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ABSTRACT

13

In Place: An Annotated Geography, I explore how we can use narrative in 
dynamic media to augment our experiences of physical spaces. In the  
development of my thesis, I've struggled with how technology has isolated  
us from one another. GPS and mobile technologies allow us to stay  
connected and oriented in space. However, too often they compromise  
our awareness of where we are. 

Through case studies, I concentrate on site-specific projects and loca-
tion-based media to create interactive experiences with our geographical 
environment. I consider how we define, document and experience a ‘place’ 
through psychogeography, mapping in the digital age, and narrative.  While 
we define a place as individuals through our interactions in a place, they are  
also shaped by the stories we are exposed to. Narrative is our interface to  
a place.
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IN THE BEGINNING THE IMPRESSIONS WE CARRY OF THE HOUSE WE GREW UP IN AND THE 
PLACES WHERE WE PLAYED AS CHILDREN ARE MORE IMPORTANT THAN 
ANY MATHEMATICAL MEASUREMENTS OF THEM.
PETER TURCHI
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A common thread in my work over the years has been creating stories tied 
to specific places. I began writing in New York in 2004 while taking a class 
at the New School called Alternatives to Screenwriting. I was introduced 
to organic ways of collecting data; how to eavesdrop and really listen to 
dialogue and to collect poetic moments on a walk. These led to my interests 
in psychogeography –“the study of the precise laws and specific effects of  
the geographical environment, consciously organized or not, on the  
emotions and behavior of individuals.” And the dérive (translated as drift) 

– “an attempt at analysis of the totality of everyday life, through the passive 
movement through space.” (Debord 55). 

Over the next six years I explored multiple mediums including photog-
raphy, filmmaking and most recently computer programming and interaction 
design. I lived and traveled throughout Asia, Europe and South America and 
found that I had a particular penchant for observing communities in their 
rituals and routines. This is where I could find culture at its core and uncover 
intriguing stories about people and places. While living in Cambodia in 2006, 
I photographed a one-month walk for peace in rural Cambodia called the 

Dhammayietra with three hundred Khmer monks and nuns. This was the first 
time I discovered that it was imperative to get close to your subjects in order 
to make compelling images, which in turn would create a fascinating story. 
I slept outdoors in a hammock tied between palm trees, bathed and prayed 
at four o’clock in the morning and walked for hours with the monks and 
observed their daily encounters with the Khmer people through the villages. 
As an amateur chef, I paid particular attention to culinary rituals. While food 
and travel do seem to go hand and hand, there is also a beautiful emerging 
pattern of life and stories that revolve around the gathering, preparation, 
and enjoyment of food; fertile ground for a true understanding of a place. 
The rituals of cooking and eating are a story in itself— an access point to a 
culture. Capturing these moments through writing and photography were 
my initial approaches to describe the feeling of a place. As I explored the 
possibilities of interaction design, I saw an opportunity for an augmented 
experience of a place using the digital medium by creating location-based 
stories—an augmented reality. 

One of the personal revelations I had in the development of my thesis was 

AN INTRODUCTION

Chicken Coop. Athens, Georgia. 2004.
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that I have had a lifetime of being lost and have been trying to find my way 
back home. Through this journey I’ve been developing different perspec-
tives on what a home could be. My family moved around quite often as I 
was growing up. I continued a nomadic existence in my adult age and lived 
in a number of places in my twenties including at least ten apartments in 
New York City, Cambodia, France, Chile, California, New Mexico, Cape 
Cod, and finally Boston to continue studying. While I have the intention of 
someday settling, there has always been a desire to keep things new in my 
life. However, now I don’t think it’s always necessary to go around the world 
to feel something new. Even our everyday routines are new each time we 
perform them.

Home is our first experience of a place. It is in the middle of our cogni-
tive maps. Whichever spaces begin to become familiar are the roads that 
lead us away from home but also get us back to home. Place is an emotional 
connection we have to people and things in a space. They make up, gener-
ally, the emotional content with which we are attached. Home really is a 
variety of things. I could say that my mom is home, or my fiancée. They are a 
shelter in some respects. They inhabit a space where I have a deep emotional 
connection—a place that is comfortable and safe. As we explore unfamiliar 
territory, we rely on what we know as being familiar to make this new space 
feel, metaphorically, closer to home. We bring with us our own routines and 
rituals and recreate a familiar place. Life is a continuous journey of building 
memories. And places, as I understand them, rely on our past memories to 
exist. Otherwise, they are just unfamiliar spaces.

