evaluate how design decisions were made. 

Although an HCI researcher could have used the alternate methods suggested in this 

section, a multiple case study approach seemed the more direct means to identify and 

document the ARG designers’ considerations.  

3.3. Case Study Protocol 

This multiple case study was designed to examine three ARGs, through two units 

of analysis: (1) ARG Designers (their methods for conceptualizing and building the 

games they make including the tools and design process), and (2) Canonical 

Trajectories (the designers’ intended path through virtual and physical places). Units of 

analysis bind and define each case and set the context for the larger units of analysis 

within the multiple case study.  In preparation for data collection, the study protocol 

included these five steps:  
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1. Research Ethics: A research ethics report was reviewed and accepted by 
the Simon Fraser Research Ethics Board before conducting the research.  

2. Case Selection: Each case was selected, the project designers were 
contacted, a request was made for their participation in the study, and 
their consent was given by signing and returning an informed consent 
form to the researcher.   

3. Confidentiality: Each participant was ensured that the names of 
participating designer remained anonymous; when confidential data was 
collected, the files were stored on a secure computer.  

4. Procedures: Naming conventions, file structures and back-up schedules 
were maintained to ensure that data was stored securely. Data was 
neither shared nor discussed with anyone who was external to this study.  

5. Framework: A framework was prepared for individual case reports. 

This protocol was necessary to mobilize individual case knowledge and conduct 

the final cross-case analysis. Documents used to prepare for the case study protocol 

such as informed consent forms and the use of secondary data are included in Appendix 

B of this dissertation.  

3.4. Data Sources and Collection  

This study relies on primary and secondary sources of evidence.  The primary is 

digitally recorded interviews with ARG Designers.  Interviewees are represented by a 

number (e.g., D#3) to maintain anonymity.  D#1 is in reference to Future Coast (FC) 

D#2, D#3 and D#4 are in reference to the Disaster Resilience Journal (DRJ); and D#5 

and D#6 are in reference to Techno Medicine Wheel (TMW). Confidential information is 

hidden from photos and videos, unless prior consent was given.  Some of the interviews 

were conducted via Skype or phone with designers outside of Canada. In this case, I 

sent the consent form via email. Participants were asked to read, and then sign the form 

and return it back to the researcher. This protocol was in alignment with the Simon 

Frasers University’s Office of Research Ethics provisions of Chapter 8, Article 8.4 for 

interviews performed in the USA. Designer interviews were transcribed into text 

documents and were stored on a secure computer.  In the following sections I list the 

data collection procedures and sources:  
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3.4.1. Semi-Structured Interviews 

Methods used to conduct the designer interviews are based on the Everyday 

Design Studio’s (EDS) larger study exploring the practices of everyday designers 

(Desjardins & Wakkary, 2013). This approach is inspired by a framework developed by 

Elizabeth Shove, Mika Pantzar and Matt Watson to examine the dynamic aspects of 

social practice. As Shove et. al have stated, “Giddens’ structuration theory evolves 

around the conclusion that human activity, and the social structure which shape it are 

recursively related. That is activities, are shaped and enabled by structures of rules and 

meanings and competencies” (p.3).  The EDS has applied Shoves’ framework to study 

families, hobbyist jewellers, and Steampunk enthusiasts in their appropriation of 

everyday things (Desjardins & Wakkary, 2013). I leveraged the protocol used in these 

studies to design aspects of this research.  

Cultural anthropologists suggest that the choice to use semi-structured interviews 

as a research method is necessary when you will not get more than one chance to 

interview (Bernard 1988).  This method also affords the ability to prepare questions in 

advance that are sufficiently open, but somewhat improvised in a careful and theorized 

way (Wengraf, 2001).  Another reason to use a semi-structured interview method is that 

it will allow the informant to tell a story regarding all or part of their own experience.  

Wengraf (2001) described this type of interview process as “bio-graphic reporting” (p. 5).  

Donald Schön (1983) suggested that within one’s professional practice, people become 

so familiar with a given field of expertise that their knowing-in-practice tends to become 

increasingly tacit, spontaneous, and automatic. Therefore, interview questions were 

specifically designed to ask designers about the games they have made and delved 

deeper into the subject of fan contributions as it may have been interpreted through the 

use of tools in the production of the game itself. Thus, having the EDS interview 

framework (Appendix B) helped to shape the study protocol, and focus the interview 

questions.  

In this study, six ARG designers were interviewed by a combination of face-to-

face and Skype meetings in Toronto and Vancouver, Canada and Silicon Valley and 

Oregon, USA, as well as, through email correspondence.   Interviewees were not paid.  

Interviews typically lasted 45 minutes, were audio recorded, and were later transcribed.  
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I contacted each designer through a publicly listed email address posted on each ARG’s 

web site.  

Most ARG designers are like film producers in the way they prepare and then 

supervise the making of an ARG. Often, a designer will collaborate with other 

specialized workers to produce an ARG. Because of this, interviewees invited other 

specialized workers to confirm their interpretations of the production process.  To 

prepare for the interviews, I conducted a review of each game’s content.  The focus of 

this review was to identify the design practices employed by the designers and the ways 

fan contributed through comments, images and video content to the ARG.  

Questions were designed so that I could first introduce the theme and then follow 

through with a question that would invite the designers to respond.  This process allowed 

for a natural pause in the discussion when interviewees could conceptually shift 

perspective. Below is the list of themes and semi-structured questions. 

Background  

• How would you describe your profession?  

• Can you tell me about your professional background? 

• Can you briefly introduce your role in the design of [GAME NAME]? 

Production 

• How many people were involved in the production of [GAME NAME]  

• Can you describe each their roles?  

• How long did it take to produce this project from concept to launch?   

• Is there still work that needs to be done to maintain the archives? 

Tools 

• Can you describe the design process for building [GAME NAME]?  

• What were the tools and design methods used by the team to integrate 
the narrative with the use of technology and/or fan contributions? 

Fan Contributions 

• How did your team distribute the launch of [GAME NAME] (e.g., social 
media sites, face-to-face interactions, or social networks)?  
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• Tell me how you integrated fan contributions (if at all)? 

All designers received a follow-up email with a copy of their transcripts and a 

report of the quotes, design artefacts and reference material used in this study.   This 

was done to ensure that the designers would have an opportunity to clarify the data 

collected in the semi-structured interviews during the data analysis process. I contacted 

each designer via email, thanked them for their participation in the study, and requested 

that they review the material used in the study. If there were any omissions, they were 

asked to respond with corrections.  

3.4.2. Canonical Trajectory 

In Chapter 2, I introduced two different types of trajectory: the designers’ 

intended mapping of a story (canonical) and the fan’s experience (participant).  I 

discussed Benford and Giannachi’s (2008) canonical trajectory (Section 2.4.1) as an 

expression of the designer’s intended mapping of story time onto clock time, which is 

perceived as part of the plot and schedule of an experience (p.73).  This concept further 

breaks down into ideas of temporal orchestration that include five layers: story time, plot 

time, schedule time, interaction time and perceived time (Benford at el. 2008, p.82).  

To study how designers built canonical trajectories, I conducted an analysis of 

each ARG’s online content (HTML pages, images, or documents) by conducting a crawl 

report (Appendix F) and looked for design artefacts that were connected to the game.   I 

discovered elements of the original game by investigating the internal and external 

hyperlinks, including connections to real-world game artefacts.  This required a certain 

amount of forensic sleuthing resulting in many hours of searching, reviewing and 

identifying material related to each case.   By applying this method, I was able to identify 

the scale of the website, the artistry built into the core of the design, clusters of content, 

and links to external social web resources, like YouTube, Tumblr or Twitter.  Section 

3.1.2 provides a detailed description of how this method was used in the study. 
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3.5. Field Procedures 

Data collection procedures for this study followed an iterative process, guided by 

a technique called cross case analysis (Stake, 2006).  Based on the individual case 

reports, I formed databases and analyzed data-points across cases to address the 

research questions discussed in Chapter 1. It is important to note that this step-by-step 

approach to data collection (Section 3.4) did not increase the understanding of the 

individual cases; instead it presented findings focused on the quintain (central research 

questions). Rather than compare and contrast each case, the quintain is something that 

functions and operates across cases with its own life.  Thus, the study is a descriptive 

interpretation of that life in multiple situations (Stake, 2006, p. 84).  The field procedures 

for this study was performed in four separate stages until the resulting cross case 

analysis was realized: 

1) Establishing a database (Section 4.1) 

2) Coding and data triangulation (Section 4.2) 

3) Preparing the individual case reports (Section 4.3) 

4) Cross case analysis (Section 4.4) 

Were ever possible data triangulation was used to ensure the accuracy of 

interpretations. Here, excerpts from interview transcripts and instances of the game’s 

trajectory are presented to insure confirmations are not being over looked in the final 

cross-case report.   

3.6. Validity and Reliability 

The reliability of a multiple case study rests on the researcher’s ability to 

demonstrate a chain of evidence, so that an external observer can follow the derivation 

of any evidence from the initial research questions to the case study conclusions (Yin 

2014, p. 127). In the context of multiple cases, validity is interpreted as the researcher’s 

ability to demonstrate how they have replicated the procedures across cases.  Their 

report should indicate how and why a particular proposition was demonstrated or not 



 

54 

demonstrated (Stake 2006, p.37).  Yin has introduced three main strategies for establish 

validity within a case study structure:   

• Construct validity refers to the “accuracy to which a case study’s 
measures reflects the concepts being studied” (Yin, 2014, p.238).  

• Interval validity refers to the “the strength of the cause-effect link made by 
a case study, in part determined by showing the absence of spurious 
relationships and the rejection of rival hypotheses” (Yin 2014, p. 239). 

• External validity refers to the extent to which a study’s findings can be 
analytically generalized to other situations that were not part of the 
original study (Yin 2014, p.238).  

I chose a series of operational procedures based on influencing studies (Section 

3.1.2) and the concepts being studied, which include: collecting and managing multiple 

sources of evidence (interview transcripts and canonical trajectory), establishing a chain 

of evidence, and adopting member checking to review the draft case study report.   My 

supervisors and colleagues at other colleges reviewed this process so that the study’s 

constructed validity would increase. According to Stake (2007), when knowledge is 

being constructed, no two observations are constructed in exactly the same way. 

Ultimately, data triangulation, or triangulation of any kind, has generally been considered 

a process of using multiple perceptions to clarify meaning, while also verifying the 

repeatability of an observation or interpretation (Stake 2007, p.37). 

In multiple case studies, triangulation serves the same purpose as in a single 

case study: to assure that we have assessed the picture both clearly and meaningfully 

(Stake, 2007, p. 77).   The goal here is to surpass one’s own biases and not mislead 

people who are reviewing the study.   The benefit is in seeing whether the new views are 

consistent with what is already known about the case, and about the research questions.  

3.7. Summary 

In this chapter the rationale for conducting a case study, the methods used, and 

case selection are discussed. I introduce case study research as a process that helped 

to frame a problem and find solutions that require the integration of mutually dependent 
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variables or pieces of evidence that are often gathered by qualitative methods (Creswell 

2013).  

In Section 3.1.1 the dimensions and classifications are discussed as the guiding 

principles that have shaped the research design. I describe how I adapted Robert Yin’s 

(2014) multiple case study design to investigate two embedded units of analysis (1) 

Designers (their methods for conceptualizing and building the game they make including 

the tools and design process) and (2) Canonical Trajectory (the mapping, timing and 

delivery of story elements).   

I described the influential studies (Section 3.1.2) and introduce a pilot study 

conducted with members from the Human-Computer Interaction Lab at the University of 

Maryland. This explains how I leveraged the findings from other research assignments to 

informed the case selection.  In Section 3.1.3. I described case selection further and 

consultation with Michael Andersen from ARGnet on the nature of open-narrative and 

games for change. Under Section 3.1.4, I provide a brief description and rational for 

each individual case and summarize data points. 

In Section 3.2, I compared other research methods, such as ethnographic and 

reflective practice as alternatives to a multiple case study research approach. Here I 

refer to John Zeisel’s (2006) ethnographic assessment for the consideration of post-

occupancy environments effects and Donald Schön’s (1983) research into practice, tacit 

knowledge and relevance to reflective inquiry.   

Following this a Section 3.3 I discuss the case study protocol for data collection, 

which included these five steps: Research Ethics, Case Selection, Confidentiality, 

Procedures and Framework. In Section 3.4 I describe the process and details of 

gathering evidence from data sources.  Section 3.5 outlined the field procedures used to   

systematic conduct the individual and cross case analysis.  Following this, was a 

description of how the reliability of the multiple case study was achieved by 

demonstrating a chain of evidence (Section 3.6).  In the next chapter, I will present the 

data analysis and individual case reports.  
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Chapter 4. Data Analysis and Individual  
Case Reports 

In this chapter, I provide an integrated perspective on the data analysis and 

individual case reports.  The felid procedures (Section 3.6) listed four separate stages: 

establishing a database, coding and triangulation, preparing individual case reports, and 

cross case analysis. These stages of the study are highlighted in Figure 4.1 and are 

discussed in detail in the sections to follow.  These stages were necessary to mobilizing 

the individual case knowledge into one final cross case report presented in Chapter 5.   

 

Figure 4.1 Data Analysis and Individual Case Reports Illustrated, 2014 

4.1. Establishing a Database 

Stage one involved establishing a database and naming convention.  This was 

necessary to organize and manage the individual and cross case reports. One of the 

challenges of conducting a case study is managing the multiple sources of evidence. 
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Although, volumes of data was collected on each case, only a fraction of this data was 

used to triangulate points raised in the designers’ interviews.  As Yin claimed, “By 

developing convergent evidence, data triangulation helps to strengthen the constructed 

validity of any multiple case study” (p.121). In the following section I describe the 

database structure and naming convention. The database was built on the field 

procedures results and organized in a folder-to-folder database which is alphabetized 

and numbered.  Figure 4.2 illustrates the organization of each cases documentation as 

highlighted in gray from the main menu to Case B’s folder of images.  

 

Figure 4.2 Folder-to-folder Database, 2014 

Interview recordings were saved as MP3 audio files and sent via a secure file 

server TitanFile19 to the transcriptionists.  The written transcripts were returned as Word 

file documents and stored on an external hard drive.  Interviewees discussed are 

represented by a number (e.g., D#3) to maintain anonymity.  D#1 is in reference to 

Future Coast (FC), D#2, D#3 and D#4 are in reference to the Disaster Resilience 

Journal (DRJ), and D#5 and D#6 are in reference to the Techno Medicine Wheel (TMW).   

Secondary data sources were stored by type (i.e., images, graphs, any type of 

social media, and archival).  Canonical trajectory data was stored as graphs. Supporting 

screen shots of the web site were saved as .png files and saved to the Images folder as 

seen in Figure 4.1.  Online articles relevant to the projects were saved separately as 

PDF files and stored in the Article folder.  

 
19 TitanFile (https://www.titanfile.com) is a secure document sharing service built exclusively for 

professionals. 
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4.2. Coding and Data Triangulation  

The second stage of analysis involved the coding and triangulating of data.  I 

used a qualitative research approach that originates in Grounded Theory (GT) to guide 

the data analysis.  Researcher Kathy Charmaz emphasized the nature of grounded 

theory practice as a means of creating an analysis of actions and process while 

simultaneously collecting data.  She stated that coding is the pivotal link between 

collecting data and developing an emergent finding to explain a phenomena (Charmaz 

2006, p.46).  Through a process called open and selective coding, I organized the 

properties of each Case’s transcripts into their initial findings as they related to study’s 

research questions.  

While coding, I reviewed my field notes and any other observations I had 

documented over the course of data collection.  Note-taking is critical to GT like analysis 

because illuminates the context in which the original statement was made. This process 

allowed for real-time reflection. I noted anything that I thought was unique to the case, or 

additional issues that may have surfaced while writing and coding.  

In the second phase of data analysis, I took advanced notes; categorized data 

into subtopics and described emerging categories for the first Case. With a new set of 

documented categories, I then reviewed the canonical trajectory of the game for 

demonstrative instances of the category.   For example, in Case A, the designer talked 

about creating “open, multi-sourced and multi-authored” experiences. This raised a 

question: How was this actualized in the design of the game? In address this question, I 

looked for instances where the designer developed an interactive component of the 

game that was multi-sourced. Then I conducted a close reading on the component until I 

understood the context and relationship of that component to the rest of the site and the 

ways it was interpreted by fans.  To replicate this process on a case-by-case basis, I 

used a number of techniques. In the sections to follow, I describe how I coded the 

transcripts and canonical trajectories. 
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4.2.1. Coding Interview Transcripts 

The semi-structured interviews were designed to ask questions about the designers’ 
background, their production activities, tools they used, and their interpretations of fan 
contributions (Section 3.4.1).  In the first phase of transcript analysis, I colour coded 
excerpts and assigned letter codes that aligned with the main research question (RQ) 
and related sub-questions (RQ1, RQ2, RQ3) as seen in Table 4.1.  Each code also 
received a number, used to track and retrieve excepts from each case’s database. 

Table 4.1  Example of Letter Codes 

Case A Designer Excerpts Initial Codes  
P: And authentic fiction is, you know, kind of the genre of 
my own definition, to kind of fit the sort of work that I do. 
You know, there's a fictional component, but it's trying to 
get a truth that's part of the meaning of authentic. But it's 
also open and multi-sourced, multi-authored. [RQ: 90]  
 

Yellow = RQ: What are the design 
considerations alternate reality game 
designers have when designing open-
narrative structures that invite fan 
contributions about social change?  
  

P: And so, for our chronofacts, that was kind of exactly 
what, you know, you have a discreet item. You have a 
particular chronofact; it's still in the pool. Somebody 
volunteers to plant it. You need to mail it to them. You 
need to send them instructions on how to plant it. They 
plant it. You know, they receive it. [RQ1:01]  

 Green = RQ1: How do ARG designers 
interpret fan contributions (e.g., 
geographic connections to place, 
images, texts, and videos) in 
relationship to other game elements)? 

P: It's really about creating the space where 
transformative things can happen [RQ2: 50] 

 Pink = RQ2:How do fan contributions 
shape the designer(s) decisions, (if 
any), about the overall trajectory and/or 
narrative structure of the game? 

P: But essentially, it's an organization tool, and what it is 
is it's kind of an electronic version of, if you had a big 
whiteboard that had sticky notes on it [RQ3: 40] 
 

Blue = RQ3: What design methods (if 
any), do designers use when creating 
ARGs in order to support fan 
contributions? 

In the second phase of analysis, I used Strauss et al. (2007) procedures for 

conducting axial coding which they are: 

• Laying out the properties of a category and their dimension; a task that 
begins during open coding. 

• Identifying the variety of conditions, actions/interactions, and 
consequences associated with the phenomena. 

• Relating a category to its subcategories through statements denoting how 
they are related to each other. 
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• Looking for cues in the data that denote how major categories might 
relate to each other (p. 126). 

Using an affinity diagram I placed cut-outs of excerpts on a board and moved 

them into groups, then regrouped them until new corresponding categories directly 

referencing the research questions emerged. Categories honed the understanding of the 

designers’ interpretation of the design space, activities and tools used in the production 

of each case. I noted common phrases and tasks that were used repeatedly and 

excerpts that presented an insight into a process, concept or activity.  All relevant, 

categories and subcategories were evaluated against the research questions. Table 4.2 

illustrates a finding with excerpts supporting the main research questions.  In the 

following section I discuss how I used this data to code canonical trajectories. 

Table 4.2  Case A, Finding 3 

 Category: Open Platforms  
RQ RQ1 RQ2 RQ3 

Finding 3 
Using 
modular 
design.  

N/A  N/A Team 
managing 
production 

A need for a better 
collaborative tool 

Excerpts   RQ2:20 RQ3:10 
Note. This table is an example of Case A data collected the coding process. 

4.2.2. Coding Canonical Trajectories 

This second unit of analysis was collected on the design of each case’s 

canonical trajectory (Section 3.4.2).  As discussed in earlier sections, relevant themes 

and subthemes were based on the categories that emerged from the interview 

transcripts. I analysed each game’s trajectory for instances that demonstrated the 

findings, where applicable.  

Using Benford et al.’s trajectory framework (Section 2.4) as the analytical lens, I 

conducted close reading on a case-by-case basis to explore how designers built the 

ARG. Close reading is a technique that has evolved over the years from literary theory 

since its early formulations by John Crowe Ransom and the other “New Critics” in the 

late 1930s and early 1940s (Tanenbaum & Bizzocchi, 2009). Close readings are 
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traditionally used for the explication of literary text.  Its application to an interactive 

multimedia work requires that the same attention to detail, context and meaning be 

extended to include the various component media (sound, graphic, moving images) and 

the interactive process itself (Bizzocchi 2001, p. 24).  Figure 4.3 illustrates the general 

setup of three computers side-by-side to conduct this phase of the research. The 

computer on the right is used to scroll through the online game, a middle monitor is used 

to collect interview transcripts and trajectory data in a worksheet, and the left monitor is 

used to view corresponding notes and designer’s transcripts.  

 

Figure 4.3 General Set-up, 2014 

In visual arts practice, close readings are interpreted as a way of seeing through 

the perspective of one’s aesthetic judgement. In order to understand how each ARG was 

designed, I read through each game’s archive, listened to or watched audio/video 

components, and investigated links to geographic locations. Where possible I took 
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detailed notes from the start and drew sketches of the trajectory.  In some cases, I 

conducted a crawl report to understand the breath and depth of the game platform. This 

was an important step to visualizing the spatial relationships between the designer’s and 

the fan contributions. To demonstrate, I’ve included an image of: Future Coast’s crawl 

report visualization (Figure 4.4), a detail of the transitional pages and the fans 

contributions (Figure 4.5), and a screenshot of the designer’s transitional page (Figure 

4.6). 

 

Figure 4.4 Future Coast Post Game Visualization, 2014 
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Figure 4.5 Detail of Future Coast Post Game Visualization, 2014 

 

Figure 4.6 Chronofall Diary Screenshot © FurtureCoast.org, 2014 

Thus, the canonical trajectory that accompanies each case supports the findings 

in the interview transcripts from the beginning to the end of the game.  For example, in 

Figure 4.7 you can see nine canonical trajectory instances (CTI) along a single narrative 

path. Some instances represent plot points that connect fans to social media platforms 
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and places outside of the game. While others connect fans to virtual or physical places 

within the game. Each instance is coded and relates to a key in the Appendix.  

After repeated viewing of the ARG, I was able to compare observations to 

findings in the interview transcripts. Table 4.3 illustrates excerpts from the third Finding 

with the supporting canonical trajectory instances CTI:04. 

 

Figure 4.7 Future Coast Trajectory, 2014 

Table 4.3  Case A, Finding 3 with Canonical Trajectory Instance (CTI) 

 Category: Open Platforms  Trajectory  
RQ RQ1 RQ2 RQ3 Instance 

Finding 3 
Using 
modular 
design.  

N/A  N/A Team 
managi
ng 
producti
on 

A need for a better 
collaborative tool 

Screenshot of 
Chronofall Diary 
and posted 
updates 
(http://fututrecoas
t.org/chrono-fall 
diary) 

Excerpts   RQ2:20 RQ3:10 CTI: 04 
Note. This table is an example of Case A data collected the coding process. 
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4.3. Preparing Individual Case Reports  

Over a period of six months, I first conducted three individual case studies and 

prepared their final reports. I summarized case information, selected excerpts from 

transcripts and looked for instances of each games’ canonical trajectory relevant to the 

study.  I adapted Stake’s Worksheet Analyst’s Notes While Reading a Case Report 

(Appendix B) and included these sections in each case report: 

• Case Study Report Title,  

• Case ID, 

• Synopsis of case,  

• Uniqueness of case situation for phenomenon: 

• Relevance of case for cross-case, 

• Possible excerpts for cross-case report, 

• Supporting aspects of the canonical trajectory,  

• and Commentary 

Each case was formatted into the worksheet and is presented with interview 

excerpts and canonical trajectory instances under the following: Future Coast Case 

Report (Section 4.3.1), Disaster Resilience Journal Case Report (Section 4.3.2), and 

Techno Medicine Wheel Case Report (Section 4.3.3). 

4.3.1. Future Coast Case Report  

Case Synopsis   

The PoLAR Partnership at Columbia University awarded the Writerguy in San 

Francisco, California, USA to produce the Future Coast project.  The game ran for a few 

months in the spring of 2014. Game elements were distributed over an online platform, 

social networks and hidden in physical locations. The platform allowed the anyone to 

record and upload climate-changed futures stories, as well as, search through the 

chronofall diary and locate fallen chronofact for a period of three months.  Numbers were 

inscribed on each physical chronofact that matched hidden voicemails, which people 

could look-up and listen to online.  
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Uniqueness of case for the phenomenon 

This game is unique for several reasons.  The game platform and fan 

contributions were managed by the designer.  This means that most of the content of the 

game had been archived.  Other unique features of the game are: a) fans can record 

voicemails and create groups of the recordings called Timestreams, b) D#1 described 

this type of game as a climate fiction or clyfy – a new genera of storytelling about 

possible climate futures, and c) D#1 described authenticity when referring inclusion. 

Designer Interviews Excerpts  

In this section, I provide an analysis of FC designer’s interview transcripts and 

supporting design artifacts.  Accompanying each finding is a description and illustration 

of story elements from the game’s narrative that demonstrates the connections to the 

claim. D#1 described open platforms as being inclusive and authentic by design. In 

tables 4.4 to 4.6 I list the findings in relationship to the research questions (RQ) along 

with trajectory data. All corresponding excerpts are listed in Appendix C. 

Table 4.4 Findings I-3 Open Narrative Platforms 

  Category: Open Platforms  Trajectory Data 
RQ RQ1 RQ2 RQ3 Instance 

Finding 1 
Creating 
inclusive and 
authentic 
models. 
 

Defined 
inclusive 
experiences 
as authentic 
fiction 
platforms.  

N/A N/A Using 
technology that 
is more widely 
distributed. 

Screenshot of 
Voicemail home 
page and detail 
of a voicemail in 
play. 

Excerpts RQ:30, RQ:20   RQ3:40 CTI:05, CTI:06 
  Instance 
Finding 2 

Designing 
backchannels for 
Fans. 

Partnership 
affiliations 
extend reach. 

Design to  
expand 
thinking. 

N/A Social Media 
Networks as a 
mass chronicle. 

Screenshot of 
The State of the 
Planet Article 
linking back to 
game and 
partnerships 

Excerpts RQ1:101 RQ1:80  RQ1:70 CTI:01  
  Instance 
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Finding 3 
Using modular 
design.  

N/A  N/A Team 
managing 
production 

A need for a 
better 
collaborative 
tool 

Screenshot of 
Chronofall Diary 
and posted 
updates 

Excerpts   RQ2:20 RQ3:10 CTI: 04 
Note. This table is an example of FC data collected the coding process. 

Table 4.5 Findings 4-7 Design Considerations 

   Trajectory Data 
RQ RQ1 RQ2 RQ3 Instance 

Finding 4 
In-reach  

Creating 
transform
ative EXP 

It’s about 
creating play 
spaces 

It’s about the 
quality of the 
EXP. 

N/A N/A 

Excerpts RQ:50 RQ1:90,  RQ2:70   
  Instance 
Finding 5 

Using treasure 
hunt game 
features 
 

N/A N/A Crossing 
over between 
online 
fictional and 
the fiction 
place and 
time.   

Creating 
instructions for 
how volunteers 
can hide 
chronofact 

Screenshot of a 
located 
chronofact 

Excerpts   RQ2:40,  RQ3:50 CTI: 03 
  Instance 

Finding 6 
Create, Record, 
and Listen  
 

N/A Mechanism to 
explore 
interesting 
ideas, a 
variety of 
opinions 

N/A The Voicemail 
feature drives 
the game. 

Screenshot of 
Voicemails and 
detail of section 
in play. 

Excerpts  RQ1:100  RQ3:20 CTI:05, CTI:06 
  Instance 
Finding 7 

Curating Fan 
Contributions 

 

N/A Some fans just 
use the game 
to listen to the 
Timestreams. 

A platform for 
the climate 
fiction fans. 

N/A Screenshot of 
Timestreams 
and detail 
section in play. 

Excerpts  RQ1:102 RQ2:50  CTI:08 
Note. This table is an example of FC data collected the coding process. 
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Table 5.6 Findings 8-10 Multi-authored and Multi-Sourced Narrative Design 

  Category: In-reach Design Considerations  Trajectory Data 
RQ RQ1 RQ2 RQ3 Instance 

   
Finding 8 

Managing 
Future Problem 
Solving 

N/A The aesthetic 
of authentic 
fiction. 

N/A Familiarity with 
the creative 
process, sticky 
notes and a 
white board, 
Tello 

Screenshot of 
FC’s story plot 
being distributed 
through different 
social media 
platforms. 

Excerpts  RQ1:10  RQ3:30,RQ3:60
,RQ3:70 

CTI: 02 

  Instance 
Finding 9 

Working with 
multi-authored  

N/A Meeting 
people where 
they are at. 

It’s not about 
crowd 
sourcing. 

See Chronofall 
Diary, Voicemail 
and 
Timestreams 
game features.  

Screenshot of 
Voicemails and 
detail of section 
in play. 

Excerpts  RQ1:20 RQ2:80  CTI: 05, CTI: 06 
Note. This table is an example of FC data collected the coding process. 

Emerging Issues  

Although there was not enough evidence to support these categories I included 

these topics: social change as a design objective, knowledge transfer and responsibility, 

and ARGs as film like productions listed in Table 4.7 for future reference in the cross-

case analysis. 

Table 4.7 Categories 1-3 Emerging Issues 

   Trajectory Data 
RQ RQ1 RQ2 RQ3 Instance 

Category 1 
Social change as a 
design objective. 

Changing 
systems 
within 
systems. 

N/A N/A N/A N/A 

Excerpts RQ:06     
  Instance 
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Category 2 
Knowledge 
Transfer, 
Responsibility, 
and Reciprocal 
Relationships 

The reuse of 
the game 
platform. 

N/A The game 
complexity 
required a 
producer 

N/A N/A 

Excerpts RQ:07  RQ2:30   
  Instance 
Category 3 

ARGs are Film 
Like Productions  

The reuse of 
the game 
platform. 

N/A Negotiating 
funding took a 
several 
months 

N/A N/A 

Excerpts RQ:01,RQ:40  RQ2:10,RQ2:60   

Note. This table is an example of FC data collected the coding process. 

Canonical Trajectory Illustrated 

Based on D#1’s interview transcripts, the FC website crawl report, connections to 

social media networks and design artifacts I created a model of each case’s canonical 

trajectory. Figure 4.8 depicts the games start point and lists eight plot points by code 

along a single narrative path. Some plot points connect to social web resources and 

places outside of the game, while other points connected fans to the game narrative. 

  

Figure 4.8 Future Coast Canonical Trajectory Instances, 2014 
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Figure 4.8 shows a canonical trajectory path created by the games designers.  It 

starts with a ‘real problem’ the non-profit organization has hired the designers to address 

through the design of an ARG. I start the game at ‘beginnings’ and move along the 

trajectory from left to right, finally arriving at ‘endings.’  Even though the fans could enter 

the game at multiple points. To triangulate points made in the designers’ interview 

transcripts, I present canonical trajectory instances (CTI) that demonstrate physical-

virtual traversals throughout the game.  CTI: 01 is a screenshot of the Earth Institute’s 

article which lead fans to the game at it’s launch. CTI: 02 is a screenshot of YouTube 

and Tumblr web sites which demonstrates how designers used various interface 

transitions to lead fans back to the game.  CTI: 03 is a screenshot of a Twitter post from 

a fan that found a chronofact which demonstrates the use of physical resources.   CTI: 

04 is a screenshot of the Chronofall Diary which listed the micro stories or the episodes 

of where to find the chronofact. CTI: 05 is a screenshot of Voicemails home page and 

the CTI: 06 is a screenshot of a selected Voicemails in play mode demonstrates the 

seams between listening and creating voicemails. CTI: 07 is a screenshot of the 

Timestreams home page and CTI: 08 is a screenshot of a selected Timestreams in play 

mode and demonstrates the seams between listening and managing themed groups of 

voicemails. Finally, CTI: 09 is a screenshot of YouTube video of the Future Coast 

inspired exhibition which demonstrates how fan’s use the game content to inspire an 

exhibition. Canonical trajectory instances (CTI) relate to codes listed in Appendix C. In 

Chapter 6, each of these canonical trajectory instances are explored in detail. 

4.3.2. Disaster Resilience Journal Case Report 

Case Synopsis 

DRJ was active from September to November, 2014.  In total, 42 interactive 

stories from 24 different countries were available in 11 languages. The Journal featured 

videos, photos, interviews, games, and quizzes connecting people to physical locations 

and knowledge on how to “Be Prepared” and “Be Informed” in the face of an emergency 

disaster resilience.  Case B released a new story over the course of forty-two days - 
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each associated with a general theme around risk reduction.20  The game was designed 

to provide backstory on how individuals, communities, and countries around the world 

are building resilience to the impacts of climate change, as well as, social, economic 

shifts.  Fans following the game read through the stories and played games to test what 

they learned.  At anytime, fans could click on the “take action” button on the top 

navigation bar of the web page to view how they could volunteer with the Red Cross.  

Uniqueness of case situation for phenomenon 

Based on the designer interviews I learned that the International Federation of 

Red Cross and Red Crescent Societies (IFRC) awarded the DRJ project to Helios 

Design Labs in Toronto, Canada. The European Commission's Humanitarian Aid and 

Civil Protection department (ECHO) ran this joint digital campaign with the IFRC to 

communicate the need for disasters resilience awareness globally.  Another unique 

aspect of this game is that it is designed in 11-different languages. 

Designer Interviews Excerpts 

Accompanying each finding is a description and illustration of story elements 

from the game’s narrative that demonstrates the connections to the claim. D#1 

described open platforms as being inclusive and authentic by design. Coded excerpts 

selected from the DRJ designers’ (D#2, D#3, and D#4) interview transcripts in Tables 

4.8 to 4.10 are list in relationship to the research questions (RQ) along with trajectory 

data. All corresponding excerpts are listed in Appendix D. 

Table 4.8 Findings I-3 Open Narrative Platforms 

   Trajectory Data 
RQ RQ1 RQ2 RQ3 Instance 

 
20 The interactive Disaster Resilience Journal - Humanitarian Aid and Civil Protection - European 

Commission article (http://ec.europa.eu/echo/resources-campaigns/campaigns/disaster-
resilience-journal_en) discusses the impact of natural disasters and the importance of disaster 
risk reduction (DRR). 
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Finding 1 
Open platform 
as a series of 
actionable tasks 

N/A The goal was 
to design to 
demonstrate 
resilience. 
 

Use linear 
story telling 
mixed with 
other game 
features. 

Designed for 
mobile device.  

Screenshot of 
designs leading 
people to take 
action. 

Excerpts  RQ1:40 RQ2:20 RQ3:50 CTI:03, 
  Instance 
Finding 2 

Partnership Back 
channels  

Designed 
as an 
awareness 
campaign  

Designing for 
emergency 
disaster 
resilience. 

N/A N/A Screenshots of 
game leading 
back to IFRC 
online FB page. 

Excerpts RQ:40 RQ2:40   CTI:01 
  Instance 
Finding 3 

Using modular 
design  

N/A N/A Modularity 
supports visual 
design 
thinking. 

Code 
sketching is 
the 
development 
process.  

 

Excerpts   RQ2:50 RQ3:30  
Note. This table is an example of DRJ data collected the coding process. 

Table 4.9 Findings 4-7 Design Considerations 

   Trajectory Data 
RQ RQ1 RQ2 RQ3 Instance 

Finding 4 
D#1 described 
in-reach and out-
reach modes of 
interactivity 
 

Out-reach 
is the 
IFRC 
reflections 
on social 
networks. 

In-reach  is 
what fans 
engage with 
“click on or 
click through” 

N/A Designed to be 
conductive to 
hand swiping on 
a mobile device. 

Screenshot of a 
story leading to 
real-world 
region. 

Excerpts RQ:60 RQ1:20  RQ3:60 CTI:04 
  Instance 

Finding 6 
Join social 
media events  

N/A Designed so 
that the social 
media was 
engaging. 

N/A Designed for 
Mobile device. 

Screenshot of 
Tweet-a-thon  

Excerpts  RQ1:60  RQ3:50 CTI:02, CTI:08 
  Instance 

Finding 7 
Volunteer with 

N/A Designed an 
option for 

N/A N/A Screenshot of 
“Volunteer and 
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your local IFRC people to take 
action. 

Take Action.”   

Excerpts  RQ1:50   CTI:06 
Note. This table is an example of DRJ data collected the coding process. 

Table 4.10 Findings 8-10 Multi-Authored and Multi-Sourced Narrative Design 

  Category: In-reach Design Considerations  Trajectory Data 
RQ RQ1 RQ2 RQ3 Instance 

Finding 8 
Managing 
Global Design 
Implications 

Designed a 
daily 
episodic 
collection of 
stories. 
 

Designing for 
people in their 
own language. 

N/A Base camp 
was used to 
manage 
project. 

Screenshot of 
awareness 
campaigns 
presented in 
different 
languages. 

Excerpts RQ:50  RQ1:10  RQ3:10 CTI:03 
  Instance 
Finding 9 

Working with 
Multi-Authored 
Narrative 
Content 

N/A Designed an 
anthropological 
exercise. 

Designing 
for intervals 
of time and 
in-reach 
consideratio
ns. 

N/A Screenshot of 
fans call to post 
stories to social 
networks.  

Excerpts  RQ1:70 RQ2:10  CTI:07 
  Instance 

Finding 10 
Collaborative 
Writing 
Techniques 

N/A Verifying 
language 
translations 

Coordinating 
multi-
authorship 
and logistics 

Private blogs 
used to 
construct the 
story. 

Screenshot of 
media sources 
for the story 
content. 

Excerpts  RQ2:30 RQ2:30 RQ3:20 CTI: 01 

Emerging Issues  

Although there was not enough evidence to support these categories I included 

these topics: social change as a design objective, knowledge transfer and reciprocity, 

and ARGs as film like productions listed in Table 4.11 for future reference in the cross-

case analysis. 

Table 4.11 Categories 1-2 Emerging Issues 

   Trajectory Data 
RQ RQ1 RQ2 RQ3 Instance 
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Category 1 
Code Sketching 

The role of a 
creative 
technologist. 

N/A N/A The benefits of 
code sketching. 

 

Excerpts RQ:10   RQ3:40  
  Instance 
Category 2 

Integrating 
“Realness” 

Future plans to 
include people 
effected by 
climate 
change. 

N/A N/A N/A Screenshot of 
social media 
researcher. 

Excerpts RQ:07    CTI:05 

Canonical Trajectory Illustrated 

Notes from the database were translated into a chart illustrating the plot points, 

duration, and type of game components along a single trajectory. Figure 4.9 depicts the 

games start point and lists seven plot points by code along a single narrative path. Some 

plot points connect to social web resources and places outside of the game, while other 

points connected fans to the game narrative. 

 

Figure 4.9 Disaster Resilience Journal Canonical Trajectory Instances, 2014 

Figure 4.9 shows a canonical trajectory path created by the games designers.  It 

starts with a ‘real problem’ the non-profit organization has hired the designers to address 

through the design of the ARG. I start the game at ‘beginnings’ and move along the 

trajectory from left to right, finally arriving at ‘endings.’  Even though the fans could enter 

and leave at multiple stages of the journal. To triangulate points made in the designers’ 

interview transcripts, I present canonical trajectory instances (CTI) that demonstrate 

physical-virtual traversals throughout the game. CTI:01 is a screenshot of Day 10.  This 
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is an episode within the journal that leads the fan through the experience of people living 

along the Atrato River. CTI:02 is a screenshot of the Day 12 interface and the Take 

Action feature.  Here I talk about some of the seams that are designed to support fans to 

action. CTI:03 is a screenshot of the Volunteers Take Action web page and links to 

physical resources. CTI:04 is a screenshot of IFRC Facebook page, CTI:05 is a 

screenshot of #BePrepared Twitter post and CTI:06 is a screenshot of #BePrepared 

Twitter Post in Italian, all demonstrate the use of virtual transversals to social web 

resources. CTI:07 is a screenshot of Day 32 which demonstrates how one of the 

episodes transitions into a video conversation with Patrick Meier. Meier shared his 

thoughts on the value of social media networks and disaster resilience. In Chapter 6, 

each of these canonical trajectory instances are explored in detail. 

4.3.3. Techno Medicine Wheel Case Report 

Case Synopsis 

In 2008, TMW launched. D#5 designed and wrote the game’s mechanics which 

lead fans to physical locations over a period of days.  The game was based on D#6’s 

knowledge of indigenous plants.  Fans received messages from the Little People (i.e., 

indigenous plants) through the game’s web site and posts to Facebook.  Messages sent 

fans on quests, which upon completion, would be rewarded with gifts such as a small 

wooden paddle, medicinal herbs prepared by D#6, and in the final stage of the game, a 

young tree.  The ARG was produced in collaboration with the Aboriginal Media Lab21 in 

Vancouver, Canada. The goal of the game was to teach fans how to heal themselves 

using indigenous plants in and around the Vancouver area.  

Uniqueness of case situation for the phenomenon 

Based on the designer interviews I learned that TMW was inspired by the life 

work of D#6.  The game acknowledged fans as members of a community living in 

 
21  More information of the launch of the Aboriginal Media Lab can be read at (www.ammsa.com 

/publications/windspeaker/aboriginal-media-lab-be-used-challenge 
stereotypes#sthash.63h0zc5r.dpuf) 
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traditional Coast Salish Territory.  The game went through various iterations up until 

Cultural Crossings in 2014. 

Designer Interviews Excerpts 

Accompanying each finding is a description and illustration of story elements 

from the game’s narrative that demonstrates the connections to the claim. D#1 

described open platforms as being inclusive and authentic by design. Coded excerpts 

selected from TMW designers’ (D#5 and D#6) interview transcripts are listed in tables 

4.12 to 4.14 in relationship to the research questions (RQ) along with trajectory data. All 

corresponding excerpts are listed in Appendix E. 

Table 4.12 Findings I-3 Open Narrative Platforms 

   Trajectory Data 
RQ RQ1 RQ2 RQ3 Instance 

Finding 1 
D#5 & D#6 
described open 
platforms  
 

Designing EXP 
that connect 
online to 
gardens & 
plants. 

N/A Design ways 
for people to 
sharing life 
experience 
about 
healing. 

Second iteration 
included QR 
codes for 
sharing in 
formation. 

N/A 

Excerpts RQ:70  RQ2:20 RQ3:50  
  Instance 
Finding 2 

D#5 & D#6 
define 
partnership 
relationships. 

Designers 
work 
exclusively 
with 
Indigenous 
partners 

N/A N/A Occasionally 
used social 
networks to 
promote the 
game. 

Screenshot of 
the Little People 
on Facebook. 

Excerpts RQ:20   RQ3:40 CTI:02 
  Instance 
Finding 3 

D#5 & D#6 use 
modular design 

strategies. 

N/A The game 
continues 
on in many 
different 
forms. 

N/A Designers used 
talking circles 
and multiple 
iterations and 
continue to 
refine. 

N/A 

Excerpts  RQ1:10  RQ3:10,RQ3:20  
Note. This table is an example of TMW data collected the coding process. 
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Table 4.13 Findings 4-6 Design Considerations 

   Trajectory Data 
RQ RQ1 RQ2 RQ3 Instance 

Finding 4 
D#1 described 
in-reach and out-
reach modes of 
interactivity 
 

Geocaching 
influenced the 
deign of 
location-
based 
activity. 

Designing 
unique way 
to transfer 
knowledge 

D#6 has 
conducted 
out-reach 
training in BC 
for 15-years. 

Designing 
games based 
on the best 
possible 
scenario for the 
community 

Screenshot of 
trees planted in 
locations around 
Vancouver. 

Excerpts RQ:101  RQ2:30 RQ:30 CTI:07 
  Instance 
Finding 5 

D#5 & D#6 used 
narrative hooks at 
the end of each 
story to invite fans 
to events in local 
physical locations.  

N/A Designing 
events and 
rewarding 
participation
. 

Teaching 
were 
designed by 
D#6 and her 
knowledge of 
Little People.  

Using 
interactive 
media arts to 
produce 
narrative hooks. 

Screenshot of the 
Little People and 
location map. 

Excerpts  RQ1:40 RQ2:20 RQ:60 CTI:05, CTI:06 
  Instance 

Finding 6 
D#5 & D#6 used 
physical as 
markers of time. 

N/A Designed to 
make a 
connection to 
real  living 
things. 

The medicine 
wheel is used 
as a marker 
of time in the 
game. 

Using 
Geocache in 
the 2nd iteration 
of the game. 

Screenshot of the 
geocache for the 
2nd iteration of the 
game.  

Excerpts  RQ1:20 RQ2:50 RQ3:70 CTI:03 
Note. This table is an example of TMW data collected the coding process. 

Table 4.14 Findings 7-9 Multi-Authored and Multi-Sourced Narrative Design 

   Trajectory 
Data 

RQ RQ1 RQ2 RQ3 Instance 
Finding 7 

Managing Local 
Design 
Implications 

N/A N/A N/A Designed to 
genuinely connect 
people with 
knowledge about 
medicinal plants  

Screenshot of 
the geocache 
for the 2nd QR 
Code. 

Excerpts    RQ3:70 CTI:09 
  Instance 

Finding 8 Influenced by D#5 Applies N/A Used word Screenshot of 
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Using Multi-
Sourced 
Narrative 
Content 

D#6 book 
Squamish People 
of the Sunset 
Coast 

her expertise 
as a writer 
and journalist 
to the game. 

documents and 
private blogs to 
develop the 
narrative. 

the game 
blog and type 
of tasks. 

Excerpts RQ:60 RQ1:50  RQ3:30 CTI:04 
  Instance 

Finding 9 
Working with 
Multi-Authored 
Narrative 
Content 

N/A D#5 Applies 
her expertise 
as a writer 
and journalist 
to the game. 

The use of 
digital 
media can 
be a healing 
art. 

N/A N/A 

Excerpts  RQ1:60 RQ2:60   
Note. This table is an example of TMW data collected the coding process. 

Emerging Issues  

Although there was not enough evidence to support these categories I included 

these topics: social change as a design objective, knowledge transfer and responsibility, 

and ARGs as film like productions listed in Table 4.15 for future reference in the cross-

case analysis. 

Table 4.15 Categories 1-2 Emerging Issues 

   Trajectory Data 
RQ RQ1 RQ2 RQ3 Instance 

Category 1 
Ceremonial 
Activism 

Letting 
nature speak 
through the 
work we 
produce. 

Idle No 
More is an 
on going 
activism to 
protect 
Little 
People. 

N/A N/A N/A 

Excerpts RQ:100 RQ1:50 C:30 D:70  
  Instance 
Category 2 

Knowledge 
Transfer, 
Responsibility, 
and Reciprocal 
Relationships 

It’s about 
knowledge 
transfer and 
nothing 
more. 

N/A N/A N/A Fan where to 
post images of 
them self while 
playing the 
game.  

Excerpts RQ:90    CTI:08 
  Instance 
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Category 3 
Integrating 
“Realness” 

N/A Alternate 
reality 
doesn’t 
mean not 
real.  

D#5 & D#6 
did not 
document 
gatherings. 

N/A Screenshot of 
the D#6 book. 

Excerpts  RQ1:30 RQ2:40  CTI: 01 

Canonical Trajectory Illustrated 

Notes from the database were translated into a chart illustrating the plot points, 

duration, and type of game components along a single trajectory. Figure 4.10 depicts the 

games start point and lists five plot points by code along a single narrative path. Some 

plot points connect to social web resources and places outside of the game, while other 

points connected fans to the game narrative. 

 

Figure 4.10 Techno Medicine Wheel Canonical Trajectory Instances, 2014  

Figure 4.10 shows a canonical trajectory path created by the games 

designers.  It starts with a ‘real problem’ the non-profit organization has hired the 

designers to address through the design of the ARG. I start the game at ‘beginnings’ and 

move along the trajectory from left to right, finally arriving at ‘endings.’  Fans were invited 

to go on quests. To triangulate points made in the designers’ interview transcripts, I 

present canonical trajectory instances (CTI) that demonstrate physical-virtual traversals 

throughout the game. CTI: 01 is a photographs of the physical resource (yarrow plant) 

fans were asked to find.  From the beginning, fans were asked to imagine what if they 

could “heal” themselves through indigenous plant knowledge. CTI:02 is a photograph of 

the Geocache with QR code and dried Stinging Nettle presented in the second iteration 
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of the game, Cultural Crossings (2010). CTI:03 is a photographs of D#6 conducting the 

teachings (episodes) about the Little People. CTI:04 is a photograph of Game tracker 

made of physical resources such as, rocks and plants. And CTI:05 is a screenshot of a 

Facebook post inviting fans to take part in a Interactive Medicine Walk representing the 

newest iteration of the game to date. In Chapter 6, each of these canonical trajectory 

instances are explored in detail. 

4.4. Cross Case Analysis 

Researchers who conduct multiple case studies are motivated by the possibility 

to strengthen assumptions, or broaden their general understanding of a phenomenon. 

There are many different approaches to conducting cross case analysis. Yin (1998) 

distinguishes between literal replication (where the cases are designed to corroborate 

each other) and theoretical replication (where the cases are designed to cover different 

theoretical conditions). 

This study is exploratory thus it was not possible to determine before the data 

collection process the most appropriate replication approach to guide the case selection. 

Therefore, I made the decision to select ARGs that differed slightly on a range of 

measures: NPO partnerships, open platform design, and the use of geographical 

locations and time as design features. I provide details on each case and the case 

selection process in Section 3.1.3.  

The main activities used to compile findings and write the multiple case report 

included merging individual case findings and influencing factors. According to Stake 

(2007) the analysis is not simply a matter of listing the case findings pertinent to each 

research question, because, to some extent, the findings need to keep their contextual 

meaning (p. 47).  Thus, the cross case report was prepared in two parts. The first 

examined the utility of findings based on the individual case analysis. In Table 4.14 I rate 

the utility of each case against the research questions H (high), M (middling), and L 

(low). 
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Table 4.16 Example of Cross Case Findings and Utility Rating 

 Themes 
Case A RQ RQ1 RQ2 RQ3 
Finding 1: D#1 described open platforms as being inclusive and 
authentic by design. 

H L L H 

Finding 2: D#1 used the established social networks to promote and 
create backchannels for Fans. 

H M L M 

Case B RQ RQ1 RQ2 RQ3 
Finding 1: D#2, D#3 & D#4 defined open platform design and a set of 
actionable tasks. 

H H L H 

Finding 2: D#2, D#3 & D#4 described how they represented their 
IFRC as a reference to the story narrative for fans.  

L H L H 

Case C RQ RQ1 RQ2 RQ3 
Finding 1: D#5 & D#6 defined open platform design and a set of 
actionable tasks. 

H L H H 

Finding 2: D#5 & D#6 work primarily with indigenous games partners. H L L M 

The second part merged findings into headings and subheadings as presented in 

the full report. In the section to follow I present the methods used to demonstrate the 

validity and reliability of this study.  

4.5. Summary 

This chapter reported on the field procedures used for conducting the data 

analysis and individual case reports.  Following the felid procedures (Section 3.5) I 

described four separate stages: establishing a database, coding and triangulation, 

preparing individual case reports, and cross case analysis.  