When I refer to space, I refer to the three-dimensional, navigable space 
where all things exist. We are able to move throughout spaces and remember 
where we are going, or were, through place cells in the hippocampus—a 
part of the brain responsible for memory and spatial navigation. Place cells 
create, through memories, a mental map of our surrounding environment. 
(Radiolab 11) We use these memories of a space to attach information. This 
type of spatial information, like the movement of the person in that space, is 
linear. The form with which we best understand this information is through 
narrative.

And then there is ‘place.’ But first a story…
As I sit from home in my favorite purple chair, I can write of my own 

fascination with maps and experiences of places and spaces. And it occurs to 
me that these two inseparable words, ‘place’ and ‘space,’ should be defined in 
order to help the reader understand the difference and, objectively, if there is 
any at all; if I the writer, imply distinction because of my own personal biases 
of place and life experiences. Having said that, I hope first to tell a short story, 
one that will paint a small portrait of the writer and to dispel any objections 
or doubts of the aforementioned distinctions.

Today is a Wednesday, not unlike any other Wednesday, where I can sit 
comfortably, again in the purple chair, at home with my fiancée in the other 
room quietly listening to talk radio, surely wearing a red fleece and slippers, 
and think of the places I’ll go today. My routines and rituals in and outside of 
the home are extensions of what I think of as home. My home, the physical 
place, exists in Cambridge. But it extends into the Japanese bakery in the 
Porter Exchange Mall, into the depths of Porter train station, onto the Red 
Line train—sometimes packed and others not—to Park Street station and 
onto the E Heath Street line and to my school on Huntington Avenue. If 

I need a coffee, I take a left off of the train, otherwise a right towards the 
Tower building where I attend classes four days out of seven.

This is the extent of my story of home. But I hope, however short it was, 
that it left a slight cartographic impression of how I might distinguish what 
my feeling of home and therefore ‘place’ is. ‘Place’ to me, is the extension 
of our experiences and memories that augments a ‘space.’ Yi-Fu Tuan, author 
of Space and Place, describes two physicists visiting the Kronberg Castle in 
Denmark. One remarks to the other:

Isn’t it strange how this castle changes as soon as one imagines that Hamlet 
lived here? As scientists we believe that a castle consists only of stones, and 
the way the architect put them together...None of this should be changed by 
the fact that Hamlet lived here, and yet it is changed completely. (Tuan 4)

Literature, and stories in general, augment our experiences of places. And 
when a story is tied specifically to a place, exemplified above, it makes the 

LEFT: One Way Home. China. 2007.
RIGHT: Teacher. Cambodia. 2007.
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experience, when one is actually there, reshape the meaning of what a space 
is or could be. Narratives need to have a setting for a reader or viewer to 
understand where the story is and, not just how, but where it is going. In a 
film or photographic essay, one of the first shots will be an establishing shot. 
That is, an image which gives us a wider view and establishes the scene. This 
provides the viewer with a context of the story—a cognitive map with which 
they can trace the story as it unfolds. Narrative is embedded within all of our 
experiences. Once we can put meaning back into a space we then can begin 
to define it as a place. 

MEDIA FORMS
Travel books are meant to inform the hesitant and intrepid alike. In fact, they 
probably aim somewhere in the middle with their information—‘make sure 
they know where they’re going but don’t give away the ending.’ Marshall 
McLuhan once said, “The city no longer exists, except as a cultural ghost for 
tourists...” I prefer not to believe this whether it’s true or not. I think stories, 
in any medium, are the life of a place. Stories have influenced me to travel 
and tell my own stories. They have inspired me to find places off the so-called 

‘beaten path’ and prompted—from very early on in my life—a nomadic 
existence. Some of these media forms, such as literature by Henry Miller or 
films by Woody Allen, have facilitated experiences I wouldn’t have ‘found’ 
otherwise and others have ignited interests in things I wouldn’t have even 
thought of doing. These other perspectives on life have challenged me to think 
differently. For example, Anthony Bourdain’s book, A Cook’s Tour, of all things, 
first inspired me to live in Cambodia. His insights on culture, travel, and of 
course food were something I could easily identify with...and so I left for 
Southeast Asia. I had the vague impression that the place I was going to was 
full of armed assailants and disturbingly hot and musty living conditions. His 
descriptions weren’t far from that. But that wasn’t the case at all. I found an 
engaging place and culture. It’s funny to think that this entire experience was 
all prompted by a book. I’ve had this happen before.

When I visited Russia in 2004, my journey began with a good friend giv-
ing me a stack of Russian literature. I decided to read the books in the places 
they occurred. I was able to visit all of the actual spaces in the fictional novel 
The Master and Margarita. 