In Section 4.1, I described the procedures for creating a database and the file 

naming convention.  This was necessary to organize and manage the individual and 

cross case reports. The coding and triangulation (Section 4.2) described the second 

stage of the analysis and listed the procedures for coding the interview transcripts and 

canonical trajectory instances. 
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The individual case study reports (Section 4.3) were collected and then 

processed in response to the research questions posed in Chapter 1.  Here I presented 

findings as two units: (a) ARG designers interview findings, and (b) canonical trajectories 

instances.  Finally, in Section 4.4 I described the cross case procedures used to collect 

and analyze the designer’s interpretations of each ARG in a systematic and organized 

way for the purposes of mobilizing case knowledge. In the Chapter 5 I present the 

results of the cross case analysis. 
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Chapter 5. Cross Case Analysis   

Based on the individual case analysis presented in Chapter 5, I analyzed data-

points across cases to answer the primary research question (RQ), What are the design 

considerations alternate reality game designers have when designing open-narrative 

structures that invite fan contributions about social change? This question was further 

broken down into three related questions in order to better explore the foci:  

RQ1: How do ARG designers interpret fan contributions (geographic 
connections to place, images, texts, and videos) in relationship to other 
game elements?  

RQ2:  How do fan contributions shape the designer(s) decisions, (if any), 
about the overall trajectory and/or narrative structure of the game?  

RQ3: What design methods (if any), do designers use when creating 
ARGs in order to support fan contributions?  

The goals of this chapter are to report on the cross case findings which are 

related to design considerations and to determine which areas are worthy of future 

study. This phase will not increase the understanding of individual cases. Instead, it will 

present an analysis of the research questions across cases.  

Every effort was made to use triangulation was used for ensuring the accuracy of 

these interpretations. Interview transcripts and aspects of the game’s trajectory are 

presented to ensure confirmations have not been overlooked in the final report. 

According to Stake (2007), the cross case analysis is not simply a matter of listing the 

case findings pertinent to each research question since the findings need to retain their 

contextual meaning (p.47). In Figure 5.1 I illustrate this phase of the study by highlighting 

the cross case analysis and reporting sections.  
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Figure 5.1 Cross Case Report Illustrated, 2014  

In Chapter 4, I introduced the methods used to conduct this final report. In 

Section 2.3, I listed examples of open-narrative games, such as Ruby's Bequest (2009) 

and Ivy4Evr (2011), and introduced some of the tropes that defined open ARGs as 

having a narrative structure that invites self-determination in gameplay. In Section 2.4, I 

presented the trajectory framework and explored how it could be used to demonstrate 

how some of the concepts discussed by the designers’ map together along one 

canonical path.  In the sections to follow, I present the Findings under these headings: 

Understanding Open Narrative Design, Understanding the Design Space and Working 

with Realness.  

5.1. Understanding Open Platform Design  

Finding 1: Designers interpreted ‘outward reaching’ and ‘inward facing’ 

approaches as part of the craft of designing open platforms that connected to 

place. Outward is defined as the promotion of the game (Section 5.1.1).  Inward is 

defined as the management of fan contributions (Section 5.1.2). Place is defined 

as the context from within which meaning is interpreted (Section 5.1.3). 
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This section answers the main research question (RQ): What are the design 

considerations alternate reality game designers have when designing open-narrative 

structures that invite fan contributions about social change?  Based on the interview 

analysis, inclusion was a high priority for designers and partnering NPO.  This did not 

mean a ‘one size fits all’ design solution. Instead, inclusion was interpreted by designers 

with reference to their assessment of a fan’s access to technology, education, and 

economic conditions. Thus, designers used different strategies to enhance or ignite real-

time conversation about social change. D#1 explained, 

 Future Coast is a great example.  Polarization (i.e., being for or against climate 
change) just has no meaning whatsoever when you're talking about voicemails 
from the future. Even if you're a climate change denier you can make some 
voicemails from the future. It's a way to kind of get around barriers for people 
actually talking in a meaningful way about issues which we know are important.    

Fundamental to ARGs that are designed to be inclusive is the distribution of story 

elements that direct fans to actionable tasks related to place and real world problems. 

Thus, the four main design considerations are: 1) Outward reaching activities that 

capture the fans’ attention and encourage them to contribute to the game. 2) Inward 

facing activities that help designers, or other fans manage (or not) the flow of 

contributions.  3) The orchestration of outward and inward design considerations in 

relationship to place, and 4) The orchestration of interactions and actions that reinforce a 

sense of authenticity about a real social or environmental problem. In the sections to 

follow I briefly describe these design considerations.  

5.1.1. Outward Reaching Design Considerations 

Based on the individual case analysis, two ARGs had evidence of what games 

researcher, Dena (2006) described as the third phase. In game design, third phase 

areas leave evidence that fans have contributed to the story in ways that depart from the 

designers’ intended path. Third phase fan content in its purest form is unscripted and 

opens up the game to new territory. Using Steve Benford’s trajectory framework (Section 

2.4) I list each game’s interpretation of ‘open’ and provide some examples of design 

decisions that support the claims under these subheadings: Creating Voicemails, 

Volunteer: Take Action and Discover Indigenous Plants. 
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Creating Voicemail  

FC designers described ‘open’ as an authentic fiction platform that was multi-

sourced and multi-authored and could provide a fictional perspective on the future of 

climate change. In their interview, D#1 described ‘open’ as a means to create an 

authentic experience, even when there is a fictional component to the experience. For 

D#1 the goal is to create an environment were fans can authentically get at the truth 

(Appendix C, RQ:20).  He explained,  

You know, I mean, we all love Bruce Stirling and we love it when he kind of spins 
out stories. And we love Margaret Atwood. But they're one person, and you 
know, if you're talking about kind of a coherent view of the future, they quickly go 
wrong. Cause one person, and one future, you know, is, that's just what's going 
to happen. But to have a bunch of different threads about the subject, especially 
when we're talking about the future, that is just more authentic. And so, I’m a 
creator of authentic fiction (Appendix C, RQ:30). 

Here the designer refers to multiple fan contributions as multiple threads, 

therefore more authentic, and thus more open. To this end, one of the outward design 

considerations was for fans to have the ability record a voicemail from the future. Fans 

were asked to envision “What if you were living in a world affected by global warming 20 

years from now?”  

The design team used a voice over Internet (VoIP) mechanism to record 

voicemails online while the game was in play.  Anyone with an Internet connection could 

record, post, or listen to a voicemail.  Figure 5.2 is a screenshot of the Voicemails 

feature (Appendix C, CTI:05).  Figure 5.3 is a screenshot of the Voicemails feature in 

play mode. fans could listen to voicemails to hear multiple threads of messages from the 

future about climate change (Appendix C, CTI:06).  These examples presented two 

different roles for fans, they could either listen to the Voicemails, or create a Voicemail.  
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Figure 5.2 Voicemails Screenshot © FurtureCoast.org, 2014 

 

Figure 5.3 Selected Voicemails Screenshot © FurtureCoast.org, 2014 
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Volunteer and Take Action 

DRJ designers described ‘open’ as a set of actionable tasks in learning about 

resilience.  D#2 explained, “doom and gloom, defeats the purpose of what we’re talking 

about, as opposed to showing the flip side of the coin, of how resilient people are” 

(Appendix D, RQ1:40). In their interviews, DRJ designers discuss architecting micro-

story elements with interactive game characteristics (Appendix D, RQ2:20). Crafted in 

collaboration with their NPO partnerships, DRJ demonstrates how people globally are 

managing the social, environmental, and economic effects of climate change while 

simultaneously encouraging fans to take action. Figure 5.4 is a screenshot of Day 12, 

here designers’ presented options for fan to change roles. A fan could read the story of 

the day or transition to Take Action by clicking on the link in the top-right corner of the 

game interface (Appendix C, CTI:02).    

 

Figure 5.4 Day 12 Screenshot © disaster-resilience.com, 2014 
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Figure 5.5 is a screenshot of the Volunteers Take Action web page (Appendix C, 

CTI:03).  Information about how a fan could actually volunteer in real-life with links to the 

different International Red Cross National Societies are emphasized in red.   

 

Figure 5.5  Volunteers Take Action Screenshot © disaster-resilience.com, 2014   

On the same page view, DRJ also linked to other social media resources, such 

as: Tagboard, Twitter, Tumblr, and Facebook. DRJ designers’ architected transitions to 

social web resources as a way to extend the conversation with fans was unique among 

the ARGs studied.  Aspects of the game narrative were discussed away from the game 

in an open and sometimes much larger community of people.  In Figure 5.6 I 
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demonstrates how the IFRC FACEBOOK page connects to the DRJ web site and 

provides an immediate connection to the current challenges confronted by the IFRC 

(Appendix D, CTI:04).  

  

 

Figure 5.6 IFRC Facebook Screenshot © disaster-resilience.com, 2014 

Another example of social capacity building through NPO partnerships is the DRJ 

Tweet-a-thon. Designers combined media from Creative Commons and text written by 

the IFRC in an invitation to fans, encouraging them to comment and post what they were 

prepared to do in the face of a disaster.  

Instructions were as follows: (a) Write a list of three things you need to be 

disaster prepared, (b) Share a selfie with your list and #myDRJ #BePrepared, and (c) 

Nominate three friends to be disaster prepared! Figure 5.7 is a screenshot of the 
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#BePrepared announcement from THW OV Plaffenhofen posted to Twitter (Appendix D, 

CTI:05).  

 

Figure 5.7 #BePrepared Tweet-a-thon Screenshot © disaster-resilience.com, 2014 

Discover Indigenous Plants  

In contrast to FC and DRJ, TMW designers used technology sparingly and 

instead requested that fans follow a personal blog which directed them to events posted 

to Facebook.  Designers presented themselves and their cultural knowledge to the 

Vancouver area and indigenous plants (Little People) as the subject of the game. Thus, 

D#5 and D#6 defined ‘open’ as an experience unmediated by technology (Appendix E, 

RQ:70). In this context, TMW’s goal was to design new cultural modes of gaming 
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participation.  As they state in their interviews, the TMW designers wanted fans to learn 

how to heal themselves.  D#5 explained, “the game is inspired by D#6’s life experience 

and her openness to adopted her aboriginal values of physical and spiritual wellness, 

food and medicine, and ways to integrate technology and the natural environment” 

(Appendix E, RQ2:20).  Thus, technology was used to document the plants and provided 

a platform for fans to share experiences through social web resources (Appendix E, 

RQ:70).   

 

Figure 5.8 Yarrow Plant (left) and detail (right) photographs © TMW, 2008  

Although D#5 and D#6 envisioned fans using social web networks to post 

pictures of their game play, this did not happen. The designers claimed that their ARG 

remained a shared experience between fans by spoken word and did not require 

documentation on social networks. Figure 5.8 is a photograph of an Yarrow plant (left) 

and a detail of it’s leave (right) found in the Vancouver area (Appendix E, CTI:01).  While 

on a quest fans where lead to locations to find plant such as the Yarrow.  Once found 

D#5 explained, “D#6 shared teachings and stories about yarrow and how it is a woman's 

plant, as well as caution about what parts of yarrow are safe to take as medicine, how, 

and when in relation to a woman's life cycle.” 

Cultural Crossings (2010), the second iteration of the game, was exhibited at the 

Alternator Artist-run Centre in Kelowna, BC, Canada.  Here, D#6 used QR code and 

location-based technology (geocaching) to help fans find indigenous plants.  Figure 5.9 
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shows a cache (left) found containing dried stinging nettle leaves (right) (Appendix E, 

CTI:01).  If scanned, the corresponding QR code told fans about the healing properties 

of the plant, similar to the one-on-one teachings of the first iteration of the game.  

 

Figure 5.9 Dried Stinging Nettle (right) and QR Code (left)  © Cultural Crossings, 2010 

5.1.2. Inward Facing Design Considerations  

In Chapter 2, I introduced ARG gameplay as an intrinsically motivated, self-

initiated exploration of activities which parallels everyday life (Fromberg 1998, p. 487). I 

described the experience of open ARG game play as a cultural phenomenon with 

expansions articulated by fans. The main activity of the ARG game is for fans to make 

sense of an alternate reality story-plot in situ.  

This section answers the related research question (RQ2), How do fan 

contributions shape the designer(s) decisions, (if any), about the overall trajectory and/or 

narrative structure of the game?  Based on the individual case analyses I observed that 

each open platform managed fan contributions in distinct ways. As discussed in Section 

5.1.1, FC invited fans to record and published individual voicemails to the game’s 

website.  DRJ designers led fans to social networks like Twitter and Facebook so that 

people would continue the dialogue by making comments or responses. TMW designers 

invited fans into face-to-face reciprocal relationship so that they could teach knowledge 

about the ‘Little People’ or indigenous plant life in the Vancouver area.   
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In response to outward reaching design considerations, designers created inward 

facing methods for managing the fan contributions. In the sections to follow, I provide 

examples under these subcategories: Managing Voicemail, Managing Volunteer: Take 

Action and Managing Indigenous Plant Knowledge.  

Managing Voicemails 

FC was the only game that archived fan contributions (Voicemails) to their own 

website. Designers’ inward facing design considerations included monitoring the 

voicemails and evaluating their appropriateness before they were available to the public. 

Currently, there are 65 voicemails archived on the FC website.  In addition to listening to 

voicemails FC designers also created an inward facing feature that allowed fans to 

select and curate voicemails. These groupings were called Timestreams. Figure 5.10 is 

a screenshot of the Timestreams page (Appendix C, CTI:07).   

 

Figure 5.10 Timestreams Screenshot © FurtureCoast.org, 2014 

Currently, there are 78 themed groupings in the Timestreams archive. Figure 

5.11 is a screenshot of a selected Timestreams in play mode (Appendix C, CTI:08).  
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Figure 5.11 Selected Timestreams Screenshot © FurtureCoast.org, 2014 

Managing Expansions to Take Action and Volunteer  

Unlike FC, DRJ did not collect and store fan contributions. Instead they led fans 

to social networks that extended the story-of-the-day themed topics.  DRJ managed the 

inward facing complexity of communicating with a global audience by providing language 

translations.  From the top right navigation bar of every page view a fan could choose 

between 11 different languages. This design consideration meant that the social 

networks expansions were not limited to English-speaking fans.   

Creating a multi-lingual web site with expansions to social networks and places 

where people could take action and volunteer meant that the people managing 

communications needed to be able to respond to and monitor the chatter.    Figure 5.12 

demonstrates the #BePrepared campaign by providing a screenshot of the game page 

in English and a detail of a Twitter post by fans in Croce Rossa Viterbo, Italy (Appendix 

D, CTI:06). The #myDRJ Twitter posts were retweeted 29 times through the IFRC 

account to over 82,400 followers.   
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Figure 5.12 #BePrepared Twitter Post Screenshot © disaster-resilience.com, 2014   
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Managing Indigenous Plants Knowledge 

TMW designers envisioned themselves meeting fans in person. At the 

completion of the game, provided all of the quests were completed, fans would receive a 

tree to be planted in the Vancouver area.  This would lead to future mapping of tree 

planting sites. Had this happened, designers would then have mapped the coordinates 

of tree disbursement.   

Instead fans were invited to participate in environmental restoration projects22 

that promoted sustainable forest management in British Columbia, Canada.  After fans 

found the location, D#6 shared teachings about the Little People and the Coastal Salish 

traditions in the Vancouver region.  D#6 explained that “teachings” are considered 

inherited or learned and gained only by being in or participating in a Coastal Salish 

community.   Figure 5.13 is a photograph of D#6 (Appendix E, CTI:03) and on the right is 

a photograph of the game tracker (Appendix E, CTI:04).  

 

Figure 5.13  Cease Wyss (left) and Game Tracker (right) photographs © TMW, 2008 

 
22 The Witness program started with people from the Roundhouse Community Centre going north 

to the Elaho Valley, Squamish, British Columbia to save the old growth forest.  For more 
information, read Picturing Transformation: Nexw-ayanstut (2014) by authors Katherine Dodds 
and Chief Bill Williams, photography by Nancy Bleck. 
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In TMW, fans used the medicine wheel made of rocks and plants to mark the 

progression of time in the game. D#6 claimed that everything we create is a master 

copy.  Thus, the value of the narrative was contingent on the way it was created and 

delivered.   D#5 explained, "Making a connection to all living things is the objective. We 

also made offerings to Little People, understanding them not as myth but as real" 

(Appendix E, RQ1:20). In this context, the inward facing design considerations 

supported interactions that directly related to face-to-face connections with fans was 

considered part of their game play experience. 

5.1.3. Working with Place  

This section answers one of the related research questions (RQ1): How do ARG 

designers interpret fan contributions (geographic connections to place, images, texts, 

and videos) in relationship to other game elements?  In Section 2.3 I introduced 

research conducted by universities and the design of location-based platforms.  I 

suggested that most of this research was focused on the scalability and replayability of 

the game and little was known about games that culturally embodied place.  In this 

section I describe the techniques designers used to create transitions from the game to 

physical locations. In other words, place is used to connect inward and outward design 

considerations to one central focal. In this study, designers recommended using real 

social and environmental conditions to emphasise meaning of place. Examples of the 

use of place is demonstrated under these subcategories: Discovering the Future, 

Learning Global Resilience, and Locating Indigenous Plant Knowledge. 

Discovering the Future  

Future Coast designers’ used a treasure hunt type game mechanic that invited 

fans to look for chronofacts. Fans could read updates from the Chronofall Diary to learn 

where a chornofact could be found and then search for the object.  If a chornofact was 

found, fans could then look up its ID and listen to the corresponding voicemail.  Figure 

5.14 is a screenshot of the Chronofall Diary which listed information on where to find the 

chronofact (Appendix C, CTI:04).  Figure 5.15 illustrates a Twitter post from a fan that 

found a chronofact (Appendix C, CTI:03).      
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Figure 5.14 #Chronofall Twitter Post Screenshot © FurtureCoast.org, 2014 

 

Figure 5.15 Chronofall Diary Screenshot © FurtureCoast.org, 2014 
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FC designers described the outward reaching design considerations as having to 

identify and blog about the location of the chronofact. Inward facing design 

considerations were concerned with managing the system’s ability to track and recover 

chronofact.  D#1 explained,  

When planting a real-world object like a ‘chronofact’ you have a discreet item. 
You have a particular chronofact and somebody volunteers to plant it. You need 
to mail it to them. You need to send them instructions on how to plant it. They 
plant it. There were all of these checkboxes to follow up on each chronofact so 
we could tell where all of them were at any moment.  This was kind of essential 
to any sort of sanity whatsoever in running this particular game. So, you know, 
for anyone who has kind of a geo-located dispersed worldwide thing going on, 
you know, some sort of organization tool is just really essential (Appendix C, 
RQ3:50).   

D#1 used various strategies to connect the physical placement of each 

chronofact to the Chronofall Diary and eventually to voicemails archived on the Future 

Coast web site.  

Learning Global Resilience  

DRJ used real world events and locations as a reference to disaster resilience. 

Fans learned through each story how other people were coping with or solving the 

effects of climate and thus becoming more resilient. The game narrative was written in a 

biographical style that introduced fans to regions from the Eurocentric perspective. 

Figure 5.16 illustrates Day 10 of the story plot where fans learn about the conditions of 

the Chocó department in Colombia that holds the world’s record for the highest average 

annual precipitation (Appendix D, CTI:01). As fans read through the story, they learn that 

because of the growing number of tankers and cargo ships passing through the Panama 

Canal, the Atrato River and the people in the video may be replaced by one of the 

world’s busiest shipping lanes. Place becomes the context of the game since audiences 

outside of the region learn more about real events with the option of becoming an 

advocate or taking action by volunteering.  
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Figure 5.16 Day 10 Screenshot © disaster-resilience.com, 2014 

Locating Indigenous Plant Knowledge  

TMW was about the everyday experiences and the coexistence of living with 

indigenous plant knowledge. D#5 claimed that the primary goal of YMW was to connect 

people to gardens and public spaces in Vancouver, British Columbia. (Appendix E, 

RQ:70) At the time of the game launch, the designers did not document the play 

experience.  D#5 explained their rationale for not having archival material like 

photographs to document ‘presence’ (i.e., the state or fact of existing, occurring, or being 

present in a place or thing), “We didn’t thoroughly document the live gatherings. We 

could have taken more video footage and kept track of the gameplay experience much 

better” (Appendix E, RQ2:40). D#5 questioned whether this was directly related to the 

fact that she is an Indigenous designer and to her desire to occupy only one perspective 

in the game.   
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In 2007, D#6 used Facebook to connect with fans who were more like community 

members or friends-of-friends.  D#6 explained, “we occasionally used Facebook, at the 

time in the development of Techno Medicine Wheel, because it was much more direct 

way to involve people on a real world-level” (Appendix E, RQ3:40). On Facebook, fans 

were invited to participate in environmental restoration projects23 that were designed to 

promote sustainable forest management in British Columbia, Canada.   

In 2013, TMW emerged as Cultural Crossing a location-based game. The small 

paddles that were designed for TMW where now stored in caches and hidden using 

GPS for people to discover.  Fans today can still find gifts left by the Little People. 

Regardless of transitions in technology, the philosophical intent of the game still 

encourages fans to directly engage in ways of knowing about traditional medicinal plant 

knowledge.  

In 2015, the teachings of D#6 became the basis of the Raven and Humming Bird 

Tea Co in Vancouver Canada.  Now the teachings about indigenous plant knowledge 

live on in design of medicinal teas.  D#6 continues to teach workshops related to building 

healthy communities. To D#6, inward facing design consideration supported impromptu, 

or direct connections that were less about the game experience and more about 

inhabiting a place. 

5.2. Understanding the Design Space 

This section answers the third related research question (RQ3): What design 

methods (if any), do designers use when creating ARGs in order to support fan 

contributions?   

Based on the influencing studies (Section 3.1.2) and the experience of 

researchers at the Everyday Design Studio I assumed designers would occupy more 

 
23 The Witness program started with people from the Roundhouse Community Centre going up to 

the Elaho Valley, Squamish, British Columbia to save the old growth forest.  For more 
information read Picturing Transformation: Nexw-ayanstut (2014) by authors Katherine Dodds 
and Chief Bill Williams, photography by Nancy Bleck. 



 

103 

traditional roles.  Thus, the third question focused on tools and design methods.  

Instead, designers referred to the making of the game as a set of logistics related to the 

distribution of game narrative and in working with NPOs.  Based on observations, 

agency was key and design challenges focused on understanding audiences using 

social and mobile technologies. In the following sections describe findings under these 

categories: NPO Partnerships and Project Development which includes insights on 

designer roles and approaches. 

5.2.1. NPO Partnerships   

Finding 2: The design of open-narrative ARGs was motivated in part by the 

goals of their partnering non-profit organizations and sought to address 

associated real world problems. NPO partnerships maximised the social capital 

available to ARG designers. Therefore, designers leveraged the NPO’s alliances to 

promote problem-solving curiosity in a game-like scenario. 

Within each of the interviews, designers discussed the influence of their NPO 

partnerships.    Most of the designers (n=5) involved in this study are established 

professionals (transmedia writers, producers, and experience designers) with over ten 

years of industry experience. One participant had a Games Studies background (D#5), 

and two designers work almost exclusively on games with Indigenous partners (D#5 & 

D#6). This is important to note because all of the designers choose to work with not-for-

profit organizations.  Furthermore, the data suggested that designers were 

philosophically aligned or felt strongly motivated by their NPO partnership.  A parallel 

scenario would be medical professionals working with Doctors Without Borders.24   

In this study, all of the designers perceived ARGs as a collaborative problem 

solving activity, akin to a play space for learning and further dialogue. In a conversation 

about his past ARG called ED ZED OMEGA25 (2013), D#1 explained,  

 
24 Doctors Without Borders (http://www.doctorswithoutborders.org)  
25 ED ZED OMEGA (http://edzedomega.org) In ED ZED OMEGA, seven high school students 

who ‘dropped out loud’ from high school sparked dialogues about the quality and direction of 
education today. 
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In America high school it is just kind of widely acknowledged to be a waste of 
time. But we don't know what else to do with our teens, and so we just put them 
through that. That's simplifying it perhaps, a little bit, but we're stuck in a system 
which was developed a long time ago, that never really worked at all that well.    

In some of the cases, the NPO partnerships were part of a calculated decision by 

the designers to establish the resources, expertise, and guidance needed to 

conceptualize and build an interactive work.  Designers often described what they were 

designing as a starting point to solving a much bigger problem that they themselves 

were effected by. In Table 5.1 I list the case, the NPO and ARG goals to illustrate the 

political alignment of each game. 

Table 5.1 Non-Profit Organization and ARG Goals 

Case Non-Profit Organization ARG Goals 
FC The PoLAR Partnership and 

supported by the National Science 
Foundation 

Provides a way to listen to diverse ideas about 
climate-changed futures and to be open to 
crowdsourced wisdom about them. 

DRJ The International Federation of the 
Red Cross Society and supported 
by the European Commission’s 
Department for Humanitarian Aid & 
Civil Protection 

Examines how individuals, communities, and 
countries around the world are building resilience 
in a landscape of climate change and social, 
economic, and cultural shifts. 

TMW Aboriginal Media Lab in Cyber 
Space (AbTeC)  

Demonstrates how diverse communities—non-
Aboriginal and Aboriginal—can come together into 
dialog about healthy practices. 

In this study I learned that each non-profit organization’s values were at the core 

of the project funding, subject matter, and goals of the game, and were sometimes 

reflected in the roles presented to fans. In the future, it may be of benefit to expand the 

scope of this research to include interviews with non-profit organizations.  This may 

provide a better understanding of the use of ARGs as a part of an awareness campaign.  

In the next section, using excerpts from the interview transcripts and trajectory 

framework, I report on findings related to each case (PoLAR Partnership, International 

Red Cross Society Partnership and The Aboriginal Media Lab in Cyber Space (AbTeC) 

Partnership) and provide some examples of how designers connected ARG story 

elements to established NPO networks. 
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Polar Learning and Responding (PoLAR) Climate Change Education 
Partnership with FutureCoast 

The FutureCoast project was led by the team at Writerguy as a member of the 

PoLAR Partnership at Columbia University and was funded by the National Science 

Foundation. PoLAR’s mandate is to “utilize fascination with shifting polar environments 

to inform public understanding of and response to climate change through the creation of 

novel educational approaches geared toward adults.” As a result, the design of FC was 

to provide an avenue for people to engage with and listen to a diverse group of ideas 

about climate-changed futures. Unique to FC are the connections between story 

elements through the PoLAR’s affiliations that lead back to the game. The diagram 

below illustrates how game designers from the beginning used NPO affiliations and 

social web resources to inform fans about the game and the PoLAR Partnership. When 

talking about the partnership in the context of the game, one FC designer explained,  

The goal right there, you know, is for fans to actually kind of feel as part of that 
effort. And then, of course, …, when you begin to put all of those voices together, 
into this sort of mass chronicle the work, …, in its entirety takes on a power to 
have people think differently about things. (Appendix C RQ1:70).   

NPO responded to a real world problem by developing an awareness campaign. The 

ARG begins and is promoted through the NPO social web resources to lead interested 

fans to the game.  Backchannels to the game were engineered as ways to promote and 

introduce the game to people who might not otherwise participate in an open narrative 

ARG.  D#1 discussed the value of having multiple points of entry and claimed,  

If you can come to the conversation in a different way, which is the role of fiction 
and play, then all of a sudden, you can kind of get around the barriers to actually 
people talking in a meaningful way. (Appendix C, RQ1:101)  

Figure 5.17 is a screenshot of the Earth Institute’s article written about FC game 

(Appendix C, CTI:01).  From the article, a person could use the social media sharing 

links/buttons to promote the game to Facebook, Twitter, etc. The article also 

acknowledged the game as one of the Climate Change Education project of the PoLAR 

Partnership at the Columbia Climate Center.  
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Figure 5.17 A Voicemail Vision of Climate-to-Be, State of the Planet, 2014 

Although the alliance between the Earth Institute and the PoLAR is unknown, the 

partnership may have increased the game’s visibility. In future research, it would be 

worthwhile to understand the depth of social media outreach so that the effectiveness of 

this strategy could be determined. 

International Federation Red Cross (IFRC) Society Partnership with the 
Disaster Resilience Journal 

The Disaster Resilience Journal’s partnership with the International Federation 

Red Cross (IFRC) Society was also used to promote the ARG. D#2 described DRJ as 

part of a larger awareness campaign, and stated, “the mandate for us … was to develop 

an interactive documentary which had never been done before” (Appendix D, RQ:40). In 

their interview, designers reflected on the challenges of making disaster resilience an 

engaging topic. D#2 explained,  
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The conceptual part and the idea of actually turning the project into an interactive 
journal, was a big sell to the IFRC.  They had never thought of presenting 
information like this (Appendix D, RQ2:40).   

Based on the canonical trajectory of the game I found links along the designers’ 

intended path from the beginning leading fans from home page of the web site to 

volunteer with IFRC. In other words, designers architected backchannels for fans to 

connect with the NPO and Affiliations, not only to promote the game, but also to lead 

fans to IFRC regional offices to volunteer.  

Aboriginal Media Lab in Cyber Space (AbTeC) Partnership with Techno 
Medicine Wheel 

Techno Medicine Wheel worked with the AbTeC from a different perspective, the 

designers almost exclusively work with Indigenous partners.  D#5 explained, “I seek to 

encourage health and wellbeing” (Appendix E, RQ:20). Rather than build social networks 

online, their goal was to lead people to face-to-face networks of people learning about 

indigenous plants (Section 6.1.3).  D#5 explained, 

Alternate reality does not necessarily mean the experience is not real.  By having 
the game take place on land, as well as, social media, people walked spaces and 
connected with stories about where water original ran in rivers in Vancouver, 
British Columbia before the process of colonization and ongoing urbanization. 
(Appendix E, RQ1:30) 

Here the main concepts related to indigenous culture and the healing properties 

of plants were promoted online to lead fans to physical places. Although AbTeC, 

supported the TMW, they remained a less visible reference to the project.  Whereas FC 

and DRJ used social networks to promote the game and create backchannels to their 

sponsoring NPO, TMW used social networks sparingly to reach fans and to 

communicate the details of a face-to-face meeting place. 

5.2.2. Project Development 

Finding 3: Designers used project development tools to orchestrate their 

roles and the production of the game. 
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The project development of each ARG can be defined by the outward reaching 

and inward facing connections to place.   Outward reaching considerations primarily 

focus on the production of the platform and its promotion to fans.  The inward facing 

considerations take on a life of their own when the game is in play and the designers are 

managing the fan contributions. In managing the project, designers can observe whether 

the outward reaching design considerations are working or if they need to be updated.  

The complexity of this work is somewhat daunting in a team format.  As the 

designers have noted during interviews, at least one person needs to be an orchestrator 

and other team members need to have familiarity with the game narrative. If they are 

involved with the collection of fan contributions, designers were aware of which stories to 

filter out or include as the game was unfolding.  In the context of FC, D#1 explained, 

“Some of the people that I had working on Future Coast were the same people who 

worked on World Without Oil, and they were doing very similar work” (Appendix C, 

RQ3:3). Other forms of team building introduced by Techno Medicine Wheel include 

Talking Circles, a traditional method of problem solving for some North American 

indigenous people. In a forthcoming article D#5 explained the process, “each person in 

the circle is given the opportunity to speak and all people are given the opportunity to 

respond and comment. This way, all people have a voice and the circle honors the 

person who is speaking.” (LaPensée & Moulder, 2016) 

FC and DRJ design teams developed their games through multiple iterations in 

collaboration with NPO advisors.  In the context of TMW, D#5 explained that from the 

beginning the goal of the ARG was to emphasize the real-world events and to support 

the teachings of D#6” (Appendix E, RQ3:20). Other project organizational tools are listed 

in Table 5.2. 
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Table 5.2 Project Organizational Tools 

FC DRJ TMW 

“An electronic version a big 
whiteboard that had sticky 
notes on it” (Appendix C, 
RQ3:70) 

 “And she also just said 'You 
know, I think that we should use 
Trello” (Appendix C, RQ3:60) 
 

“Basecamp was a huge help. Our 
personal calendar, keeping notes 
and agendas, files. And spread 
sheets which are amazing for 
creating a rough overview of story 
types and categories" (Appendix 
D, RQ3:10) 
 

“There were many discussions 
and mostly talking circles—a 
process emphasizing listening 
fully and giving each person an 
opportunity to speak individually”.  
(Appendix E, RQ3:10) 
 

Designer Perceptions of Role  

When reflecting upon their craft, designers perceived their practice as a 

combination of inward and outward design skills. Designers suggested that having the 

ability to negotiate between disciplines is a real asset within the design space.  D#1 

called himself a game and experience designer.  D#5 stated, “I’m a freelance game 

designer, writer, and researcher (specializing in design research and play testing).”  D#2, 

D#3, and D#4 stated, “We work as developers but there is a blurry background and 

division between creativity and technicians in the studio.”   Some of the designers (n=3) 

described the division between technology and design as one continuum. This is 

important to note because these findings speak to the designers’ versatility in roles and 

their ability to orientate in or out of aspects of the design space.  For instance, 

throughout the production of DRJ, designers consciously switched disciplines between 

that of a developer coding interactions to that of writer composing story elements.  In the 

sections to follow, I provide a more detailed list of tools and approaches emphasized by 

the designers. 

Design Tools and Approaches 

With so many game components, graphic and stand alone interactive pieces 

(games within games) designers managed the complexity of production and the 

management of fan contributions, much like building blocks that could easily be 

renamed, moved or swapped-out to another form.  Examples of tools and approaches 

are listed under these subject headings: Modularity, Code Sketching, and Collaborative 

Writing.  
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Modularity 

Designers described the use of modularity as both a method for disseminating 

story elements and a development tool for modeling the connections to social web 

resources. This type of design practice is demonstrated through FC’s game platform and 

connections to social web resources, working in tandem to create one coherent story-

plot.  For example, D#1 posted a video on YouTube, then reposted the same video into 

the body of a Tumblr blog with a different caption.  

 

Figure 5.18 YouTube Video in Tumblr Post Screenshot © FurtureCoast.org, 2014 

In Figure 5.18 is a screenshot of the Tumblr blog (right) which includes the video 

uploaded to YouTube (Appendix C, CTI: 02). In the Tumblr blog, the caption reads “Mr. 

Pknot asked me to explain to the world about Future Coast …hope my video gives you 

all some good info about this INCREDIBLY IMPORTANT project!” In the YouTube entry 

the caption reads, “I asked Sam to explain what Future Coast is all about (in three 

minutes or less!). Thanks for doing it Sam, you're way better at it than I am.”  
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Figure 5.19 YouTube Videos Screenshot © FurtureCoast.org, 2014 

This presentation of game elements demonstrated how designers used social 

web resources like the YouTube platform (Figure 5.19) as a distribution mechanism.  In 

terms of building ARGs, modular design was used to shape both the interface and the 

interactivity.  

Code Sketching 

Some designers used techniques called code sketching to communicate design 

concepts as they were building them. Code sketching allowed designer/developers to 

code low fidelity prototypes and test/demonstrate their interactivity. These findings were 

conveyed through several combinations of team collaboration. Either a person had 

designer/developer competencies or on a larger scale, a well-matched team of 

designers and developers who could design/code together under the direction of a 

creative director. D#4 stated, “A code sketch is the first thing we share with the person 

that we’re working with. And, so it’s all part of this process, a jargon highly accurate what 

that means is that you favour prototyping over mock-ups” (Appendix D RQ3:30). Content 
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of the DRJ game was primarily designed to be consumed via mobile phone or other 

mobile devices (Appendix D RQ3:50). D#2 explained, 

So, the visuals had to be sort of big, simple, and kind of like monolithic in a way 
and also conducive to that (motions hand swiping to the left) or like that (motions 
finger tapping). So that’s how we had the idea descending and swipe-able 
content, and single page everything fitting in to one piece of real estate and any 
sort of interface so that big and chunky for fat fingers on a small space. 
(Appendix D RQ3:60). 

Other benefits of code sketching were that design teams could gradually build a 

game and have it approved in stages by their NPO partners. D#3 stated, “this process 

allows for more frequent check-ins with the people you’re working with. In the case of the 

Resilience project, they see how things are developing right from the beginning” 

(Appendix D, RQ3:40).   

Collaborative Writing  

Based on the cross case analysis, I learned that designers used a similar writing 

style to frame events or incidents. This style can be described as episodic journalism 

(Iyengar & Simon, 1993).   Some designers (n=3) interpreted this style as having the 

ability to apply a film-like mentality to a story with game components.  In the context of 

DRJ, D#2 explained,  

The idea was to come out of the journalistic daily episodic collection of stories, 
games, interviews, and quizzes representing the International Federations Red 
Cross’s mandate. The project started and it was 42 days of updating site content 
and monitoring social engagement (Appendix D, RQ:50). 

With regard to collaborative writing methods, all designers thought that a better 

tool was needed to track versions of documents and to coordinate releases. D#1 

explained,   

I would say we do not have a real affective system. I mean, I think we could have 
used a better collaborative tool. We did develop, you know, kind of wire frame, 
you know, looks at kind of what the site was going to look like. I mean, that was 
kind of driven more by the people on the other end of the site development 
(Appendix D RQ3:10). 
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From a different perspective, TMW designers’ used Word documents, face-to-

face meetings, and email follow-up for the exchange of ideas (Appendix E, RQ3:30). 

DRJ designers assembled their narrative through a private blog. D#2 explained, “one of 

the first stories we did was a story about Peru and we already had an idea in story form, 

300 words at most, x amounts of photographs" (Appendix D, RQ3:20). 

All designers described the collaborative writing process as a separate and 

equally complex layer of production.  The DRJ and FC projects were designed to 

support NPO campaigns and so, required additional approvals.  DRJ was translated into 

11 languages requiring yet another level of approval from translation experts.  In 

general, each ARG was developed through a combination of sketching, writing, and 

reworking drafts until plot points emerged.   

5.3. Working with Realness  

Finding 4: Designers used different strategies to integrate ‘realness’ into 

the open platform design. Making things ‘real’ introduced fans to the role of 

advocacy.  

This section answers the main research question (RQ): What are the design 

considerations alternate reality game designers have when designing open-narrative 

structures that invite fan contributions about social change?  Specifically, in regard to 

working with social change as a design goal. Based on the cross case analysis, realness 

was interpreted as a strategy to increase knowledge transfer and reciprocity. All 

designers talked about the complexity of connecting story elements to physical locations, 

social networks, fan contributions and beyond.  As discussed in Section 5.1, open 

platforms were described as a combination of outward reaching and inward facing 

considerations that ultimately allowed fans to play a central role in the game.  To some 

degree designers wanted fans to engage with the game, have fun, and learn how to be 

an advocate for change.   

FC and DRJ designers’ described working with fan contributions as a new and 

different way of prototyping collective problem solving.  For some, the challenge was not 
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in architecting the core narrative structure of the game; it was in maintaining or 

extending the scope of the game or its scalability. To some degree designers were 

concerned about the success of the game.  Although the designers hoped to attract a 

greater numbers of fans, all were unsure how they would manage the game on a larger 

scale or over an extended length of time. When the game was in play, designers 

seemed to be in a constant state of balancing outward reaching and inward facing 

design considerations. When talking about ‘realness,’ all designers referenced place as 

an anchor point in relation to the game’s trajectory. In TMW, ‘realness’ was expressed 

through face-to-face conversations and teachings about indigenous plants.   Similarly, 

FC encouraged players to discover a chornofact. D#1 explained,  

A chronofact could land in Eugene, Oregon and then there's a picture of a guy 
who says 'I found it' and there he is.  The person posts it on the Internet and 
says, 'I found a voicemail from the future (Appendix C, RQ2:40). 

In the context of the DRJ, designers used ‘realness’ with reference to how 

communities, volunteers and staff at the IFRC are enacting resilience in the onset of 

climate change conditions.  D#2 stated,  

There was quite a bit of input from the Red Cross in Europe.  The EU is divided 
up into zones. They’re called National Partners.  Each actually had their own 
team that worked on the project in terms of supplying sources and material 
(Appendix D, RQ2:30). 

Working with realness in this dissertation is an emerging category. In the 

sections to follow I provide three examples of how designers interpreted their work as 

becoming “real” under these subject headings: Beyond Virtuality, Beyond Clicktivism and 

Beyond Knowledge Transfer. 

Beyond Virtuality 

In Section 2.6 I presented interpretations of ARGs through the lens of theatre.  I 

introduced Antonin Artaud concepts of the imaginary world of theatre as a form of virtual 

arts (Artaud 1958).  I suggested that ARG designers use the virtual arts to construct 

alternate spaces for fans to imagine What if? scenarios.  For example, D#1’s team 

engineered World Without Oil (2007). When talking about the success of this game, D#1 

explained that a high school teacher asked if he could use the game platform as a 
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classroom tool for students to practice collective problem solving.  D#1 defined success 

as the game’s appropriation into a classroom tool.  

Based on this study, I found a video created by a group of artists who planned to 

produce an exhibit based on Future Coasts’ archived voicemails. Figure 5.20 is a 

screenshot of the proposed exhibition video (Appendix C, CTI:09). The exhibition 

demonstrates what D#1 defined as success, the appropriation of the game’s fan 

contributions into a physical exhibition. The appropriation of D#1’s virtual work, by 

extension becomes more “real” through the design of the physical exhibition. 

 

Figure 5.20 The FutureCoast Exhibit Screenshot © FurtureCoast.org, 2014 

Beyond Clicktivism  

Clicktivism is often defined as the use of social media and other online methods 

to promote a cause like signing a petition to stop animal cruelty.  In the context of this 

study, the term is not sufficient to describe the elaborate framing of each ARG. For 

example, Disaster Resilience Journal was produced by a team of people who’s mission 

is to connect the world’s most forward-thinking brands with people across multiple 

platforms: Online, Mobile Apps, Social Media, TV, Film, and Print.  Rather then 
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“clicktivism” DRJ designers used a biographical approach to inform fans of the effects of 

global warming.  

Occasionally, designers scripted shifts in the reader’s role from passive 

engagement to active listening or learning. For example, on Day 32 the journal shifted 

into a report from Patrick Meier (Figure 5.21). Here, Meier shared his thoughts on the 

value of social media networks and disaster resilience (Appendix D, CTI:07).  

 

Figure 5.21  Day 32 Screenshot © disaster-resilience.com, 2014 

From the perspective of D#2, success or “realness” is in direct proportion to 

access.  In reference to the journal and access D#2 claimed, “it is very much about the 

outside looking in, or western culture looking in on non-western cultures to learn about 

the effects of climate change” (Appendix D, RQ1:70).  In the future, D#2 intends to 

design a second phase of the journal, where the focus is on the views of the people 

currently effected by climate change.  
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Beyond Knowledge Transfer   

TMW used teachings as a way to present the indigenous plant knowledge to 

guide fans towards a healthier ‘future.’ D#6 explained “teachings are considered 

inherited or learned and gained only by being in or participating in a Coastal Salish 

community.” D#6’s book Squamish People of the Sunset Coast (2005) influenced the 

design of TMW (2007), which later became the game Cultural Crossing (2013).  

Although, not all of these projects were produced in the same medium, threads of the 

narrative structure of the book are evident in the design of TMW and the Cultural 

Crossing games.  D#6 explained the she embraces the interconnectedness of media 

and plant technology, particularly in how ethnobotany and media are integrated. TMW 

designers referenced the willow tree as an example of nature transformed through 

technology to become a natural human pain reliever (i.e., aspirin). TMW designers used 

narrative tempo to shift the focus from online to face-to-face interactions within the 

game. When fans found a location, D#6 shared teachings about the Little People and 

the Coastal Salish traditions in the Vancouver region. As a result, the value of the 

narrative was contingent on the place it was delivered. D#5 explained, "Making a 

connection to all living things is the objective. We also made offerings to Little People, 

understanding them not as myth but as real" (Appendix E, RQ1:20).  

TMW designers interpreted ‘realness’ as their fans’ willingness to learn about 

indigenous plants and to reciprocate and share this knowledge with other people. D#5 

explained, “We wanted to reach people and have the ability to genuinely connect people 

with knowledge about medicinal plants” (Appendix E, RQ3:70). 

Figure 5.22 is a screenshot is a Facebook post inviting fans to take part in a 

Interactive Medicine Walk (Appendix E, CTI:05).  Here, almost 10 years after the launch 

of Techno Medicine Wheel D#6 in the form of a webinar is introducing fans to 

Indigenous plants knowledge. Although TMW, started as a alternate reality game, D#6 

integrated the teachings into multiple forms influenced by innovations in technology. All 

iterations introduced fans to coexisted with living plants in everyday life. 
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Figure 5.22  Interactive Medicine Walk on Facebook Screenshot © Cease Wyss, 2016  

5.4. Summary  

In this chapter, I reported on the cross case analysis and introduced findings. 

The analysis addressed the research questions across three cases; where ever 

possible, I used triangulation to demonstrate the accuracy of those interpretations.  

In Section 5.1 findings related to open narrative ARG design are discussed under 

four main categories: 1) Outward reaching activities that capture the fans’ attention and 

encourage them to contribute to the game. 2) Inward facing activities that help 

designers, or other fans manage (or not) the flow of contributions.  3) The orchestration 

of outward and inward design considerations in relationship to place, and 4) The 

orchestration of interactions and actions that reinforce a sense of authenticity about a 

real social or environmental problem.  
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Understanding the design space (Section 5.2) focused on the making of each 

game and the logistics of working with non profit organizations. Based on observations, 

agency and a strong understanding of social and mobile technologies was key to the 

design process.  

Section 5.3 described each designers’ perception of success and working with 

realness.  This emerging category presented examples of how designers interpreted 

their work as becoming “real” under these subject headings: Beyond Virtuality, Beyond 

Clicktivism and Beyond Knowledge Transfer. In the next chapter, I present the 

guidelines and discussions derived from the cross case analysis.  
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Chapter 6. Guidelines and Discussion 

Based on the cross case analysis presented in Chapter 5, I suggest that a 

reframing of alternate reality games (ARG), in the context of human computer interaction 

(HCI), is necessary to express the synthesis of technological, cultural and political 

aspects in these works.  In this chapter I discuss how Findings derived from the Future 

Coast (FC), Disaster Resilience Journal (DRJ) and Techno Medicine Wheel (TMW) 

analysis fits within a HCI design context, specifically outlining the categories and 

subcategories that answer the main research question of this study: What are the design 

considerations alternate reality game designers have when designing open-narrative 

structures that invite fan contributions about social change? Within this chapter, I provide 

further reflection on research contributions as they relate to the trajectory framework, 

everyday activism, and transcoding place through digital media.  

6.1. Overview of Findings   

In this section I provide an overview of the findings derived from my cross case 

analysis and discuss how future ARG designers can benefit through developing this 

knowledge further. This section may be relevant to HCI practitioners and designers, 

specifically in understanding NPO partnerships and utilising open-platform design that 

address real world events. Table 6.1 summarizes each category and its associated 

benefits. In the Understanding Open-platform category, I describe three subcategories 

that characterise the production and management of the game design. In the 

Understanding the Design Space, I describe how designers benefit from partnering with 

non-profit organizations. I also list the organization and production of the designer’s role 

along with tools and methods used, specifically in regards to managing fan contributions. 

Finally, under the Working with Realness category I explain the benefits of incorporating 

real world events.  



 

121 

Table 6.1 Multiple Case Study Assertations and Benefits 

Findings Subcategory Description  Benefits 
Understanding 
Open 
Platforms 
(Section 5.1) 

Outward 
Reaching 
Design 
Considerations 

This category speaks to 
the outward reaching 
design considerations for 
encouraging fan 
contributions in the game 
(Section 5.1.1). 

Designers recommend using more 
commonly understood forms of 
technology to increase access to the 
game. Designers recommend 
providing roles for fans to take action 
or become an advocate. Designers 
recommend creating a space for real 
or living forms of story elements. 

Inward Facing 
Design 
Considerations 

This category speaks to 
the inward facing design 
considerations for 
managing (or not) the 
flow of contributions 
(Section 5.1.2). 

Designers recommended managing 
fan contributions from in their own 
web site. Designers recommended 
managing fan contributions social 
networks and NPO partnerships. 
Designers gained more direct contact 
by meeting fans F2F to communicate 
story elements.  

Working with 
Place 

This category represents 
the design considerations 
that connects story 
elements to place 
(Section 5.1.3). 

Designers recommended place as a 
way to emphasize the future, the 
discovery of social and environmental 
impacts, and alternative ways of 
inhabiting everyday life.  

Understanding 
the Design 
Space 
(Section 5.2) 

NPO 
Partnership 

This category speaks to 
the relationships between 
designers and their NPO 
partnerships.  (Section 
5.2.1). 

Designers gained access to more 
resources and funding. 
Designers had access to the NPO’s 
social capital and affiliations. 

 Project 
Development 

This category speaks the 
organization and 
perceptions of ARG 
production. This category 
lists tools and 
approaches. (Section 
5.2.2). 

Designers recommended the use of 
modular design, code sketching, 
collaborative writing and accounting 
for the logistics of place. 

Working with 
Realness 
(Section 5.3) 

 This category represents 
the design strategies 
used to integrate 
realness into an open 
platform design.  

Designers recommended strategies to 
reintegrate fans into roles beyond the 
virtuality, clicktivism and concepts 
around knowledge transfer. 

Note.  Each category and subcategory summarizes the benefits of findings presented in Chapter 6.  

Understanding how these findings will inform the craft of ARG design and 

collective problem solving requires a deeper reflection on the design implications.  In the 
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sections to follow, I discuss the benefits of working with non-profit organizations under 

the heading of everyday activism.  Further, I discuss how designers’ roles are 

orchestrating how we transcode place and document the social and environmental 

concerns that have become a defining feature of our present historical moment (Heidt, 

Moulder & Kobayashi, 2016). 

6.1.1. Guidelines  

Based on the designers interviewed and works studied, this research may be 

considered by other designers and researchers when building an open platform. As the 

literature review demonstrated Chapter 2, theories about interaction design, game 

design, and mixed reality experiences are well established, yet there is very little 

information on the design considerations used by practitioners to invite fans 

contributions into the sphere of this design space.  

Fundamental to open platform design is the distribution of story elements that 

direct fans to actionable tasks related to place and real world problems. 1) Outward 

reaching activities that capture the fans’ attention and encourage them to contribute to 

the game. 2) Inward facing activities that help designers, or other fans manage (or not) 

the flow of contributions.  3) The orchestration of outward and inward design 

considerations are paired with place, and 4) The orchestration of interactions and 

actions that reinforce a sense of authenticity about a real social or environmental 

problem.  In this sections I briefly describe these design considerations. Each guideline 

is accompanied with links to the cross case analysis in this dissertation for further 

reference.  

Outward Reaching Design Considerations, are activities designed to 

encourage fans to play the game. Rather then promote the game, designers worked with 

social networks and other non-profit organizations to reach out and connect with fans 

about the real world problem. To maximize the effectiveness of this design 

consideration, designers suggested choosing game activities that people already had 

competency in like, leaving a voicemail or going on a treasure hunt. Designers 

recommend providing spaces or (traversal points) for fans to change roles. In this way, 
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place and the real problem was used to motivate the change.  Designers also 

juxtaposed timelines (past and present or future and present) to emphasis agency, to 

demonstrate these points, see Section 5.1.1 for more details. 

Inward Facing Design Considerations, includes managing the flow of fan 

contributions into the game.  Here the focus is less on the fans and more on the 

designers’ role in managing fans contributions. Options listed in this study for managing 

fan contributions included: diverting to social networks like Twitter; enlisting volunteers; 

managing the content through the host web site; or organizing physical meetings with 

fans to communicate story elements.  The main idea is that the storage and 

dissemination of the fan contributions becomes a shared responsibility, see Section 

5.1.2 for more details. 