Once upon an unusually hot hour of sunset in spring, two gentleman ap-

Students. Cambodia. 2007.

Students II. Cambodia. 2007.

FOLLOWING PAGES Blessing. Cambodia. 2007.  Glass. Thailand. 2006.





peared at Patriarch’s Pond in Moscow. The first sported a gray summer suit 
and was short, plump, and bald. He carried his respectable fedora in his hand, 
and black horn-rimmed spectacles of supernatural proportions adorned his 
clean-shaven face. (Bulgakov 7) 

The novels I read augmented each experience of a city I entered and 
I continued my trip in this fashion. This became a recurring theme in my 
travels.

Our experiences of a new place are shaped and augmented through 
media forms. But they change as we experience the actual places in reality. 
Places I have never been to are currently writing histories that are available 
on the Internet through images, videos, texts and sounds. I have to assume 
that these places exist even though I haven’t seen them before. If I go to Haiti, 
I bring with me the experience of having been exposed to the information I 
know about it. I know there was an earthquake recently and I have seen the 
photographs, heard the news on the radio, heard first-hand accounts of the 
damage et cetera. All of this visual and aural information has created a cogni-
tive space and transformed it into a shared place. When and if I go there, it all 
fades into my own personal history and I start rewriting the meaning of the 
place as I see it. The collective experience of everyone and everything I am 
connected to has shaped this place and now I can do the rest. The experience 
becomes my own but it is inseparable from the prior collective experience 
I’ve been exposed to.

How is it then that the experience of a being in a place can be augmented 
with the digital medium? Can it ever compete with a knowledgeable tour 
guide like the one who leads you through vast stretches of bucolic landscapes 
in far away countries on the back of a motorbike, stopping in villages that 
aren’t even located on your map, who describes, with the dedication and 
personal experience of a proud local, the careful extraction process of a 
pheromone from a giant water bug? There are objects to touch, questions to 
ask, people to interact with and exotic foods to taste.  The digital medium 
can enhance our experience of a place by inspiring us to interact, participate 
in and give back to the overall feeling and story of a place. Location-based 
media hopes to create an interaction between the user and their environ-
ment as they access digital content. As of now, location-based media relies on 
mobile devices with a tiny screen. Part of my frustration with the medium 

is in isolating individuals from their environment when they could be more 
connected to it. Mobile devices are certainly a growing part of this problem. 
My thesis hopes to explore, through case studies, how we can use narrative 
as a liminal experience to connect the physical and digital worlds with an ap-
propriate, intuitive interface as a companion to the experience.

24 IN THE BEGINNING ABOVE Chicken Coop. Athens, Georgia. 2004.  RIGHT Mustache. France. 2006.
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PLACE-BASED INTERACTIONS IT IS NOT DOWN ON ANY MAP: TRUE PLACES NEVER ARE.
HERMAN MELVILLE
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Mapping usually denotes a process of measuring spatial boundaries and 
topographic features of a space so we have an understanding of the place 
where we are. Maps, just as narrative, augment space. While maps intend to 
be objective they show historical information within every line that is drawn. 
You might say then that every line has a story. Maps which ignore typical con-
ventions, intentionally give us subjective information. These types of maps 
can increase our understanding of what makes a place important by showing 
us a subjective experience. 

Psychogeography was defined by Guy Debord and the Situationists 
International group in France in the early 1960’s. The term was used to refer 
to how the geographical landscape—with particular attention on the mod-
ernization of urban environments—affects the emotions and behaviors of 
an individual. The group came up with‘situations,’ such as the dérive (drift), 
to explore cities and deny the physical constraints that the built environ-
ment imposed on individuals. These concepts have inspired many artists 
and cartographers alike in redefining how we view space. For example, the 

neogeographers, who follow the psychogeography movement, are a group 
of open-source programmers who use geodata to interpret how people can 

“[use] geospatial technology out in the world, as well as in subjective and 
narrative uses of geodata.” (Warren 5) They began projects such as OpenLay-
ers and OpenStreetMaps that encourage the use of their open-source online 
maps for amateur cartographers.  

The transition of mapping our surroundings into digital media can be 
traced first with the rise of ubiquitous or pervasive computing (Global 
Positioning Systems, Geographical Information Systems, networked mobile 
devices), and locative-media. Locative-media and pervasive computing 
refer to “any number of mobile, networked and context-aware technologies, 
[which] involves the embedding of computational capacities in the objects 
and environments that surround us.” (Galloway 2) Locative-media, a per-
vasive form of a place-based interaction, combines both physical space with 
digital space. For example, using GPS to track a user at certain coordinates 
(latitude, longitude, and altitude) to access digital information such as audio, 

STORIES AND PLACE

On View. Brussels, Belguim. 2007.
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photographs and videos to annotate a persons journey through a space.  
A user becomes a part of the system as they decide when to trigger each 
event based on their movement.  