Working with Place, describes a technique used by designers to create 

transitions from the game to physical locations. In other words, place is used to connect 

inward and outward design considerations to one central foci. In this study, designers 

recommended the working with real social and environmental conditions to emphasise 

the meaning of place. Thus, part of the challenge of using place as a core game element 

in the game is in how designers present alternative ways of inhabiting it, see Section 

5.1.3 for more details. 

Working with Realness, describes the designers techniques for introducing 

realness into the boundaries of the game. The analysis demonstrated designers used a 

number of strategies to integrate realness.   Each game offered fans lightweight and 

elaborate ways to engage. Lightweight defined as commenting on a social media 

platform and elaborate was defined as creating a story from the future, volunteering or 

sharing plant knowledge with other people. These strategies, in the context of HCI, are 

non-traditional and non-scalable solutions that oriented fans to new roles such as, 

community building and reciprocity, see Section 5.3 for more details. 

In closing, the section Understanding the Design Space provides insights for 

designers and people interested in working with NPOs outside of the field of HCI.  Here, 

I describe how the design considerations listed above can broadened community access 

to resources. I also describe how the craft of open platform design is redefining ARG 
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designer’s roles, and provide some details on tools, as well as, design approaches used, 

see Section 5.2 for details. Supplementary guidelines specifically for NPOs (Appendix F. 

NPO Guidelines) list recommended books, web sites and examples that could be helpful 

in negotiating future projects. 

6.2.  Everyday Activism 

Traditional methods of fundraising are becoming more and more challenging for 

non-profit organizations.  Thus, NPOs are looking for better and more efficient ways to 

communicate directly with donors, create trusted relationships, and generate new 

donors. Table 6.2 lists the design considerations and the cross case examples 

referenced. In the sections to follow I discuss how these examples can be leveraged to 

support everyday activism.  

Table 6.2 Design Considerations and Everyday Activism  

Design Consideration Examples Sections in Case Study 
Designers could benefit from 
using outward reaching design 
considerations to encourage fan 
contributions (Section 5.1.1). 

Examples mentioned in this section refer to FC and DRJ’s outward 
reaching strategies that connected fans to the larger social and 
environmental issues to the non-profit organizations. 

Designers could benefit from 
using design considerations that 
connects story elements to place 
(Section 5.1.3). 

Examples mentioned in this section refer to FC, DRJ and TMWs use 
of place. FC used place to lead fans beyond the virtual framework of 
the game to find physical resources (chronofact). DRJ used place to 
introduce fans to real world problems like how the people living in 
the Chocó department of Colombia were dealing with flooding.  
TMW used place to encourage fans to ‘be apart of’ and take 
responsibility for sharing indigenous plants knowledge (living 
physical resource). 

Designers could benefit from 
building relationships with non-
profit organizations.  (Section 
5.2.1). 

Examples mentioned in this section refer to FC, DRJ and TMW 
partnership with non-profit organizations. FC was produced in 
collaboration with Columbia University’s Polar Learning and 
Responding (PoLAR) Climate Change Education Program.   DRJ 
was produced in collaboration with the International Federation Red 
Cross (IFRC) Society and TMW was produced in collaboration with 
the Aboriginal Media Lab in Cyber Space (AbTeC).  

Note.  Each category and subcategory summarizes the benefits of findings presented in Chapter 6.  
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Based on the cross case analysis, I determined that the design of each game 

was deeply influenced by their NPO partnership. FC was produced in collaboration with 

Columbia University’s Polar Learning and Responding (PoLAR) Climate Change 

Education Program.   DRJ was was produced in collaboration with the International 

Federation Red Cross (IFRC) Society and TMW was was produced in collaboration with 

the Aboriginal Media Lab in Cyber Space (AbTeC). The support of NPOs was critical to 

the production of each ARG as well as to the designer’s ability to access resources. 

NPOs can provide current data and information on a situation and direct contact with 

elders, scientists or experts in the field. They also have their own organizational 

networks of with other supporting organizations and sometimes access educational 

materials. Designers directly benefit from monetary and non-monetary resources that 

are available to them while working with non-profits.   

NPOs benefit from the designers’ ability to transform or extend an awareness 

campaign to audiences they would not normally be able to access.  These interventions, 

co-opt what Benford et al (2009) have described as the ‘beginning’ transition of mixed 

reality experience (Section 2.4), the chronological start of a game. Benford et al (2011) 

explained, “Beginnings must be designed to introduce the narrative, distinguish between 

plot and story, and define the spatiotemporal framework” (p.232).  

Future Coast designers introduced the trajectory of the game through two 

outward reaching design considerations (Section 5.1.1) I call beginning loops.  The first, 

included backchannels connecting non-profit organizations, through social networks to 

fans interested in playing the game.  As seen in Figure 6.1 the fans were directed to the 

game by reading an article about the real world problem or through NPO promotion. This 

design consideration confirmed that the game has broader connections and goals then a 

simple treasure hunt game.  
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Figure 6.1 Future Coast, Everyday Activism, 2014  

The second, was in the way designers connected the use of place to the open 

platform design (Section 5.1.3). Here, the design activity was intended to lead fans 

beyond the virtual framework of the game to find physical resources (chronofact) that in 

turn lead fans back to the game. Figure 6.1. illustrates the connections from the web site 

to the physical resources and the links back into the beginning of the game were the 

fans could listen to the corresponding voicemail. I think this design consideration 

established the meaning of the chronofact in the context of the game.  The activity of 

finding and listening to a voicemail orientated fans to the why, or what to say if they 

create their own voicemail.  

Similarly, the Disaster Resilience Journal designers developed a game trajectory 

referencing places and people dealing directly with real world problems. Rather then 

employing a treasure hunt like exploration, place in the game was used to introduce fans 

to real world problems like how the people living in the Chocó department of Colombia 

were dealing with flooding.  These types of micro stories delivered on a daily basis lead 

fans to social network (i.e., Twitter, Facebook, etc) where they could continue the 

discussion.  Figure 6.2 illustrates how these design loops were engineered at the 

beginning of the story to orientate fans to real world problem and volunteering with the 

NPO. The important point here is that, unlike other more traditional ARGs, the seams of 

the game are transparent and integrate ‘realness.’  Thus, throughout the duration of the 

DRJ, fans were responding to real world environmental concerns.  
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Figure 6.2 Disaster Resilience Journal, Everyday Activism, 2014 

On a different and more regional scale, TMW designers focused on using social 

networks to direct fans to locations.  Online communication here was used sparingly and 

more emphasis was placed on the face-to-face interactions or ‘teachings’ of indigenous 

plant knowledge.  In the context of the trajectory framework, these transitions connected 

‘living’ physical resources to the beginning of the game. The desired outcome was to 

reinforce the connections between fans, the land and the Skwxwu7mesh People, as well 

as the Tseil-Watuth and Whu-Muthqueam Peoples, who have shared the Vancouver 

region together since time immemorial.  

Rather then ‘imagine-if you are in the future’ as presented in Future Coast; or the 

‘learn from’ as presented in Disaster Resilience Journal; fans in Techno Medicine Wheel 

are encourage to ‘be apart of’ and take responsibility for sharing indigenous plant 

knowledge. Thus the beginning loop is reinforced by the connection of place and what 

living physical resource grows in that place. Figure 6.3 illustrates the relationships 

between the living physical resources (indigenous plants) and the real problem (lack of 

knowledge) and the responsibility to share knowledge.  



 

128 

 

Figure 6.3 Techno Medicine Wheel, Everyday Activism, 2014  

Since 2007, I have studied aspects of everyday activism under the direction of 

my supervisor Dr. Ron Wakkary. He is the director of the Everyday Design Studio (EDS) 

at Simon Fraser University. In a radio interview, Dr. Wakkary explained, “for each of his 

students there is a different kind of calculus that they go through in terms of finding the 

place where they want to work, who they want to collaborate with, and the communities 

that they want to be in.”26 In a paper authored by EDS students, Hauser et al. (2013) 

introduced the studio’s approach to activism and defined it in relation to these 

perspectives: Ann Thorpe’s (2011) principles of design activism which were in turn 

influenced by Rinku Sen’s (2003) categories of ‘change works.’  The following core 

principles constitute the EDS approach to design activism, which they define as works 

that:  

1. Publicly reveal or frame a problem or challenging issue 

2. Make a contentious claim for change (it calls for change) based on that 
problem or issue.  

3. Be created for a marginalized group or concept (i.e., environmental 
protectionism).  

 
26 Dr Ron Wakkary is Professor in the School of Interactive Arts & Technology at Simon Fraser 

University in British Columbia, he is Editor-in-Chief of ACM Interactions and Director, 
Interaction Design Research Centre. (footnote: http://sustainablelens.org/?p=714) 
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4. Disrupts routine practices, or systems of authority, which gives it the 
characteristic of being (Thorpe 2011; p.6).  

The cross case analysis presented here contributes knowledge about designers 

who have created alternate ways to connect people, to places, while encouraging them 

to engage in problem-solving activities. In each case, the EDS principles of design 

activism are present. In the context of Future Coast, the designers used tools and a 

climate fiction story narrative to engage fans, regardless of their belief in climate change.  

Disaster Resilience Journal designers used non-fictional story elements to frame the 

problem of people living in regions most effected by global warming. In the context of 

each story, D#2 claimed that the Disaster Resilience Journal was more like an 

anthropological exercise. In the future, he plans to facilitate an in-side looking out point 

of view- or the views of the people effected by climate change right now. Thus, creating 

a more direct line of communication between people sharing information on the effects 

of global warming. 

Techno Medicine Wheel introduced fans to indigenous plants specific to an area.  

When talking about her career as a designer D#6 stated, “I've come from humble 

teachers and always felt I had to get to a bigger, a higher level of things, like, mostly 

visually, art, artistically speaking, until I realized, it's all one and the same” (Appendix D, 

RQ:90).  D#6’s design values presented different ways of perceiving our relationship to 

the land and new ways of interpreting everyday activism.   Rather then a frame around a 

problem, TMW designers were presenting life-long practices of living consciously in 

connection with the environment in the form of “ceremonial activism.” 

Within the field of HCI, the contributions discussed here advance our 

understanding of the designer as ‘orchestrator’ beyond the performance frame 

presented by Benford et al. (2011) in conjunction with mixed reality experiences.  

Building on the original concept, this study presents evidence that designers have 

become ‘orchestrators’ of open platform design and collective problem solving.  These 

orchestrators manage the outward reaching and inward facing design considerations 
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that directly influence the flow of fan contributions.27 or the idea of an open concept.  

Although this is speculative, perhaps the monetisation of social web resources, or the 

sheer volume of information have created barriers for fans in connecting with non-for 

profit organizations. Designers, as demonstrated in this study have the ability to hone 

more orchestrated paths to social and environmental issues that effect everyday 

activism. In the next section, I discuss some of the ARG design considerations that I 

believe are transcoding place in this historical moment. 

6.3. Transcoding Place through Digital Media 

In this section, I discuss design implications related to open platform design and 

place (Section 5.1.3). I talk about the different ways place is used to contextualise 

meaning and emphasis ‘realness’ in Future Coast (FC), Disaster Resilience Journal 

(DRJ), and Techno Medicine Wheel (TMW).  I use Benford et al.’s trajectory framework 

concept to chart the interpretation of each ARG’s design and demonstrate how these 

strategies present new roles for fans of the game (2011). Table 6.3 lists the design 

considerations and the cross case examples referenced. In the sections to follow I 

describe how these examples are transcoding place through digital media.  

Table 6.3 Design Considerations and Transcoding Place   

Design Consideration Examples Sections in Case Study 
Designers could benefit from 
using inward facing design 
considerations for managing the 
flow of fan contributions (Section 
5.1.3). 

 Examples mentioned in this section refer to FC, DRJ and TMW 
inward facing design considerations used to mange the lightweight 
and elaborate fan contributions.  FC hid and tracked chronofact, 
designers also managed the flow of voicemails.  DRJ designers 
managed the Tween-a-thon events and the IFRC managed the flow 
of volunteers.  TMW managed the selection of locations and the 
directions to find indigenous plants. 

Designers could benefit from 
using design strategies to 
integrate realness into game. 

Examples mentioned in this section refer to FC, DRJ and TMW’s 
strategies to integrate realness.  FC designers juxtaposed past and 
future interpretations of place to emphasise the effects of climate 

 
27 These advances are somewhat mystifying, as the very basis of the Internet was built on net 

neutrality. Matthew Honan (12 February 2008) explained, ‘Network neutrality is the principle 
that all Internet traffic should be treated equally’ in his article "Inside Net Neutrality: Is your ISP 
filtering content?". MacWorld. Retrieved 26 December 2008 from 
(http://www.macworld.com/article/1132075/netneutrality1.html). 
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(Section 5.3). change.  DRJ connected place through the use of macro narratives 
and more intrinsic rewards. TMW designers’ juxtaposed non-
traditional plant knowledge to emphasis place within the game. 

Note.  Each category and subcategory summarizes the benefits of findings presented in Chapter 6.  

Since 2011, I’ve studied under my co-supervisor Dr. Carman Neustaedter, 

Director of the c-lab at Simon Fraser University.  His research focuses on Human-

Computer Interaction, Interaction Design, and Computer Supported Cooperative Work.  

Specifically, he studies social culture, user behaviours, group collaboration, and 

ubiquitous and mobile technology design. Together, we conducted design research on 

games that are pervasive, location-based, and explore an alternate reality.  In 2014, we 

collaborated with members of the Human-Computer Interaction Lab at the University of 

Maryland and the School of Technology at Brigham Young University.  We studied the 

tactics employed by 18 designers who produce ARGs. All of the ARG designers 

surveyed agreed that more research was needed to unravel the increasingly complex 

relationship between the designer’s intent, narrative structure, and the use of place in 

the experience of play.  Some of the designers interpreted ‘locative-media’ as a way to 

connect people to geographic places, while others perceived it as tool to augment 

people’s everyday experience (similar to an enhanced guided museum tour).  

In Section 2.5.2, I discuss the literature reviewed on location-based games in the 

context of game narrative and fan contributions.  Several HCI researchers have 

conducted user studies to investigate the scalability and replayability of location-based 

games (Neustaedter 2011, Neustaedter, Tang & Tejinder 2013, p.338-340). Of particular 

note are Neustaedter et al.’s geocaching survey and their analysis of fan contributions 

(2013).  Here researchers explained the difference between lightweight and elaborate 

fan contributions (p.347).  Lightweight contributions were easy to make and easy to find. 

Elaborate fan contributions required considerably more time for fans to plan; often, fan 

involvement consisted of looking for caches in order to solve puzzles to find yet another 

cache. Neustaedter et al. helped to further develop an understanding of how social and 

mobile computing are inherently interwoven (2013). Their research, as well as other 

studies that have examined the use of place in games, have informed the main research 

question in this dissertation: What are the design considerations alternate reality game 
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designers have when designing open-narrative structures that invite fan contributions 

about social change? 

In Chapter 5, I presented my analysis, arguments and evidence to show that, 

similar to Geocaching, there were opportunities for fans to create lightweight and 

elaborate fan contributions while engaged with ARGs. These findings leverage what 

Neustaedter et al. (2013) described as lightweight and elaborate creations in the context 

of HCI because they present non-traditional and non-scalable ways of knowing. In all 

cases, place was presented as real (Section 5.3).  Design considerations prompt fans to 

deliver either lightweight or elaborate creation through presentation and timing. To 

demonstrate, I provide examples of how designers built connections to lightweight and 

elaborate fan contributions at points in the ARGs discussed here. 

Future Coast fans were directed to find Chronofacts, lightweight caches that 

were easy to create and easy to find. When fans found a Chronofact, they were advised 

to locate and listen to a voicemail from the future. Designers used the juxtaposition 

between past and future interpretations of place to emphasise the effects of climate 

change. Fans then recorded their own elaborate Chronofact voicemail, adding to the 

game narrative.  

 

Figure 6.4 Climate Fugitives Voicemail Screenshot © FurtureCoast.org, 2014 
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The Disaster Resilience Journal invited fans on a virtual treasure hunt, 42-days 

to learn about a place and the emergency preparedness associated with that site. DRJ 

offered opportunities for both lightweight and elaborate contributions. At the end of each 

story, fans were encouraged to respond to the topic by commenting on Twitter, a 

lightweight contribution to the game.  Onscreen at the beginning of each story was a link 

to ‘Take Action’. By following this link, fans could leave the game at any time to volunteer 

with their regional Red Cross, an elaborate contribution. By connecting place to the 

macro narrative of game, fans were provided with options for more intrinsic rewards. 

Although these design consideration and impacts are difficult to evaluate, they have the 

potential to increase IFRC volunteerism.  

 

Figure 6.5 #MyDRJ EU Humanitarian Aid Twitter Post Screenshot © disaster-
resilience.com, 2014   
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Techno Medicine Wheel fans were sent on quests to find Little People 

(indigenous plants).  Like lightweight caches, these locations were easy to find. Once 

fans found the location, D#6 shared knowledge about the Coastal Salish traditional uses 

of for the plants. Then fans were asked to make more elaborate contributions to the 

game by sharing the plant knowledge with friends and family living in the Vancouver 

area. Designers’ juxtaposed non-traditional plant knowledge to emphasis place within 

the game.  In 2013, TMW emerged as new game called Cultural Crossing (CC).  This 

game used Geocaching to share indigenous plant knowledge with the same 

philosophical intent. The context for each ARG was stated in the beginning of the game. 

As the game progressed, fans were able to change roles when opportunities to 

participate in lightweight or elaborate contributions emerged.  While the designers were 

consistently delivering the core macro narrative, opportunities for fans to create 

lightweight or elaborate contributions (micro narratives) were integrated into gameplay. 

These prompts encouraged fans to change roles and become advocates for a place.  

The non-traditional and non-scalable design implications of ARGs are rarely 

discussed, in HCI because it is difficult to unpack the inter-workings of culture.  Culture is 

one of the most complex concepts in the English language. Scholars define culture as a 

set of distinctive spiritual, material, intellectual and emotional features of a society or 

social group that encompasses not only art and literature, but also lifestyle, ways of 

living together, value systems, traditions, and beliefs (UNESCO 2016). Considering the 

advancements in social and mobile computing over the last 10 years, our measure of 

success has been narrowly defined by market profits rather than cultural considerations 

(Roberts, 2014).  

Since Jane McGonigal’s assessment of the Game industry (2010), there have 

been only a handful of games designed to orientate fans towards achieving more 

intrinsic rewards. McGonigal defined these attributes as intrinsic rewards – access to 

satisfying work, a belief that things will work out positively, the experience of social 

connection, and an opportunity to be part of something larger then ourselves (p.49). 

Using these attributes as criteria, it is clear that designers of the three ARGs discussed 

here intended the game experience as a vehicle to encourage some fans (not all) to 

‘level-up’ and embrace a form of reciprocity.  
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Figure 6.6 Transcoding Digital Media Illustrated, 2016 

Figure 6.6 illustrates this point by highlighting in red the relationships between 

the real world problems that were connected to a place, and the role of the fan. Here the 

fans are presented with lightweight and elaborate options for playing a central role in 

knowledge transfer under themes like: living in an unsustainable future, learning to be 

prepared in case of an emergency, and identifying with indigenous plant knowledge.  

Each designer introduced fans to the concepts of reciprocity and stewardship as a new 

role beyond perimeters of the game.  

In closing, by analysing each designer’s interview and by charting each game’s 

trajectory, new design considerations were identified. In Section 2.4, I explained that 

Steve Benford and Gabriella Giannachi (2008) defined canonical trajector(ies) as the 

expression of a “designer’s intended mapping of story time onto clock time as part of the 

plot and schedule of an experience.” (p.73) My research unpacks some of the same 

nuances in crafting mixed reality experience, while providing a unique perspective on the 

design of open narrative structures that reinforce a sense of authenticity, or “realness”. 

These contributions extend the Benford and Giannachi trajectory framework by 
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incorporating the influences of both “designers” and “fans” in the mapping of a story that 

unfolds in real-time with no determined outcome.  

6.4. Summary 

In this chapter I discussed the cross case results, guidelines and research 

contributions to everyday activism and transcoding place through digital media.  

In Section 6.1, I provided an overview of the cross case analysis and how future 

designers could benefit through developing this knowledge further.  I present the results 

of the cross case analysis and open platform guidelines (Section 6.1.1) described as: 

outward reaching activities, inward facing activities, the orchestration of these design 

considerations in relationship to place, and interactions that reinforce a sense of 

authenticity, or “realness”.   

Everyday activism (Section 6.2) is a discussion about the study results in the 

context of designers’ roles and strategies used to work with non-profit organizations. I 

compared the Future Coast (FC), Disaster Resilience Journal (DRJ), and Techno 

Medicine Wheel (TMW) design considerations, to the Everyday Design Studio’s design 

activism principles. Here, design considerations are used as examples to support design 

activism, and possibly more effective awareness campaigns.  

In Section 6.3, discuss the different ways place is used to contextualise meaning 

and emphasis ‘realness’ in Future Coast (FC), Disaster Resilience Journal (DRJ), and 

Techno Medicine Wheel (TMW). I refer to influencing study’s and Benford et al.’s 

trajectory framework concept to chart the interpretation of each ARG’s design.  Here, 

design considerations are used to demonstrate how designers are transcoding place 

through digital media. In the next Chapter 7, I conclude with a thesis summary, 

contributions, limitations and future directions.  
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Chapter 7. Conclusion 

7.1. Thesis Summary  

In Chapter 1, I introduced the study and provided a brief background to the 

multiple case study approach.  I included the rationale for exploring two embedded units 

of analysis (1) ARG designers interview transcripts and (2) the canonical trajectory of the 

game, through a forensic study of interactions.  

In Chapter 2, I presented the literature reviewed to identify the theories, 

interpretations, and perspectives that have informed the foundation of this study, 

including my research position and the analytical lens that has shaped outcomes.  The 

methodological approach is presented in Chapter 3. Details on the research design are 

described as well as dimensions and classifications. I also describe the overall rationale 

for the case selection and introduce each case.   

In Chapter 4, I present the data collection and analysis methods used to conduct 

this research. I list the procedures for gathering evidence from various data sources and 

demonstrate how these procedures where used to systematically explore outcomes. 

This section also documents my analysis of the three case, providing a detailed 

interpretation of each. A detailed cross case analysis is presented in Chapter 5. This 

section reports on how the research questions have been addressed. Where ever 

possible triangulation was used to ensure the accuracy of the findings. 

In Chapter 6, I discussed the design guidelines and resulting analysis with 

reference to the literature review in Chapter 2. I report on findings within the context of 

HCI design research and everyday activism. Finally, in Chapter 7, I discuss the 

limitations of the study and reflect on the contributions. In conclusion, I write a vision of 

future research directions. 
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7.2. Contributions 

Given the narrow focus of this study, my analysis can provide valuable 

contributions to the understanding of the relationship between how designers’ build open 

narrative ARGs and how this relates to contributions by fans. Additionally, the report 

presents several important research contributions. Reflections on the development and 

usefulness of employing a multiple case study approach, along with the results of the 

cross case analysis are critically discussed. This study combined several data collection 

methods and techniques that allowed for better data triangulation.  Finally, the potential 

value and the validity of the findings derived from this conducted cross case analysis are 

discussed.  

My analysis demonstrates how the practices of ARG designers are incorporated 

into everyday activism. The findings discussed in Chapter 7 shed light on open narrative 

design, and how designers can evaluate the considerations used before, during and 

after the launch of an ARG. Based on these findings, I provide Guidelines (Section 6.1.1) 

for designers or educators to use when implementing open platform-based pedagogy in 

the context of advanced education programs. This analysis demonstrates how the 

practices of ARG designers are incorporated into everyday activism and are transcoding 

place through their creative use of digital media. 

My perspective differs, from the theoretical lens that has shaped this study. 

Previous research on mixed reality experiences introduced by Steven Benford et al. 

(2011) focused primarily on the presentation of plot points and expansions to fan 

contributions. This study contributed a unique focus, addressing characteristics such as 

canonical trajectory of an open narrative and collective problem solving activities.  The 

study also provided a clear description of the benefits of working under the guiding 

influence of a non profit organization. 

Finally, this study provides methodological strategies for examining open 

narrative designs with transitions to social networks and real world places. I followed 

clearly defined and repeatable steps to gather, select, and evaluate each game after 

they had been completed. Hence, I provided certain substantial characteristics of open 
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platform deign that can inform the creation, curation and preservation of these works in 

the context of electronic literature. 

7.3. Limitations 

In this section, I discuss the limitations of the research design. First, the study 

relied on interviews as the primary data source.  Thus, designers’ responses to the semi-

structured questions may have narrowed the scope of their response regarding the 

timing and the work they actually produced. However, I conducted a post-game analysis 

and was able to find design artefacts and other sources of data to verify the interview 

data, and thus, to increase the reliability of the evidence from interviews. 

Second, each ARG studied worked in partnership with non-profit organizations, 

like the International Federation of the Red Cross and professional artists.  This meant 

that some elements of each project’s documentation were unavailable, or were not 

documented due to the nature of the project or privacy considerations.  This material 

might have helped to understand or better triangulate interview data. Also the interviews 

were between 45 and 60 minutes in length. The inability to return for additional follow-up 

interviews may have affected my understanding of the actual design practice and 

processes but these limitations were beyond my control.  

Third, there were other interaction designers involved in each case who were not 

available for an interview. Their personal experiences and design practices in the ARG 

projects may differ from those I found while speaking with designers who were able to 

contribute to the study. Therefore, further research should be conducted to widen the 

scope of ARG designers’ experiences and practices. Despite these limitations, I am 

confident that the cross case study results can guide future ARG design exploration. 

The fourth limitation relates to the case study approach in general. Multiple case 

studies are inherently limited to “analytic generalization” (Yin, 2009, p.43), as opposed to 

“statistical generalization” (ibid).   Even so, by adopting this approach I was able to 

access in-depth knowledge directly from the designers and use that to consider future 

research directions. Questions for future research include: How can we archive the 
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complexity of these digital works for historical purposes? How can NPOs evaluate the 

usefulness of these works as an adjunct yet integral aspect of broader awareness 

campaigns?  

Finally, the uniqueness of each game made it difficult to evaluate the 

effectiveness of their design as a common ARG. However, each of the artworks 

embodies the cultural impacts and values of different communities and this common 

thread gives the basis for evaluation with respect to the research questions. 

7.4. Future Directions 

There are several directions for extending this research. 

First, it would be worthwhile to continue this research and involve additional 

forms of open-narrative with non-human actors (living plants and animals). Given my 

limited time and resources, I was able to compare only three cases, groups who worked 

with NPOs. Larger and more commercial games may have considerably more players 

but designer interviews would be limited by confidentiality agreements and other legal 

restrictions. Even so, I do see the potential in investigating the design of these open 

narrative games and evaluating the designers’ conceptual models and game trajectories 

to better understand the practice. 

Secondly, future work can investigate designers to learn how they support 

everyday activism by evaluating their methods and practices over a longer period of 

time.  For example, D#1 and team engineered: World Without Oil (2007), Ruby's 

Bequest (2009), Ed Zed Omega (2012) and Future Coast (2014). These games have 

arguably established the open narrative genre referred to in this study. As a result of my 

analysis, I learned that most of the designers (n=4) are recognized professionals with 

outstanding reputations as innovators locally, nationally, and in some cases 

internationally. The designer’s work over the last seven years could be studied in 

contexts outside of HCI, thus contributing another perspective on the long-range impacts 

of their work.  
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Third, the open-narrative concept could be employed by designers/artists 

working with non-profit organizations and investigated further as course curriculum.  

Designers’ partnerships with NPOs represent a coming together of disciplines for the 

greater good. I think it would be worthwhile to investigate how to apply these guidelines 

in non-design courses, workshops with community groups and the HCI research 

community. I have provided some preliminary guidelines (Section 6.1.1) and will 

continue to develop the guidelines though a practice-led research approach.  

Fourth, future research will continue to investigate the blend of human-computer 

interaction and cultural theory, as well as, social art practice to investigate how (or if) 

mobile and social computing can support the exploration of real-world places, histories 

and collaborative problem solving activities.  An evaluation of these methods are 

essential in understanding the creation, curation and preservation of these works in the 

context of electronic literature. Environmental concerns have become a defining feature 

of our present historical moment.  The cases documented in this dissertation unravel 

some of the epistemological considerations surrounding computational, politics and the 

environment. 
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Appendix A. Case Selection 

Projects Reviewed for this Dissertation  

Game Title & URL Description 
World Without Oil, 2007 
http://worldwithoutoil.org/ 

WWO invited people from all walks of life to contribute “collective 
imagination” to confront a real-world issue: the risk our unbridled thirst for 
oil poses to our economy, climate, and quality of life. It’s a milestone in the 
quest to use games as democratic, collaborative platforms for exploring 
possible futures and sparking future-changing action.  

Tomorrow Calling, 2007 
http://www.argn.com/2007/0
8/its_tomorrow_calling_do_y
ou_accept_the_charges/ 

Tomorrow Calling targets and implements a way to engage students with 
theoretical concepts with the goal to encourage educational digital earth 
use and both reflection and action on climate change issues 

Superstruct, 2008 
http://www.iftf.org/our-
work/people-
technology/games/superstru
ct/ 

Superstruct was a massively multiplayer forecasting game, created by the 
Institute for the Future, and played by more than 7000 citizen future-
forecasters from September - November, 2008.  

Techno Medicine Wheel, 
2008– on going 
http://www.abtec.org/blog/?p
=436 

Techno Medicine Wheel (Case C), inspired by the work of T’Uty’Tanat-
Cease Wyss, is an ARG from the Aboriginal Media Lab that puts players in 
the role of healing themselves and the traditional Indigenous territories in 
and around Vancouver, British Columbia by experiencing Aboriginal values 
of spiritual, mental, emotional, and physical health. 

Coral Coast, 2009  
http://coralcrossthegame.org 

The goal of Coral Cross was developed to better understand how people 
and their communities would respond to pandemic conditions in Oahu, 
Hawaii, USA.  The game was designed so that fans would tell their own 
story about the implications of the sudden social, economic, and political 
changes wrought by a virus.   

After Shock, 2008  
http://www.iftf.org/our-
work/people-
technology/games/after-
shock/ 

After Shock engaged players around the meta theme of a major 
earthquake in their city and invited them to respond to the crisis using tools 
like video, blogs, wikis, twitter, and more to collaborate with their 
community and find solutions and answers to challenges that help move 
them forward in the game. The game ran for three weeks, starting on 
November 13, 2008, during which time players regularly received new 
information and challenges to propel them toward solutions. 
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Ruby's Bequest. 2009 
http://www.iftf.org/our-
work/people-
technology/games/rubys-
bequest/ 

Ruby's Bequest (2009) was designed as a platform for public to discuss 
the future of health care and caregiving for people with Cerebral Palsy. 
This blog focuses on the town of Deepwell and its business with the last 
will and testament of Ruby Wood.  For five weeks in the spring of 2009, 
participants from many backgrounds shared their stories, frustrations, and 
ideas. 

Love Letters to the Future, 
2010 
https://www.youtube.com/wa
tch?v=li4rYH2Wmlw#t=43 

Love Letters to the Future was a narrative game-like experience across the 
web, mobile, and urban spaces. Using the structure of this custom website, 
an ARG narrative played out. Mysterious messages signed ‘Maya’ began 
to pepper the participant uploaded-content. By using the website search 
box, players could locate these messages and follow the communications 
from Maya, a woman from the future who could offer a glimpse into the 
effects of climate change in her world. 

Conspiracy for Good, 2010 
http://www.conspiracyforgoo
d.com/ 

The Conspiracy For Good was a game that invites you to join a collective 
of thinkers, artists, musicians, and causes, creating a unified voice to fight 
the forces of social and environmental injustice.  

Horse, 2011 
http://apxo.net/performance/
horse.html 

"Horse" is a historical re-imagining of the West told with voice, drum, video, 
and cello (Cris Derksen). Originally written and performed for the 2001 
Longest Night Festival in Whitehorse, Horse has transformed from a 
spoken word piece with a video backdrop into a New Media performance in 
2007 with the development of a "digital drum", a hand drum with a 
"forward-engineered" laptop inside, which played video.  

The Thing I’ll Be Doing For 
The Rest Of My Life, 2013 
http://www.blasttheory.co.uk
/projects/the-thing-ill-be-
doing-for-the-rest-of-my-life/ 

In 2012 Matt Adams traveled to Sendai to interview fishermen who were 
involved in the Tsunami in 2011. This was a research trip for The Thing I’ll 
Be Doing For The Rest Of My Life, a commission by the Aichi Triennale in 
Nagoya, Japan in 2013.  The artists were interested in what it felt like at the 
moment the Tsunami hit the coast of Japan. In 2013 Ju Row Farr from 
Blast Theory traveled to Nagoya to make this work over three weeks with 
the help from a team of people and volunteers from the area. 

Ed Zed Omega, 2012 
http://edzedomega.org 

Ed Zed Omega is like a documentary, but a live, interactive one on social 
media. Ed Zed Omega means, “we are done with education.” Specifically, 
Ed Zed Omega is six Minneapolis teens who "dropped out loud" from high 
school. Or maybe they would say, they've "risen out"? The Zed Omegas 
scenario is about these six teens who dropped out of high school to 
explore other, better ways to learn.  
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Innovate2038, 2013 
http://www.iftf.org/innovate2
038 

The traditional paths to research, development and innovation will not work 
for the critical challenges and new opportunities of 2038. Increasingly 
constrained resources, the rise of mega-cities, and rapidly shifting 
developments in business processes, regulations, and consumer sentiment 
will present epic challenges to business as usual, while at the same time, 
opportunities will abound. 

United Colonies, 2013 
http://educade.org/lesson_pl
ans/united-colonies-arg-
module-1 

This ARG was a learning module built on the GameDesk platform as a pilot 
for a sixth grade class at New Roads School in Santa Monica.  Using 
symbols and clues inside and outside the classroom, the "United Colonies" 
ARG explored how learning opportunities could be presented through a 
transmedia platform that inspired associative learning, gritty persistent 
learning, cross-disciplinary thinking, and critical analysis. 

Cyberforest, 2013 
https://www.facebook.com/g
roups/cyberforest/ 

Cyberforest invites people to explore, find, and report on forest locations in 
Japan. The game leads people via online or physical map.  Once people 
find a location via online or paper map they can listen or look at the various 
kinds of monitoring data as well as log comments via social networking 
site.   

Disaster Resilience Journal, 
2014 http://www.disaster-
resilience.com 

The Disaster Resilience Journal is an interactive documentary that 
examines how individuals, communities, and countries around the world 
are building resilience in a landscape of climate change, and social, 
economic, and cultural shifts. Over a 42-day period, designers build 
modules that link participants to learning and volunteer opportunities. 

FutureCoast, 2015 
http://futurecoast.org 

FutureCoast is an online storytelling project about possible climate-
changed futures. The story plot begins with a fictional narrative playing out 
across a series of “chronofacts” voicemails sent back in time from potential 
futures.  In other words, people leave voice mails "from the future" talking 
about how climate change is affecting their daily lives (Molinsky 2014). 

Dirty Little Secret, 2015 
http://www.greenerscotland.
org/cleanerscotland/a-dirty-
secret 

This ARG invites people to share their dirty little secret about littering.  The 
game is deigned to increase people’s awareness to why litter is one of the 
main reasons for attracting rats and seagulls, damaged cars, fire causes, 
put-off to tourists, and disrupted businesses. 



 

153 

Appendix B. Data Collection and Analysis  

Informed Consent  

This consent form is part of the process of informed consent.  It should give you 
the basic idea of what the research is about and what your participation will 
involve.  If you would like more detail about something mentioned here, or 
information not included here, you should feel free to ask the investigator(s).  
Please take the time to read this carefully and to understand the information. 

PURPOSE 

This study examines 3 Alternate Reality Games (ARG) designed to 
collaboratively engage people in solving problems associated to climate change. 
I seek to understand how patterns in their narrative structure can support 
Designers in the games they make.  At this stage of the research, patterns will be 
generally defined as the analysis of trajectories through geographic and virtual 
places, game mechanics and fan contributions. 

PARTICIPANT RECRUITMENT & SELECTION  

You have been asked to be apart of this study because of your role in the design 
of the <NAME OF ARG>. 

DATA COLLECTION 

Semi-structure research questions will be sent to you in advance to review. 
Shortly after, I will contact you to set up the best date and time for you an 
interview either by skype or in person. Answers to these questions will be audio 
recorded.  These recording will be transcribed and sent back to you for approval.   
Any edits or omissions can be addressed can be made or modified at this time. 

CONFIDENNTIALITY 

We seek to publish reports and presentations describing the research; however, 
within these publications, we will refer only to a participant identification number 
or pseudonym. Confidential information will be hidden from photos and videos 
prior to the publication of results from this study, unless prior consent is given.  
All data collected, as part of the study will be kept on a secure server computer.  
Our server is located in Canada at Simon Fraser University, Surrey campus.   

BENIFETS AND RISKS 

The risks of participation are intended to be none or minimal.  This is because 
when participating in Transcoding Place Through Digital Media, you will be 
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discussing information about your own design practice such as: How you 
conceptualize the ARG design? or What were the roles of people on your team? 

RESEARCH RESULTS 

Research results can be obtained by contacting the investigator. 

INVESTIGATORS 

<NAME OF INVESTIGATOR> is a PhD Candidate conducting research for her 
thesis. 

ACCEPTANCE FORM 

Your acceptance of this form indicates that you have understood to your 
satisfaction the information regarding participation in the research project and 
agree to participate as a subject. Your continued participation should be as 
informed as your initial consent, so you should feel free to ask for clarification or 
new information throughout your participation.  If you have further questions 
concerning matters related to this research, please contact: 

Use of Secondary Data 

In understanding the ethics of research on social media sites like YouTube, I 
contacted Michael Wesch, PhD Assistant Professor of Cultural Anthropology, 
Digital Ethnography Working Group, Kansas State University for advice. He 
responded by explaining that for the most part research on sites’ like YouTube is 
considered ‘secondary data’ but the works people produce are the creative acts 
of living people, so some consideration is necessary.  

For the proposed study “Transcoding Place Through Digital Media” I will contact 
those whose digital media (e.g., images, text, video and audio) makes a 
significant contribution to the design of the alternate reality game (ARG). I will 
ask for permission to use any photographs; video or text I present in this study. 
The following statement regarding informed consent is as follows:  

INFORMED CONSENT  

I am researching the design of [NAME of GAME]; as such, your contributions 
(e.g., images, comments, video and text) has played a significant role in shaping 
the game’s direction. For this reason, I will be referring to your contributions (e.g., 
images, comments, video and text) in my PhD thesis, conference papers and 
presentations. To see this work in progress visit http://interactionart.org/research  

If you have any questions or concerns you may contact <NAME OF 
INVESTIGATOR>, <EMAIL>, <ADDRESS>.  
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Interview Framework for the Everyday Complexity Study 
 
This document is from the Everyday Design Studio (http://eds.siat.sfu.ca) lead by Ron Wakkary at the 
School of Interactive Arts and Technology, Simon Fraser University  

Be self-revealing. 

• Tell them why you’re interested in this research. 

• Tell them about your background. 

• Tell them your interests and why everyday things matter to you. 

• Tell them what you do in your spare time. 

If you talk about yourself, people will often respond by opening up and being more liberal in conversation. 
But don’t force it. 

Avoid lengthy conversation about the person you’re talking to. 
• Depending on the person, it will often make them aware that you’re 

digging. 

• If you make a conversation completely one-sided about the person, the 
situation may get a bit awkward. 

• You should converse with them, not at them or about them. 

• Shifting the conversation from them to something or someone else will 
ease the conversation and have it be more relaxed. 

• You’ll get more answers if a person is comfortable. 

 

Don’t be drawing conclusions about what they said.  
• Ask the majorities of the questions in your head, have them help you 

narrow down the answers without asking them every single thing that 
comes to mind. 

Be open to be asked questions 
• They are getting to know you as much as you’re getting to know them, so 

they will have some questions for you; we’re going into their lives and 
they’re coming into ours. 

Pattern 
• Reveal. Ask. Listen. Ask. Listen. Reveal. Ask about some(one/thing) else. 

Topics of discussion 

Here is a set of topics for discussion that can facilitate more in-depth information 

gathering. 
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Family - These should be very subtle… often you can’t certain things in front of 

other members. To get straight, real, answers you have to ask creative subtle questions. 

• Do you spend much time with X or Y? 

• Who keeps a tight ship? 

• The lawn looks nice J who cut it last? 

• This food smells great! Did you make it? 

Routines – Referring directly to your own routines will give participants analogies 

and example to help clarify their own descriptions of routines. You can also find 

information on routines, often in more direct descriptions, by asking another person. 

• I don’t eat breakfast, I’m not hungry when I wake up… what about you? 

• Does he always do that? 

Interests 

• What do you do outside of work / school? 

• What did you do outside school before (i.e. things you liked a lot but fell 
out of touch with)? 

• What would you do now if you could? 

History 

• Where are you from? 

• Why did you choose here? 

• How did you meet? 

• What did you do before? 

• Would you ever go back? 

 
Note Taking 

Here are tips on note-taking while observing participants.  

Don’t be Subtle.  
• If you’re going to take notes in front of someone, ask: “do you mind if I 

write a couple of things down?”  Overt note-taking is better than “hiding” 
your actions. 

 

Don’t make them wait. 



 

157 

• Don’t make them wait for you to write something, write while they’re 
talking (or not paying attention) and try to keep the flow of the 
conversation smooth. 

• You can excuse yourself and go write somewhere else, if necessary. 

 

We can be more thorough as a group. 
• We can make better notes as a group in a meeting afterwards, where we 

can discuss and use informance to communicate what we were thinking / 
noting, then decide what is important or not (i.e. character sketches, 
things to watch out for, concerns…) 

Establishing a relationship 

At first, don’t worry about getting good answers. 
• It’s better to focus on building a rapport with people rather than finding out 

about them. We’ll have months to figure them out. It’s more important to 
build relationship with them, because you’ll have a better chance of 
getting really valuable answers from them in the long run. If you don’t get 
off on the right foot then it will impede their impression of you and may 
make them less willing to communicate with you in the long run. 

Who are your informants? 

Look for your chief informant. 
• Your chief informant will probably the person who’s most comfortable 

talking to you. 

• Try and find that person right off the bat, and then we can chat about 
who’d like to work with whom (i.e. which family) based on person-person 
fit, similar interests / backgrounds. 
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How to Conduct a Crawl Reports 

Go to Screaming Frog SEO Spider [http://www.screamingfrog.co.uk].  This is a 

search engine optimization tool that allows anyone to crawl, analyse and audit an online 

website.  Download the application then type in the target website in the enter the “URL” 

to spider input box then press start.  Once the software has crawled through the site, 

proceed to the extraction of the in links of the site using <Bulk Export> “Success (2xx) in 

Links”.  The CSV provided by Fro SEO Spider contains too much information you will 

need to remove all of the columns with the exception of two columns: “source” and  

”destination”.   

How to Visualize Crawl Report 

In chapter 2 of this study, under data collection I discuss the use of free software 

to collect and analyze the online post-ARG site.  In this section I detail the instructions 

for how to use these tools, as well as, provide other resources that might be useful for 

analysing linked content.   New media researchers and media archivists often need to 

know the general size and/or the content is linked together.  The step-by-step 

instructions below walks you through how to crawl and visualize post-game online data. 

To start you’ll need to become down load and become familiar with these applications: 

Go to Screaming Frog SEO Spider [http://www.screamingfrog.co.uk].  This is a 

search engine optimization tool that allows anyone to crawl, analyse and audit an online 

website.  Download the application then type in the target website in the enter the “URL” 

to spider input box then press start.  Once the software has crawled through the site, 

proceed to the extraction of the in links of the site using <Bulk Export> “Success (2xx) in 

Links”.  The CSV provided by Fro SEO Spider contains too much information you will 

need to remove all of the columns with the exception of two columns: “source” and 

”destination”.   

To remove the all of the columns from the CSV file import the file in 

OpenRefine [http://openrefine.org/].  If you have Excel you can also open the CSV file  

using this program.  The goal is to change have two columns ““Source” and “Target” 



 

159 

(you will have to change the name of the “Destination” to “Target”.  All other columns 

delete from the spread sheet. So the spread sheet should look like this: 

 

1. When you have a CSV file with only two columns, then you are ready to visualize 
the linked content using Gephi [http://gephi.github.io/]. Go to the web site and 
download this desktop application.  You may want to spend some time becoming 
familiar with this program as the there are many tutorials to demonstrate use and 
forums for problem solving.   Once you have Gephi follow these steps to achieve 
the results I’ve demonstrate in this study:  

a. Go to “File” and click on “New Project” 

b. Then go to “Window” and open “Data Table” from here proceed to “Import 
Spreadsheet” and proceed to select the CSV file you’ve prepared to 
graph. There are two steps to the import process. Set “As table” to 
“Edges table”. You can import Node tables separately, but that’s for 
another post. Click on “Next” and you will see the import settings for the 
columns you are about to import.  The settings will already defined 
“String” and the “Create Missing Nodes” box will be checked.  Click to 
“Finish” importing. 
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c. Once you open the CVS file, you will need to open the “Overview” window 
and run a few algorithms through the data to develop a graph that is 
readable and makes sense to you and the your research. To achieve this 
these are the steps I took: 

i. In “Layout” select “ForceAtlas” and change the “Repulsion Rate” 
to 10,000 then click on “Run” and Stop” when you desired 
presentation.   

ii. Open the “Statistics” window and selected “Modularity” to run 
through the data.  Check the “Randomize” and “Use Weights” 
boxes.  Under resolution enter “1.0” to see more communities. 

iii. Under “Window” selected “Partition”, refreshed the menu select 
the “Modularity Class”, click “Apply”.  

iv. Open the “Statistics” window and selected “Average Path Length”, 
select “Directed” and then click on “OK”.  

v. Under “Window” selected “Ranking”, then select the “color icon” 
and in the drop down menu select “Betweeness Centrality”.  Then 
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select the diamond icon or “Size” and set the min size “10” and a 
max size “50”. Under this dialogue box click on “Spline…” then 
select the desired shape of the spline you would like to display.  I 
selected the “0.2” curve.  Then click on “Apply”. 

vi. Go to “Layout” again if bigger nodes are overlapping smaller. The 
“Force Atlas” algorithm has an option to take node size in account. 
Check the “Adjust by Sizes” option and run again the algorithm for 
short moment or until can see nodes are not overlapping. 

vii. I added “Text” to display node labels.  You can set label size 
proportional to node size with the scale slider 

viii. Open the “Filter” window and then select “Degree Range” from the 
“Topology” category.  Drag it to the Queries, drop it to “Drag filter 
here”, click “Run”.  Click on “Degree Range” to activate the filter. 
The parameters panel appears.  It shows a range slider I set the 
lower bound to 5. •  

ix. In the “Preview” screen, under Node properties, I clicked on the  
“Show Labels” to enable this option. 

x. Export graph as a “SVG” file. So that I could refine and edit in 
Adobe Illustrator. I used Adobe Illustrator to zoom in on clusters of 
nodes and identify page titles with the most connectivity.  Based 
on this information I was able to identify the narrative structure 
and text used to access the points in the ARGs trajectory that 
were significant to the overall design of the site. 
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Worksheet - Analyst’s Notes While Reading a Case Report  
This document was adaptation from R. Stake, Multiple Case Study Analysis, 2006, page 45 

Report Title: ________________ 
Relevance of case for cross-case Themes: 
Theme 1______  Theme 2______   
Theme 3______ Theme 4______   

Synopsis of case: 

 

Case Findings: 

I.  
 

II.  
 

III.  

Uniqueness of case situation for phenomenon: 

 

Interview Transcripts Excerpts for cross-case report: 
 

Canonical Trajectory Instances for cross-case report: 

Emerging Issues: 
 

H=high utility; M=middle utility; L=low utility.  High utility means that the Case appears to be one of the most 
useful for developing this theme.   As indicated, the original Themes can be augmented by additional 
Themes even as late as the the beginning of the cross-case analysis.  Descriptions of each Theme can be 
attached to this worksheet, so that the basis for estimates can be readily examined (Stake, 2006, p.49). 
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Worksheet - Map on which to make Findings for the Final Report 
This document was adaptation from R. Stake, Multiple Case Study Analysis, 2006, page 45 
    Themes     
Case A 1 2 3 4 5 6 7 8 

Finding I         
Finding II          

Finding III         
Finding IV         

Case B         
Finding I         

Finding II          
Finding III         

Case C         
Finding I         

Finding II          
Finding III         
Finding IV         
Finding V         

And so on for the remaining Cases         
Note. A High mark means that the Theme is an important part of this particular case study and relevant to 
the theme. 
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Appendix C. Future Coast Case Analysis 

Transcript Databases 

Table 1.0  RQ: What are the design considerations alternate reality game designers 
have when designing open-narrative structures that invite fan contributions about social 
change?  

RQ (Background) 
Code Excerpt 
RQ:10 D#1 - "I call myself a game and experience designer.” 
RQ:20 D#1 - "I'm the creator of an authentic fiction platform.” and "There is a fictional component, but 

it's trying to get a truth that's part of the meaning of authentic. But it's also open and multi-
sourced, multi-authored."  

RQ:30 D#1 - “You know, I mean, we all love Bruce Stirling and we love it when he kind of spins out 
stories. And we love Margaret Atwood. But they're one person, and you know, if you're talking 
about kind of a coherent view of the future, they quickly go wrong. Cause one person, and one 
future, you know, is, that's just what's going to happen. But to have a bunch of different threads 
about (them 6:05) especially when we're talking about the future, that is just more authentic. 
And so, a creator of authentic fiction.” 

RQ:40  D#1 - “I started out in the commercial game industry as a writer.”  
RQ:50  D#1 - “I'm really interested in finding experiences which are transformative for other people. 

You know? I mean, I participate in, I seek out and I want to participate in experiences, which are 
transformative for myself. And so that's just what I want to deliver for other people. And of 
course, I'm not trying to transform them into anything else in particular. You know, that's, to do 
kind of an open project where they get to figure that out.” 

RQ:60 D#1 – “America, you know, at least, high school is just kind of widely acknowledged to be this 
largely wasted time. But we don't know what else to do with our teens, and so we just put them 
through that. And yeah, you know, that's simplifying it perhaps a little bit, but, and we're stuck in 
a system, which was developed a long time ago, never really worked at all that well” 

RQ:70 Designing with the intentions. List the attributes mentioned and identify problem areas in 
working with agile production teams, urgent social problems and scalability?? Answer the 
question - "we foresaw as being important?" 
One of the things that stands out is that Ken perceived people being able to duplicate and 
replay a game for an alternative purpose is successful.  For example, "a university in Turkey 
that is running World Without Oil, their own kind of little mini version of it, as a massively 
collaborative educational experience"  

Note. This table is an example of case A data collected the coding process. 
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Table 1.1 RQ1:  How do ARG designers interpret fan contributions (e.g., geographic 
connections to place, images, texts, and videos) in relationship to other 
game elements)? 