Projects such as Snapshots of Provence or The Whale Hunt, are examples 
of screen-based interactions that provide us with place-based information 
through images and sounds. Snapshots of Provence is a website with an interac-
tive image gallery on one side and a sound gallery on the other. A user can 
click on various parts of a map of Provence and see photographs, short films 
and listen to ambient sounds or conversations. Just like Google maps, we are 
able to interact with a map and experience ‘tagged’ photographs, videos, and 
sounds. The interface of Snapshots of Provence is aesthetically pleasing, though 
it lacks a narrative structure to provide a meaningful interaction with the 
content. In general, I feel that screen-based representations of places are a 
limited experience as it only allows a user to access information of a digital 
representation of an actual space. However, in the project The Whale Hunt, 
the creator, Jonathan Harris, creates a website that displays an interactive nar-

rative concept that allows a user to construct a story from the larger overall 
story. He begins by going to a whale hunting village in northern Alaska. He 
takes a photograph every five minutes from the beginning of his trip at the 
airport in New York, to the final day after the slaughter of two whales seven 
days later. He changes the photographic frequency of the shots at moments 
of high adrenaline (with the highest frequency of images at 37 per minute) to 
try and match his own heartbeat. As the images are displayed on a timeline 
they look as though we’re viewing an electrocardiograph machine. He uses 
this as a way for a user of the interface to navigate the story. A user then cre-
ates their own story using the main elements of narrative as filters — char-
acters, context, time, concepts and cadence (the adrenaline level). Images 
containing any of the metadata that the user selects, creates a modified and 
smaller arrangement that can be viewed as a slideshow.

While Snapshots of Provence and The Whale Hunt can give us visual and au-
ral information of a place, locative-media augments our experience while we 
are in a place. Many Locative-media projects were inspired by land and walk-

ing artists, such as Andy Goldsworthy and Richard Long, who have explored 
the natural environment and created ephemeral sculptures that convey their 
experience with the world. “The land is both idea and reality, both map and 
territory, both photographically-imaged and physically-experienced.” (The 
Scotsman 1) Just as maps and narrative shape our awareness of a place, walk-
ing in a space creates an experience as we become familiar with the territory 
and begin to give meaning to it—it becomes a place. Through movement we 
interact and through interaction we create experiences. Locative Art, such 
as GPS drawings, have become a popular form of place-based art. Jeremy 
Wood, in his project series,GPS Drawings, uses GPS data to generate lines 
and create drawings of figures and words. In one of his drawings, entitled The 
World’s Biggest IF, he draws the word ‘if’ where each letter reaches a length of 
70 miles long (the font size equivalent would be approximately 319,334,400 
points). 

Christian Nold, in his Emotion Maps series, created a ‘Bio Mapping device’ 
which used a Galvanic Skin Response sensor (used for lie-detectors) and a 

GPS to track a “wearer’s” emotions. As a participant moves with this device, 
the sensor information changes based on the ‘sweat-levels’ of the wearer. The 
Bio Mapping device resulted in a series of emotion maps with colors repre-
senting the different moods of the wearer.

GPS enabled mobile devices have become ubiquitous with the rise of 
smartphones and changed the way in which we interact with the geographi-
cal environment. The area is developing its own terminology and incorpo-
rates multiple, and seemingly disparate, fields of study such as my own: nar-
rative, geography, photography, sound, and film/video. It’s an exciting time 
to walk the streets. We can interact with the present place and access the 
existing stories of a place through physical navigation using location-based 
media. We are currently living in a liminal augmented space between both 
the digital and analog worlds. As William Gibson describes, “the digital has 
colonized the physical in large part…it’s not that the Internet is going away 
but it stopped being a separate realm that we can only access through one 
particular window…Is GPS cyberspace or physical space? It’s the cyberspace 

The Whale Hunt by Jonathan Harris.Snapshots of Provence by Thomas Duval and Tacteel. World’s Biggest IF by Jeremy Wood. San Francisco Emotion Map by Christian Nold.
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of physical space.” (On Point 10) Combining narrative content with location-
based media has been a prevalent form of storytelling since the advent of 
consumer GPS devices and pocket sized computers. Stefan Schemat coined 
the term “Geopoetics” which is described as “the interrelation of literary 
discourse and locative practices.” (Ricardo 102) Schemat, in his project 
entitled Wasser, created a narrative that is generated by the participant as 
they move through a site-specific sound installation and uses role-playing as 
a concept in the interaction. The participant moves throughout a designated 
outdoor space with a GPS and tries to uncover the story as they play the role 
of an investigator. As they walk, their coordinates trigger parts of the story 
through sound.