RQ1 (Fan Contributions) 
Code Excerpt 
RQ1:10 D#1 - “I think that it's just part of the, the necessary part of the aesthetic of authentic fiction.” 
RQ1:20 D#1 - “I want to meet a person where they’re at with an issue. I want to really hear and respect 

when they actually send me something. I want to hear what it is that they're sending me and 
really appreciate it as their best” 

RQ1:30 D#1 - “This is a game for everyone. It's a game for climate deniers. It's a game for, you know, 
it's not a game for university people. It's not a game for, you know, kind of any of the sort of 
typical groups, where you begin to be exclusionary in some way. I mean, this is, you know, as 
widely inclusionary as I can make.”  

RQ1:40 D#1 – “keep tabs on a number of interesting problems that the world is having.” 
RQ1:50 D#1 - “I had people who really were looking for a different aesthetic than I do, and they really 

were empowered to kind of look for their own aesthetic and to be an inclusionary as they can in 
their thinking about the submissions that are coming in.” 

RQ1:70 D#1 - “And that's the goal right there, you know, is for them to actually kind of feel as part of that 
effort. And then, of course, as World without Oil shows, when you begin to put all of those 
voices together, into this sort of mass chronicle then that work, you know, in its entirety takes on 
a power to have people think differently about things.” 

RQ1:80 D#1 - "I think is just one of expanding people's thinking in a kind of very visceral sort of way, 
about climate change." 

RQ1:90 D#1 - “It's really about creating the space where transformative work, where transformative 
things can happen"  

RQ1:100 D#1 - "I think these play spaces are created all the time and those are the places people really 
love to go. There's a community there, that you like and people have a, kind of a shared value, 
and they're kind of respecting and they kind of play around with interesting ideas and there's a 
variety of opinions, et cetera, et cetera. So I mean, I think that was really part of my design 
effort" 

RQ1:101 D#1 - " if you can come to that conversation in a different way, which is the role of fiction and 
play, then all of a sudden, you can kind of get around these barriers to actually people talking in 
a meaningful way" 

RQ1:102 D#1 - “you see people who come to the site for the first time, and they just promptly spend a lot 
of time listening to voicemails.”  

Note. This table is an example of case A data collected the coding process. 
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Table 1.2 RQ2:  How do fan contributions shape the designer(s) decisions, (if any), 
about the overall trajectory and/or narrative structure of the game? 

RQ2 (Production) 
Code Excerpt 
RQ2:10 D#1 - "The concept emerged late 2011, and because of the money and the rights issues the 

production was delayed. When everything was in place the game itself happened pretty quickly. 
I think I was funded in perhaps October of 2013."  

RQ2:20 D#1 - “There were 8 people coordinating aspects of the production, all working freelance.  Then 
there were 26 Chronofact Seekers and 34 Chronofact Catchers, and about 7 other people who 
worked on this project who contributed in smaller ways.”  Note: See credits page 
http://www.futurevoices.net/credits-and-thanks/ 

RQ2:30 D#1 - “Sarah Thatcher was my producer and played a very important role in FutureCoast, 
especially from kind of the management side.”  

RQ2:40 D#1 - “FutureCoast has an element where a chronofact can land in a real location. For example 
a chronofact could land in Eugene, Oregon, and then there's a picture of a guy who says 'I 
found it' and there he is.  He posts it on the internet and says, 'I found a voicemail from the 
future.' There is a crossing over between the sort of fictional online, you know, the online fiction 
and the fiction that manifests itself in a particular place and time.  This causes the entire 
process of delivering the story to some sort of thought experience or exercise, into something 
which is more playful and fun; and more real”. 

RQ2:50 D#1 - “looking at people who are really interested in using it, and I'm really looking at the ways 
which they organically kind of want to use it. So, you know, like, the climate fiction community, I 
don't know if you know that there's a cli-fi” 

RQ2:60 D#1 - “the money issues and the rights issues for it. So then the game itself happened pretty 
quickly. I think I was funded in perhaps October of 2014, ah, 2013” 

RQ2:70 D#1 - “It's a quality experience for the people who participated. You know, they created 
something; it became part of the site. It's an honored part of the site.” 

RQ2:80 D#1 - “I'm not taking things from people with the idea that I'm going to, I'm going to then turn it 
into some sort of narrative.” and “It's not one of these sort of crowd sourced things where you 
just go 'Oh well, here are the ones that I like’ and so I'm going to take those and kind of turn 
them into something” 

Note. This table is an example of case A data collected the coding process. 

Table 1.3 RQ3: What design methods, (e.g., flow charts, maps, illustrations, or 
pictograms, etc.) (if any), do designers use when creating ARGs in order 
to support fan contributions?  

RQ3 (Tools) 
Code Excerpt 
RQ3:10 D#1 - “I would say we do not have a real effect system, perhaps, for doing that. I mean, I think 

we could have used a better collaborative tool. I mean, we did develop, you know, kind of (wire 
frame, um, version 20:12), you know, looks at kind of what the site was going to look like. I 
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mean, that was kind of driven more by the people on the other end of the site development." 
RQ3:20 In reference to what D1 just said, “The way for people to get this is to listen to, not just one, but 

a bunch of voicemails and to understand that there are a bunch more, that there are (a bunch, 
bunch  22:10) more. I think that is kind of driving factor for constructing that site” 

RQ3:30 D#1 - “Some of the people that I had working on FutureCoast were the same people who 
worked on World Without Oil, and they were doing very similar work.” 

RQ3:40 D#1 - "And of course, voicemails is kind of a deliberate way of doing that. Because, you know, 
the most widely distributed technology that we have is the ability to make a phone call."  * In 
reference to using voicemails 

RQ3:50 D#1 - “When planting real-world object like ‘chronofact’ you have a discreet item. You have a 
particular chronofact and somebody volunteers to plant it. You need to mail it to them. You need 
to send them instructions on how to plant it. They plant it. There were all of these checkboxes to 
follow up on each chronofact so we could tell where all of them were at any moment.  This was 
kind of essential to any sort of sanity whatsoever in running this particular game. So, you know, 
for anyone who has kind of a geo-located dispersed worldwide thing going on, you know, some 
sort of organization tool is just really essential.” 

RQ3:60 D#1 – “And she also just said 'You know, I think that we should use Trello” 
RQ3:70 D#1 – “an electronic version of, if you had a big whiteboard that had sticky notes on it” 

Note. This table is an example of case A data collected the coding process. 

Canonical Trajectory Instances 

Based on D#1’s interview transcripts, the Case A website crawl report, 

connections to social media networks and design artifacts I created a model of ARG’s 

canonical trajectory. In Table 1.4  I list Case A canonical trajectory instances (CTI).  

Here you can review the descriptions of the plot points referred to in the case report  

Table 1.4 Canonical Trajectory Instances (CTI) 

Code Instance 
CTI: 01 Screenshot of the Earth Institute’s article written about the Future Coast game.  From this web 

page, a person could use the social media sharing links/buttons to promote the game to 
Facebook, Twitter, etc.   

CTI: 02 Screenshot of YouTube and Tumblr web sites.  The FC story plot was disseminated through 
these social web resources: videos on YouTube or Vimeo, images on Flickr, text that linked to 
online articles or posts on Tumblr, Twitter, Instagram and/or Blogger, and printed posters in 
physical locations.  

CTI: 03 Screenshot of a Twitter post from a fan that found a chronofact.   While the game was in play 
people volunteered to work with D#1 and placed chronofact in physical locations. Fans 
searched for chronofact in: Bristol and London in the United Kingdom; Paris, France; Chicago, 
Illinois; Raleigh, North Carolina; Portland, Maine; Denver, Colorado; Washington DC; Atlanta, 
Georgia; Detroit, Michigan; and Minneapolis, Minnesota in the United States. 
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CTI: 04 Screenshot of the Chronofall Diary which listed information on where to find the chronofact. 
Designers built the Chronofall Diary and posted updates while the game was in play. The diary 
was central to navigating the game, understanding what the main characters where doing, and 
in knowing the physical locations and chronofall times (i.e., when chronofact could be found). 
The Chronofall Diary also told fans how they could leave a voicemail to the future using the 
game’s online recording device. There are approximately forty-five written entries archived on 
the Chronofall Diary.  

CTI: 05 Screenshot of Voicemails home page.  This is a FC feature that allowed fans to create a 
voicemail.  Using an online recording device fans could create, store and listen to voicemails.  

CTI: 06 Screenshot of a selected Voicemails in play mode. Currently, there are sixty-five archived 
entries in the online voicemail section of the web site. 

CTI: 07 Screenshot of the Timestreams home page.  Here the public can listen to groupings of 
archived voicemails related to one theme. For example, a themed grouping could include 
Voicemails relating to “Water Shortage” or “I’ve been to the year 2050.  

CTI: 08 Screenshot of a selected Timestreams in play mode. The online Timestreams section of the 
game is currently comprised of seventy-eight themed groupings. 

CTI: 09 Screenshot of YouTube video of the Future Coast inspired exhibition.  
Note. This table is an example of case A data collected the coding process. 

Other Design Artifacts Reviewed 

In Table 1.5 I list the components of the game’s canonical trajectory.  Here you can 

review the release date of the story element with reference to it’s virtual or geographical 

location.  

Table 1.5 Canonical Trajectory Data 

Canonical Trajectory 
Date Description Reference 
11/01/13 Calling all Coasters: meet Sam video is published to YouTube.  

The video introduces aspects of the including the chronofacts and 
how to use the FutureCoast site.  

Video on YouTube 
https://youtu.be/AffkjJ
-Ft64 

12/12/13 Sam Chases a Chronofall is published to YouTube. In this video 
Sam looks for a chorofact, but disappointingly she is unable to 
find one.  She talks about her next step which is poster she is 
going to post in the area. 

https://youtu.be/PdXN
NOfzmsw 

N/A Poster Lost Chornofact as seen in Figure 4.1 Design artifact 
01/23/14 Why I Became A Coaster, by Billy Dan is published to YouTube. 

He introduces finding a chronofact.  
https://youtu.be/O9dL
tfCFpmw 

01/24/ 14 Listening to her Futures: Alex is published to YouTube. She 
introduces how one may find a chronofact and the way that they 
are stored.  

https://youtu.be/Za0E
5Gq-ybY 
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01/25/14 Will FutureCoast dot org be ready for the Chronofall? A video is 
published to YouTube. Mr. Knot introduces the idea of the 
Timestreams and the web site launch. 

https://youtu.be/QR46
oAX7w_Q 

02/14 FurtureCoast launches runs until May 2014. http://futurecoast.org/ 
03/02/14 Sam Explains FutureCoast video is published to YouTube.   In 

this video Mr. Knot asks Sam to introduce FutureCoast and the 
goal of the project. 

https://youtu.be/tE86
EsAP0uM 

04/09/14 Sam and Billy Dan set up a chronofall detector video is published 
to YouTube.    

https://youtu.be/bYMIj
aH8mSM 

04/19/14 Why FutureCoast? Betsy video is published to YouTube.  She 
explains her motivations for joining FutureCoast. 

https://youtu.be/l_vK
HfOU9Io 

05/08/14 Billy Dan: Who we've been listening to, video is published to 
YouTube.  This is a mash up of all of some of the voicemails. 

https://youtu.be/k7AU
ayT8RE4 

05/09/14 Alex: Choosing what's important, video is published to YouTube.  
This video is a reflection on final thoughts about participating in 
FutureCoast. 

Video on YouTube 
https://youtu.be/Dmo
UWOXXEFA 

Note. This table is an example of case A data collected the coding process. 

In table 1.6 I list the most prominent types of social web resources used to 

engage fans with the game.  

Table 1.6 Case A Social Media Data 

Story Development 
Title URL Description  
Future Coast Dot Org  
 

https://www.youtube.com/us
er/FutureCoastdotorg/videos
?flow=grid&sort=da&view=0 

The game used the YouTube platform by 
creating channel there are ten videos each 
presenting aspects of the Case A story.   Most of 
the videos presents Sam’s perspectives on game 
play activity. 

@FutrCoast https://twitter.com/FutrCoast From Feb-Apr 2014 the game used the Twitter 
platform to provide general news about the 
game.  Currently people are posting news about 
climate change and related events. 

#chronofall https://twitter.com/search?q=
%23chronofall 

The game used the Twitter platform to provide 
scroll documents the realtime placement of the 
chronofacts as the game was played. 

Future Coast dot org 
Non-Profit 
Organization 

https://www.facebook.com/F
utureCoastDotOrg?fref=ts 

The game used the Facebook platform to 
discuss aspects of FutureCoast and to promote 
listening to the voicemails. Currently people are 
posting news about climate change and related 
events. 

Future Voices What http://www.futurevoices.net/ Entry point to the game links to the Future Coast 
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do your futures sound 
like? 

Hotline, chronofacts found, events, the next 
exhibition, and information about the project, the 
press including credits.  The site also gave fans 
resources to inspire ideas for creating voice 
mails.  

Character Development 
Title URL Description  
Sammy http://samcoaster.tumblr.com

/tagged/me 
Sammy is the main protagonist of the game.   
She begins, maintains and ends FutureCoast.  

Shelly http://en.gravatar.com/future
coast 

Shelly is a Coaster and a secondary character in 
the story.  She presents certain aspects of the 
plot. 

Shelly https://futurecoast.wordpress
.com/ 

Shelly writes about FutureCoast and the topic of 
climate change.  On October 5, 2013 she 
provides an example of a chronofact in the post 
“Have you seen this object?” 

Alex http://futurecoastdotorg.tumbl
r.com/ 

The game used the tumblr platform to Shelly is a 
Coaster and a secondary character in the story.  
She presents certain aspects of the plot. 

pKnot  https://twitter.com/pknot & 
http://www.futurevoices.net/a
uthor/pknot/ 

pKnot is an orchestrator and moves the story plot 
along.   
 

Disseminate Audio 
Title URL Description  
Podcast https://itunes.apple.com/us/p

odcast/futurecoast-
podcast/id794245103?mt=2 

Five audio shows promoting the Case A 
voicemails 

FeedBurner http://feeds.feedburner.com/
FutureCoastPodcast 

Five audio shows promoting the Case A 
voicemails 

Stitcher http://www.stitcher.com/podc
ast/futurecoast-
podcast?refid=stpr 

Five audio shows promoting the Case A 
voicemails 

Note. This table is an example of case A data collected the coding process. 

Table 1.7 Case A Crawl Report  

Trajectory Type 
Summary # URI Percent Total URI Description 
Total URI Encountered 354 100% 354 Encountered 
Total blocked by robots.txt 10 2.82% 354 Encountered 
Total URI Crawled 344 100% 344 Crawled 
Total Internal URI 267 77.62% 344 Crawled 



 

171 

Total External URI 77 22.38% 344 Crawled 
Internal     
All 267 100.00% 267 Internal URI 
HTML 180 67.42% 267 Internal URI 
JavaScript 17 6.37% 267 Internal URI 
CSS 12 4.49% 267 Internal URI 
Images 58 21.72% 267 Internal URI 
PDF 0 0.00% 267 Internal URI 
Flash 0 0.00% 267 Internal URI 
Other 0 0.00% 267 Internal URI 
External     
All 77 100.00% 77 External URI 
HTML 62 80.52% 77 External URI 
JavaScript 0 0.00% 77 External URI 
CSS 1 1.30% 77 External URI 
Images 3 3.90% 77 External URI 
PDF 2 2.60% 77 External URI 
Flash 0 0.00% 77 External URI 
Other 9 11.69% 77 External URI 

Note. This table is an example of case A data collected the coding process. 
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Appendix D. Disaster Resilience Journal Case Analysis 

Transcript Databases 

Table 1.8  RQ: What are the design considerations alternate reality game designers 
have when designing open-narrative structures that invite fan 
contributions about social change?  

RQ (Background) 
Code Excerpt  
RQ:10 D#2 - "My job as creative technologist is to look at technologies that we can use in the 

project and how they would fit in and how they would advance whatever story telling 
process the project is looking to use, as well to provide some initial and well known support 
to our developers." 

RQ:20 D#2 -  “A big part of  the outward face of Helios in terms of going to symposiums, 
conferences and events outside of the shop.” 

RQ:30 D#2 - “D#3 and D#4 worked as developers on this project but there is a “blurry background 
and division between creativity and technicians” at Helios, most of the developers have a 
degree in design from York University. 

RQ:40 D#2 – “awareness campaign that they were running on disaster resilience. The mandate for 
us which I thought was very innovative on part of the Red Cross was to develop an 
interactive documentary which has had never been done before” 

RQ:50 D#2 - “the idea was to come out of the journalistic daily episodic collection of stories, 
games, interviews and quizzes represented the IFRC mandate. The project started in April 
1, production lasted for six months, then 42-days or six weeks of updating the site content 
and monitoring social engagement.” 

RQ:60 D#2 -“The daily journal was pushed out and the second part was the social media aspect to 
it. In daily reflection, each day there was information being pushed out advertised to people 
on Facebook posts and twitter or on Instagram or Tumbler.” 

RQ:70 D#2 -  "in the future there will be an exchange and the project will facilitate an in-side 
looking out point of view- or the views of the people effected by climate change right now" 

Table 1.9 RQ1:  How do ARG designers interpret fan contributions (e.g., geographic 
connections to place, images, texts, and videos) in relationship to other 
game elements)? 

RQ1  (Fan Contributions) 
Code Excerpt  
RQ1:10 D#2 –“We did actually get through to the idea of using tumbler to a moderate degree of 

success in having people contribute their stories in their own language, this is the important 
part because we’re dealing with a whole spectrum of language in Europe” 

RQ1:20 D#2 - “In-reach and out-reach modes as mode engagement.  The out-reach, of course is the 
pushing out the dissemination. We also thought of it as in-reach because when you get this 
then you want to be obviously engaged with what’s there, click on or click through and come 
into it the experience ??.  We go through this process of day one and what would this look 
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like on Facebook or twitter. How can we involve ?? with this? How can we do the all ?? kind 
of out-reach and in-reach part 

RQ1:30 D#2 -“stated “each one of the stories has it’s own isolated story, that's very shareable, but at 
the same time there needs to be overarching narrative.  

RQ1:40 D#2 - “doom and gloom, defeating the purpose of what we’re talking about as apposed to 
showing the flip side of the coin of how resilient people are and choosing the images 
choosing to show and what order we were doing them”. 

RQ1:50 D#2 - "This idea ‘to take action’ and volunteer and learn resilience was the end result.” 
RQ1:60 D#2 - "Also, it was designed If nobody actually clicked through, just looking at the content on 

Facebook and twitter was engaging and that’s the thing, it was for suppose to be 
information.  I’m not sure that part actually worked?.” 

RQ1:70 D#2 - “In many ways this is an anthropological exercise.  The project is very much about the 
outside looking-in, or western culture looking in on non-western cultures to learn about the 
effects of climate change on them” 

Table 1.10 RQ2:  How do fan contributions shape the designer(s) decisions, (if any), 
about the overall trajectory and/or narrative structure of the game? 

RQ2 (Production) 
Code Excerpt  
RQ2:10 D#2 - “We go through this process of day one and what would this look like on Facebook 

or twitter. How can we involve fan with this? How can we do the out-reach and in-reach 
part of the interacton” 

RQ2:20 D#2 - "Some of the, let’s call them stories are pretty linear and some of them are a 
completely different thing like an interactive game or something like that." 

RQ2:30 D#2 - “There was quite a bit of input from the Red Cross in Europe.  The EU is divided it up 
into zones. They’re called National Partners.  Each actually had their own team that worked 
on this as well in terms of supplying sources and material that we needed. in the production 
of the Case B there were 11 National Partners involved, in total. They represented places 
like Brussels, Austria, Italy, and Finland. The Red Cross and the EU were the major 
financial backrest.”  

RQ2:40 D#2 - " the conceptual part and the idea of actually turning the project into an interactive 
journal, was a big sell to the IFRC.  They had never thought of presenting information like 
this."  

RQ2:50 D#3 - "Modularity I think is a very important design consideration.  We all have design, 
visual design thinking. So when we’re coding we’re not just coding we’re thinking, is this 
going to work?”  

Table 1.11 RQ3: What design methods, (e.g., flow charts, maps, illustrations, or 
pictograms, etc.) (if any), do designers use when creating ARGs in order 
to support fan contributions? 

RQ3 (Tools) 
Code Excerpt  
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RQ3:10  D#2 -  "Base camp was a huge help. Our personal calendar, keeping notes and agendas, 
files. And then with Base Camp, comes goggle?? spread sheets which are amazing 
creating ?? where it describes the rough overview story types and categories" Reference to 
Base Camp (https://basecamp.com) 

RQ3:20 D#2 -  "The writer and I assemble our stories in a private blog. One of the first stories we did 
was a story that she wrote on Peru and we already had an idea in story form, 300 words at 
most, x amounts of photographs, so they can be assembled on Wordpress and we can see 
the words in conjunction with the photographs. Not really close to how they finally appear 
but this could be distributed for review to the Red Cross and the EU." 

RQ3:30 D#4 - “a code sketch is the first thing we share with the person that we’re working with. And, 
so it’s all part of this process, a jargon highly accurate what that means is that you favor 
prototyping over mock-ups and you favor this ?? word process rather than regular word 
process”. 

RQ3:40 D#2 - “The benefits of CS is that the team can gradually build a design that is approved by 
the partners. D#3 - “this process allows for more frequent check-ins with the people you’re 
working with. In the case of the Resilience project, they see how things are developing right 
from the beginning”.  

RQ3:50 D#2 -  “content was mostly consumed via mobile”   
RQ3:60 So, the visuals had to be sort of big, simple, and kind of like monolithic in a way and also 

conducive to that (motions hand swiping to the left) or like that (motions finger tapping). So 
that’s how we had the idea descending and swipe-able content, and single page everything 
fitting in to one piece of real estate and any sort of interface so that big and chunky for fat 
fingers on a small space.” 

Canonical Trajectory Instances 

Based on D#1’s interview transcripts, the Case A website crawl report, 

connections to social media networks and design artifacts I created a model of ARG’s 

canonical trajectory. In Table 1.12 I list Case A canonical trajectory instances (CTI).  

Table 1.12 Canonical Trajectory Instances (CTI) 

Code Excerpt  
CTI:01 Screenshot of Day 10.  Each story, referred to physical sites around the world.   As fans 

read through the story, they learn that because of the growing number of tankers and cargo 
ships passing through the Panama Canal, the Atrato River and the people in the video may 
be replaced by one of the world’s busiest shipping lanes. 

CTI:02 Screenshot of Day 12.  Demonstrates the link to the Take Action feature on the top-right 
corner of each page.  

CTI:03 Screenshot of “Volunteers: Take Action.”  The website explained, “You can make a 
difference! Each Red Cross National Society works with and through its volunteers in a 
variety of service areas, depending on the needs of their communities. There's a National 
Society near you.” The Case B web site invited fans to post stories that exemplified 
resilience to Tagboard, Twitter, Tumblr, and Facebook.   
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CTI:04 
Screenshot of IFRC Facebook page. Other links to social networks 

led fans to local IFRC member Facebook pages.  For example, designers 

introduced the launch of the journal through Twitter using the IFRC’s 

account referencing the journal’s Twitter hash tag #myDRJ.   

CTI:05 Screenshot of the #BePrepared announcement from THW OV Plaffenhofen posted to 
Twitter.   The design team organized a Tweet-a-thon following these instructions, “Disaster 
happens Quickly: Are you Prepared? 1. Write a list of 3 things you need to be disaster 
prepared, 2. Share a selfie with your list to #myDRJ #BePrepared, and 3. Nominate 3 
friends to be disaster prepared!” 

CTI:06 Screenshot of #BePrepared Twitter Post.  This illustration demonstrates the #BePrepared 
campaign by providing a screenshot of the game page in English and a detail of a Twitter 
post by fans in Croce Rossa Viterbo, Italy  

CTI:07 Screenshot of Day 32 and report from Patrick Meier.  D#2 used various strategies to 
connect the game narrative to plot points (directives) that allowed people to comment, post, 
and take action.  Meier shared his thoughts on the value of social media networks and 
disaster resilience. 

Other Design Artifacts Reviewed 

Table 1.13 chronicles the release date of each story with a description with reference to 

depth and online interactivity type. 

Table 1.13 Case B Canonical Trajectory Data 

Trajectory Type  

Date  Description Reference 
09/22/14 Introduction to the Disaster Resilience Journal.   Internal 7-page  

09/23/14 Demonstrates how people in the Philippines are preparing for 
typhoons and super-storms. 

Internal 14-page  
* Hidden text boxes  

09/24/14 Provides a statistical analysis on a global scale of the countries 
most effected by climate change, GDP per Capita, and Gender 
Inequality. 

Internal 1-page 
(Interactive Map)  

09/25/14 Readers learn how Solomon Islanders use old methods of farming 
to how with new problems effecting farming.  

Internal 10-page 
*Hidden text boxes 

09/26/14 An introduction of how women play a vital role in disaster 
preparedness and post-crisis situations. There are 3 Internal links: 
Francisca in Peru - http://www.disaster-
resilience.com/#/en/en/day/41 
Fitha in Haiti -http://www.disaster-resilience.com/#/en/en/day/29 
Ameena in Pakistan http://www.disaster-

Internal 17-page  
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resilience.com/#/en/en/day/33 
09/27/14 The screen allows the fan to wash away the grayness around the 

images, to reveal a more vibrant second layer by moving the 
mouse. 

(Interactive screen) * 
5-different states. 

09/28/14 Demonstrates how Africa is becoming urbanised at a fast pace, 
especially south of the Sahara. 

Internal 6-page  

09/29/14 The United Nations promotes awareness about the rising costs of 
climate change.   

Internal 7-page  

09/30/14 (Micro-game) This quiz is designed to test what you might know 
about first aid. There are 5-question. 

Internal * Quiz 
elements 

10/01/14  This story promotes awareness of the flooding and poverty 
situations in the Atrato River area of Colombia. 

Internal 15-page  

10/02/14  This story explains why the Red Cross and Red Crescent Climate 
Centre are using games to educate, assess and prepare 
individuals.  

Internal 11- page  

10/03/14  Demonstrates the social and economic costs of disasters globally 
over 20-years.  

Internal (Micro-game) 
* Interactive objects 

10/04/14  Fans click and tap on 12-regions highlighted in order to stop the 
disaster. 

(Interactive Map) * 
Moving graphics 

10/05/14   This story introduces how Islanders in the Bay of Bengal, 
Paraguay, Georgia  & Armenia are preparing for cyclones and 
floods.  

Internal 9-page 
 

10/07/14  Demonstrates how to build a hurricane-proof house. The designers 
used a 13-minute instructional video. 

Internal 7-page  

10/08/14  Demonstrates how to live with or around an active volcano in 
Dominica. 

Internal 16-page  
*Hidden text  

10/09/14  Demonstrates how Vietnam’s east-facing coastline inhabitants 
have rebuilt the mangrove forests to protect coastal development. 

Internal 7-page  

10/10/14  Demonstrates how people are managing flooding in the Balkans Internal 15-page  
* Hidden text  

10/11/14  Demonstrates how important it is to have a communication 
network in place so that communities can share important life 
saving information. 

Internal 9-page  
* Hidden text  

10/12/14  Get a kit make a plan 'Be Informed'. (Micro-game) 
Internal 7-page 

10/13/14  Demonstrates how challenges of food security effects people living 
in Mauritania 

Internal 9-page 
* Hidden text  

10/14/14  Introduces the 2014 International Day for Disaster Risk Reduction 
theme focused on “the world’s ageing population”. 

Internal 10-page 

10/15/14  How to build better homes in the Philippines that are more weather 
resilient. 

Internal 7-page 
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10/16/14  Demonstrates Global Handwashing Day and the 5 things to 
remember 'wet, lather, scrub, rinse and dry' hands to prevent the 
spread of disease. 

Internal 9-page 
* Hidden text  

10/17/14  Investigates how ‘cultural’ effects our worldview and the way 
people manage disaster and public safety.  

Internal 12-page 

10/18/14  Demonstrates the impacts on 40 families in Ebinat, Ethiopia who 
receive 5 goats. 

Internal 10-page 

10/19/14  Tells us about the child mortality rate in Burkina Faso a country in 
Africa. 

Internal 15-page 
* Hidden text  

10/20/14  Demonstrates the social inequalities between the Sudan and 
Austria.  

Internal (Comparative 
Graph) 7-page 

10/21/14  Demonstrates the effects of the Haitian earthquake and life in the 
Annexe de la Mairie shelter. 

Internal 10-page  
* Hidden text  

10/22/14  Demonstrates disaster preparedness measures and early warning 
systems that have been implemented for cyclone shelters. 

Internal 7-page 
* Hidden text  

10/23/14  The story introduces how Rwanda farmers are using old 
technology to build traced mountainside farms. 

Internal 11-page  
* Hidden text  

10/24/14  Explores the use of online resources as a tool for building social 
bonds within community. 

Internal 8-page 
* Hidden text  

10/25/14   This story describes the needs of a community after a flood in 
Pakistan. 

Internal 10-page 

10/26/14  This game is designed to test how fast you could pack if waters 
were quickly flooding house.  Fans are give a score out of 12 and 
the option to play again. 

Internal (Micro-game) 
* interactive objects 

10/27/14  This information introduces the life of some Red Cross volunteer 
and work they do. 

Internal 9-page 

10/28/14  This information introduces the history of ‘First Aid’ as an act of 
humanity. 

Internal 9-page  

10/29/14  Demonstrates the need to assist people with disabilities when a 
disaster occurs.  Thus, it is necessary for community-driven 
mapping and planning initiatives. 

Internal 13-page 
* Hidden text  

10/30/14  Demonstrates how street performance can teach people about life-
saving information to survive a disaster. 

Internal 11-page 

10/31/14  This is a micro-game to explore the investment of 10 beans to 
possibilities and related outcomes. 

Internal (Micro-game) 
* Quiz elements 

11/01/14  Demonstrated about the challenges of waterproofing in urban 
Manila, Philippines 

Internal 8-page  

11/02/14  Demonstrates the resilience of San Jacinto residents in dealing 
with the river flooding in Loreto, Peru. 

20-page  
* links back to the 
beginning 
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Table 1.14 Case B Social Media 

Story Development 
Title URL Description  
 #myDRJ https://twitter.com/hashtag/m

drj 
Twitter  

Disaster Resilience 
Journal 

http://disasterjournal.tumblr.c
om/ 

Have you survived a disaster? Were you 
prepared? Tell us your story. 
The Disaster Resilience Journal brings you 
stories of resilient individuals and communities 
around the world. 

Take Action 
Title URL Description  
 http://www.redcross.org.ph/,  The National Red Cross 
IFRC http://www.ifrc.org/  
ECHO http://ec.europa.eu/  
Austrian http://www.roteskreuz.at/  
Spanish http://www.cruzroja.es/ Regional Red Cross Society 
Peruvian  http://www.cruzroja.org.pe/ Regional Red Cross Society 
German  http://www.drk.de/ Regional Red Cross Society 
Danish https://www.rodekors.dk/ Regional Red Cross Society 
Pakistan http://www.prcs.org.pk/ Regional Red Cross Society 
Netherlands  http://www.rodekruis.nl/ Regional Red Cross Society 
Vietnam http://www.redcross.org.vn/ Regional Red Cross Society 
Belgian http://www.croix-rouge.be/ Regional Red Cross Society 
Italian  http://www.cri.it/ Regional Red Cross Society 
Rwandan  http://rwandaredcross.org/ Regional Red Cross Society 
British http://www.redcross.org.uk/ Regional Red Cross Society 
Bay of Bengal http://www.bdrcs.org/British  Regional Red Cross Society 
Haitian http://www.croixrouge.ht/ Regional Red Cross Society 
French http://www.croix-rouge.fr/  Regional Red Cross Society 
Burkinabé  http://www.croixrougebf.org/  
The Netherlands  http://www.rodekruis.nl/  
Colombian http://www.cruzrojacolombia

na.org/ 
 

Finnish https://www.punainenristi.fi/  
Sudanese http://srcs.sd/ar/english/en/  
Nepal Risk Reduction 
Consortium  

http://un.org.np/coordination
mechanism/nrrc 

 

Wetlands International  http://www.wetlands.org/  
iRevolution (blog)  http://irevolution.net/  
 http://www.qcri.com/ Qatar Computing Research Institute  
HelpAge International  http://www.helpage.org/what-

we-do/climate-change/ 
 

Disseminate Audio 
Title URL Description  
YouTube youtu.be/6N3qmYNLHqk  
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 youtu.be/ulF59pXswL8  
 youtu.be/ewIdVpLKnag 

 
 

 https://youtu.be/aEi3441-
mbA 
 

 

iTunes https://itunes.apple.com/us/a
pp/riskien-
keskella/id863020816 

 

 http://hdr.undp.org/en/statisti
cs/gii 

 

 http://index.gain.org/ranking,   
Soundcloud  soundcloud.com/ifrc/earthqu

ake-bone-shaking-
deep#t=1:02,  

 

Table 1.15 Case B Crawl Report  

Trajectory Type 
Summary # URI Percent Total URI Description 
Total URI Encountered 8 100.00% 8 Encountered 
Total blocked by robots.txt 0 0.00% 8 Encountered 
Total URI Crawled 8 100.00% 8 Crawled 
Total Internal URI 4 50.00% 8 Crawled 
Total External URI 4 50.00% 8 Crawled 
Internal     
All 4 100.00% 4 Internal URI 
HTML 1 25.00% 4 Internal URI 
JavaScript 2 50.00% 4 Internal URI 
CSS 1 25.00% 4 Internal URI 
Images 0 0.00% 4 Internal URI 
PDF 0 0.00% 4 Internal URI 
Flash 0 0.00% 4 Internal URI 
Other 0 0.00% 4 Internal URI 
External     
All 4 100.00% 4 External URI 
HTML 1 25.00% 4 External URI 
JavaScript 1 25.00% 4 External URI 
CSS 1 25.00% 4 External URI 
Images 0 0.00% 4 External URI 
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PDF 0 0.00% 4 External URI 
Flash 0 0.00% 4 External URI 
Other 9 11.69% 77 External URI 
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Appendix E. Techno Medicine Wheel Case Analysis 

Transcript Database 

Table 1.16  RQ: What are the design considerations alternate reality game designers 
have when designing open-narrative structures that invite fan 
contributions about social change?  

RQ (Background) 
Code Excerpt  
RQ:10 D#5 - “I’m a freelance game designer, writer, and researcher (specializing in design 

research and play testing)”.   
RQ:20 D#5 - “I work almost exclusively on games with Indigenous partners and at the centre of my 

work I seek to encourage health and wellbeing.” 
RQ:30 D#5 - “I design games based on the best possible scenario for each community.” 
RQ:40 In terms of her role as a designer D5 stated, “I contributed to Techno Medicine Wheel as 

the designer, writer, and researcher who implemented the prototype and play testing”.   
RQ:50 D#6 -"I describe myself as an interactive media artist. Ah, I also describe myself as a 

traditionally trained ethnobotanist." 
RQ:60 D#6 - "I'm more into the technical parts of how to build these things, and I'm starting to 

come out of my shell After I designed the book, The Squamish People of the Sunset Coast, 
I said to myself  'okay, okay. I can design things.' Like, to me, I always kind of put designers 
on a big pedestal.  I've grown up watching so many masters, I'm afraid to kind of go up that 
level, because I don't have the training they have.  

RQ:70 D#5 “Our platform connected the website, gardens and public spaces in Vancouver, British 
Columbia.” 

RQ:90 D#6 - I've come from humble teachers and always felt I had to get to a bigger, a higher level 
of things of, like, mostly visually, art, artistically speaking, until I realized, it's all one and the 
same. And ah, and I think that's a hard thing. Because we're, when we think about art in a 
modern context, everybody puts everybody in categories. But, you know, that's only good 
for helping us to lay out a site or lay out a game environment or an interactive piece. But 
when it comes to what we all do as a team, it's all significant. We're on the same level and 
we need to be kinder to ourselves in how we see our roles. 

RQ:100 D#5 - “We are going above and beyond our human nature, and letting nature speak to us, 
and we're inspired to, to participate in ceremonial activism through what we see going on 
around us in the (natural world) and the devastating effects of what humanity has done to 
the earth. So, (inaudible) that term comes from, it, to me, it reflects anything that anybody 
does, from every walk of life, that ah, it's like, we all have a Zen message, from the natural 
world and we, how we react to it, if we react to it by getting on the street and singing a song, 
ah, doing a flash mob, and bringing attention to what's going on, we're using media as a 
culture, to save ah, save the earth and to recognize our own humanity and to find our own 
ceremony within. So there you go.” 

RQ:101 D#6 - “concepts of geocaching, where we put something on the land, and we use our smart 
devices to create a GPS code. Then we take that GPS code, and mark it, digitally, on, like, 
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create an interactive map.”  

Table 1.17 RQ1:  How do ARG designers interpret fan contributions (e.g., geographic 
connections to place, images, texts, and videos) in relationship to other 
game elements)? 

RQ1  (Production) 
Code Excerpt  
RQ2:10  D#5 - “There were approximately four people on the production team.  The producer, I was 

the designer, writer and researcher, there was the project manager and most importantly 
the artist’s knowledge we based the game on”.  
 

RQ2:20 D#5 - “all of the medicinal knowledge (game content) came from the teachings of 
T’Uty’Tanat-Cease Wyss, which I am still very grateful for”.  D5 said, “Wyss’s life experience 
and her openness to adapt her vision of Techno Medicine Wheel was how the Case C 
adopted it’s aboriginal values of physical and spiritual wellness, food and medicine, and 
ways to integrate technology and the natural environment.” 
 

RQ2:30 D#5 -“ T'Uty'Tanat-Cease Wyss is from the Squamish village of Ela7an, in North 
Vancouver. She has been creating Media Art for close to fifteen years, and has dedicated 
many years to Outreach Training with many communities throughout BC. She currently 
resides in the village of Sunaq', with her daughter Senaqwila, who is an art student entering 
Windermere High School’s Athena Arts program. 

RQ2:40 D#5 - “We didn’t thoroughly document the live gatherings. We could have taken more video 
footage and kept track of the gameplay experience much better”.   

RQ2:50 D#6 - “So then, I talk about Techno Medical Wheel being a place we can all, I said, 'Instead 
of putting rocks on the soil, ah, or painting a rock with red earth, we are using the web as 
our tool, using ancient philosophies to do this in a modern sense.' 

RQ2:60 D#6 – “I almost walked away from the arts, because it was just so scary. And I honestly 
attribute the, you know the use of digital media and interactive media this way, of keeping 
me grounded and having its own healing powers and I thought, 'How interesting that I've 
come up with this idea of a medicine wheel, and that it's this digital medicine wheel” 

Table 1.18 RQ2:  How do fan contributions shape the designer(s) decisions, (if any), 
about the overall trajectory and/or narrative structure of the game? 

RQ2 (Fan Contributions) 
Code Excerpt  
RQ1:10 D#5 -“although not by the same name, the game continues to live on in other forms of 

ongoing iterations and the work is better archived  
RQ1:20 D#5 - "Making a connection to all living things is the objective. We also made offerings to 

Little People, understanding them not as myth but as real." 
RQ1:30 D#5 - "Alternate reality does not necessarily mean the experience is not real.  By having the 

game take place on land, as well as, social media, people walked spaces and connected 
with stories about where water original ran in rivers in Vancouver, British Columbia before 
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the process of colonization and ongoing urbanization." 
RQ1:40 D#6 – “So again, seeing that we didn't want to just put things on the land, although we 

consistently came up with the image of little people, and of what would be a cultural, ah, a 
cultural tool we could use that people could put on to the land. And so we thought about 
little, little people and ah, and little people are in many people's cultures. So the concept of 
little people, and what that means, and then I started talking about paddles, these wooden 
paddles, that the Coast Salish people put on their regalia, but they also make paddles and 
write things on there, of a significant event or different things. So, I started using, in my 
geocache box that I created, there, plus the photos that I later developed, I went, I was 
going to Bon's on Broadway, because it was the only place I could buy these little dolls, that 
were homey dolls and it was the closest thing to indigenous people I could find that were in 
a doll form. And they were tiny. They're like, this, this big.” 
 

RQ1:50 D#5 - “I started off as a game journalist, made connections to land gigs as a game writer as 
I was finishing up a Masters in Writing at Portland State University.  I then went on to design 
via my own game mods and work as a Research Assistant for Aboriginal Territories in 
Cyberspace at Concordia University and the Aboriginal Media Lab in partnership with the 
University of British Columbia and Simon Fraser University.  

RQ1:60 D#6 – “Then, several years later, Idle No More comes out, as a result of the resources 
extraction going on across the country, and then people, what did they do? It was a natural 
thing, they picked up their drums and started singing. They started singing ceremony songs. 
So they were actively practicing their culture, in a ceremonial way, to take back the land. 
And they truly believed that this was their duty. They needed to get out, play these songs 
and because the drum of the heartbeat of the nation.”  

Table 1.19 RQ3: What design methods, (e.g., flow charts, maps, illustrations, or 
pictograms, etc.) (if any), do designers use when creating ARGs in order 
to support fan contributions?  

RQ3 (Tools) 
Code Excerpt  
RQ3:10  D#5 - “There were many discussions and mostly talking circles—a process emphasizing 

listening fully and giving each person an opportunity to speak individually”.   
RQ3:20 D#5 -“We went through several iterations of the design concept“ before the tem had a 

starting point.  The goal was to emphasize the real-world events and to support the 
teachings of D#6.”  

RQ3:30 “Word documents and email follow-up to in-person meetings” 
RQ3:40 D#6 - “we occasionally used Facebook, at the time in the development of Techno Medicine 

Wheel, because it was much more direct way to involve people on a real world-level”  
RQ3: 50 D#5 “It was my first experience designing and running an Alternate Reality Game, so it was 

a good learning experience. Since, Cease Wyss has continued the game in another form 
through Arts in Parks using QR codes” 

RQ3:70 D#6 - “creating, we even used the terms 'caches' and that we're, so we didn't, I think we 
actually used the term 'geocache', that we need to create a cache, that could be either just 
a GPS site or it could be a box. And we conceived the idea we needed a pencil, an eraser, 
a pencil sharper, and a book, and that we'd put something in there, but if somebody wanted 
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to take it, they needed to put something back. So we were trying to encourage reciprocity”  
RQ3:70 D#5 - “Originally, the game was going to be a video game, but we wanted to reach people 

and have the ability to genuinely connect people with knowledge about medicinal plants.” 

Canonical Trajectory Instances 

Based on D#1’s interview transcripts, the Case A website crawl report, 

connections to social media networks and design artifacts I created a model of ARG’s 

canonical trajectory. In Table 1.20 I list Case A canonical trajectory instances (CTI).  

Table 1.20 Canonical Trajectory Instances (CTI) 

Code Instances 
CTI: 01 Photographs of Yarrow plant provided by D#5.  From the start, fans were asked to 

imagine what if they could “heal” themselves through traditional medicines.  
CTI:02 Photographs of the Geocache with Dried Stinging Nettle, 2013. A second iteration of the 

game, Cultural Crossings (2010), was exhibited at the Alternator artist-run centre in 
Kelowna, BC.  D#6 used QR tags and location-based technology to help fans find 
medicinal herbs.   

CTI:03 Photographs of D#6 conducting the teachings about the Little People. I think it is 
important to note that “teachings” is a shared knowledge on how to act from a spiritual 
foundation viewpoint closely tied to the Coastal Salish traditions. 

CTI:04 Photograph of Game tracker. Designers used a  medicine wheel made of rocks and 
plants to mark the progression of time in the game. 

CTI:05 Screenshot is a Facebook post inviting fans to take part in a Interactive Medicine Walk 
were they can learn about Indigenous plants D#6 in the form of a webinar. 

 

Other Design Artifacts Reviewed 

Table 1.21 Case C Canonical Trajectory Data 

Trajectory Type 
Date  Description Reference 
2008 Techno Medicine Wheel launches as an alternate reality game.  

This ARG was designed by D#5 and inspired by D#6.   Produced 
by the Aboriginal Media Lab, at Simon Fraser University in 2008. 

www.technomedicine
wheel.org/ 

1st Level Little People send the first message.  Online 
 Prompted to be involved in self-improvement and community 

development through directives. 
Physical location 

 Awarded with small wooden paddles for playing the game.  . Physical location 
2nd Level Little People send the second message.  Online 
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Table 1.22  Case C Social Media  

Online Teachings 
Title URL Description  
Uts'am Witness 
Project 

https://en.wikipedia.org/wiki/
Uts%27am_Witness_Project 

 

Squamish People of 
the Sunset Coast 
(book), 2005 
 

http://www.amazon.ca/gp/off
er-
listing/1412076439/ref=olp_t
ab_used?ie=UTF8&condition
=used&qid=1335368250&sr=
1-1 

Squamish People of the Sunset Coast is a 
book written by  Barbara Wyss, edited by  
Senaqwila U'Alani Ku'Uipo Nihu Wyss and 
illustrated by T'uy Tanat Cease Wyss in Trafford, 
Victoria, BC, Canada in 2005. 

Indigenous Plant Diva 
(documentary film), 
2008 

http://www.cultureunplugged.
com/play/2819/Indigenous-
Plant-Diva 

Indigenous Plant Diva is a documentary film that 
captures some of the teachings of T'uy Tanat 
Cease Wyss.  The film was director by Kamala 
Todd and produced by Selwyn Jacob, at the 
National Film Board of Canada in 2008. 

Techno Medicine 
Wheel, (alternate 
reality game), 2008 

http://www.abtec.org/blog/?p
=436 

Techno Medicine Wheel was an Indigenous ARG 
designed by Elizabeth LaPensée and inspired by 
T'uy Tanat Cease Wyss teachings of the Little 
People. Produced by the Aboriginal Media Lab, 
at Simon Fraser University in 2008. 

Urban Gardening, 
Cease Wyss, 
Down2Earth 3.2 
(video), 2010 

https://www.youtube.com/wat
ch?v=bYuCwIHZTnk 

Urban Gardening with Cease Wyss was a 
Down2Earth environmental series that was 
broadcasted on Canada's Aboriginal Peoples 
Television Network in 2010.  

Cease Wyss: Idle? 
Know More! Idle No 
More, (video), 2013 

https://www.youtube.com/wat
ch?v=vl4UEvMd08E 

Idle? Know More! Idle No More, is a video that 
documents Cease Wyss’s thoughts on 
indigenous peoples rights to hunt, gather, and 
fish in their traditional territories, 2013 

Cultural Crossings, 
(Location Based 
Game), 2013 

https://web.archive.org/web/2
0130323115104/http://history
ofthefuture.ca/ 

Cultural Crossings, was a LBG was produced for 
the History of the Future exhibition at the 
Alternator artist-run centre in Kelowna, BC, 
Canada. This is the second iteration of the 
Techno Medicine Wheel game using GPS 

 Prompted to be involved in self-improvement and community 
development through Random Acts. 

Physical location 

 Awarded with medicinal herbs for continuing to the next level  Physical location 
3rd Level Little People send the second message.  Online 
 Prompted to be involved in self-improvement and community 

development through Random Acts. 
Physical location 

 Awarded a young tree for completing the game. Physical location 
 The GIS location each trees is displayed online as a final 

outcome of the game.  Each player is also tasked with the 
responsibility of sharing the teachings.  

Online and Physical 
locations. 
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coordinates to find geocaches, 2013 
Cease Wyss, 
T’Uy’Tanat for Park 
Board, (Political), 
2014 

https://www.facebook.com/T
uytanat-Cease-Wyss-for-
Park-Board-Commissioner-
365604090269885/info/?tab=
page_info  

Public Figure is a Facebook page that invites 
people to vote for T'uy'tanat Cease Wyss for 
Vancouver Park Board Commissioner in 2014. 
 

Cease Wyss, 
T’Uy’Tanat, (Political), 
2014 

http://www.votecope.ca/park-
board/#ceasewyss 

T'uy'tanat Cease Wyss, COPE political platform 
introduces the her vision as a Vancouver Park 
Board Commissioner which included addressing 
the unique needs of indigenous people. 

Indigenous Plant 
Diva, (Blog and 
Teachings), 2014 

https://indigenousplantdiva.w
ordpress.com/ 

T’Uty’Tanat-Cease Wyss person notes about 
being an inter disciplinary media artist working on 
inter-active gaming as well as being highly 
involved in food security and wetlands restoration 
projects.  

Academic Papers Reference 
Moore, L. P. (2015). Improvisatory city performance and relational art: Vancouver, Crawling, Weeping, 
Betting. 
Dowell, K. L. (2013). Sovereign screens: Aboriginal media on the Canadian west coast. U of Nebraska 
Press. 
Meza-Wilson, A. (2012). Educational projects for decolonization: anti-authoritarian allyship and resistance 
education in the Americas. 
Moulder, V., Boschman, L., & Wakkary, R. (2011, May). The talking poles public art based in social design. 
In CHI'11 Extended Abstracts on Human Factors in Computing Systems (pp. 201-209). ACM. 
Weiler, A. M., Ng, K., Canavan, M., & Leung, A. (2010). Developing food system outreach at Sprouts. UBC 
Social Ecological Economic Development Studies (SEEDS) Student Reports.  

 



 

187 

Appendix F. NPO Guidelines 

Visualizing Social Networks 

Web resources to visualize your social networks.  Instructions on how you can 

apply each of these programs to create visualizations can be found in Appendix B. 

Frog SEO Spider (http://www.screamingfrog.co.uk) The Screaming Frog SEO Spider is 
a small desktop program you can install locally on your PC, Mac or Linux 
machine which spiders websites’ links, images, CSS, script and apps from an 
SEO perspective. It fetches key onsite elements for SEO, presents them in tabs 
by type and allows you to filter for common SEO issues, or slice and dice the 
data how you see fit by exporting into Excel. You can view, analyse and filter the 
crawl data as it’s gathered and updated continuously in the program’s user 
interface. 

OpenRefine (http://openrefine.org/] for managing the data). 

Gephi - The Open Graph Viz Platform (https://gephi.org) Gephi is an interactive 
visualization and exploration platform for all kinds of networks and complex 
systems, dynamic and hierarchical graphs. 

Tableau Software (http://www.tableau.com) Tableau Software helps people see and 
understand data. Tableau helps anyone quickly analyze, visualize and share 
information.  

 

Available Social Web Resources 

Social web resource platform for people to post or archive images, film and 

video.  

Wikimedia Commons (https://commons.wikimedia.org/) is part of the non-profit, 
multilingual, free-content Wikimedia family. 

Prelinger Archives (https://archive.org/) was founded in 1983 by Rick Prelinger in New 
York City. Over the next twenty years, it grew into a collection of over 60,000 
"ephemeral" (advertising, educational, industrial, and amateur) films.  

Creative Commons (https://creativecommons.org/) licenses provide a flexible range of 
protections and freedoms for authors, artists, and educators. 
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Wikiresearch (https://meta.wikimedia.org/wiki/Wikiresearch) is meant to be scientific 
research with Wikis and inside of Wikimedia. Several ideas and aspects have 
been proposed under several names. There is also the idea of a Wiki University 
"Wikiversity" containing both research and education. Wikiresearch is also the 
title of a Wikibooks project that started at the Oekonux Wiki. 

Recommended Reading 

Books that have influenced the design of grassroots awareness campaigns and 
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problems.html?_r=1. 

Boyd, A., & Mitchell, D. O. (Eds.). (2013). Beautiful Trouble: A Toolbox For 
Revolution (Pocket Edition). Or Books.  

Coleman,  Rebecca (2014) Getting Started with Social Media for Artists and Arts 
Organizations: A workbook for creating a marketing plan using social media 

DiSalvo, Carl, 2012. Adversarial Design. MIT Press. 
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Solutionism. PublicAffairs. 
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799-824. 
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