Another similar project is Itinerant by Teri Rueb. Itinerant is a site-specific 
sound installation that takes place in and around the Boston Common.  
The technology, just like Wasser, uses a GPS, a pocket PC and headphones. 
A participant triggers sounds that are ‘tagged’ to specific coordinates by 
walking through the Boston Common area. There is a suggested beginning 
and end and additional audio clips in between that can be experienced in any 

order that the participant wishes. The audio is comprised of two narratives 
throughout the piece. One narrative is Mary Shelley’s Frankenstein and 
the other is a woman telling the story of her uncle whom she compares to  
Dr. Frankenstein. The participant is left to make these connections and create 
their own walking tour of the area while they enjoy some of the historic sites 
around the Common.

Yellow Arrow was a project that began in Manhattan in 2004 and grew to 
467 cities and 35 countries. Yellow arrow stickers were given to participants 
who could ‘author’ an arrow and stick them around cities. Each yellow arrow 
contained a unique code. By texting the number on the sticker, an author 
could ‘tag’ a story to that location. To access the story, a user simply sends the 
unique code by text to Yellow Arrow and receives a text back with a story left 
from the author of that yellow arrow. This could be a simple story that drew 
attention to a street sign or some evocative object in the space it occupied. 

“To see a World in a Grain of Sand/And Heaven in a Wild Flower/Hold infin-
ity in the palm of your hand/And Eternity in an hour.” (Yellow arrow t30p1 
by author: new612).

Itinerant by Teri Rueb. Yellow Arrow by Christopher Allen.

RIGHT City Lights. Brooklyn, NY. 2004.  
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ANNOTATED JOURNEYS I’M ASTOUNDED BY PEOPLE WHO WANT TO ‘KNOW’ THE UNIVERSE WHEN 
IT’S HARD ENOUGH TO FIND YOUR WAY AROUND CHINATOWN.
WOODY ALLEN
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Einstein’s Kitchen was a project completed for studio class in my second 
semester of the first year. The assignment was to create an interactive project 
based one of the stories from the book Einstein’s Dreams by Alan Lightman. 
I chose a story based on the different possibilities a narrative could go in if 
time, like space, had three dimensions. I decided first to rewrite the story 
about a real life occurrence and then add various possibilities to the story. 
These story possibilities became an interactive aural experience. I used my 
interest in sound and space-based narratives as a way for a participant to 
listen to each part of the story. As they moved throughout the space with 
headphones, they would trigger the different events in the narrative.

PROCESS
The objective of this project was to begin thinking of how I could use a par-
ticipant as a part of the system. I was interested in creating narrative sound-
scapes for someone to experience in a specific place in order to augment the 
experience of being there. I was thinking of how to augment the experience 
of places with stories but also augmenting stories by putting the participant 
in the setting—making them a part of the context. 

I used my kitchen as the setting and devised a way to split the room into 
four sections so as the participant moved to a different quadrant, the respec-
tive story would trigger through two programs running simultaneously, 
Processing and ReacTIVision. These two programs were used to track a 
fiducial marker (an amoeba like shape used for tracking) placed on top of the 
participant’s headphones. A wireless webcam was then placed on the ceiling 
to track the fiducial and trigger the appropriate story.

The story I wrote was about an actual event that occurred in Paris a few 
years ago when I was having my fiancée’s family members over for lunch. 
While the event was true, I made up what actually happened and created 
three versions of how the narrative could continue. I used three different 
languages to tell the different parts of the story (the three languages spoken 
by my fiancée), English, French and Vietnamese. As the participant entered 
the kitchen, they triggered the first paragraph of the story which was told 
in Vietnamese and had various sounds in the background such as sizzling oil, 
chopping vegetables and boiling water. As the participant moved around the 
kitchen, the story would progress but with a different language. Each part of 

CASE STUDY: EINSTEIN’S KITCHEN

INTRODUCTION

Webcam installation. 
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the story had different music in the background that matched the language. 
The French part of the story had Django Reinhardt, the Vietnamese had Onra, 
and the English part had Randy Newman. 

FEEDBACK
 While I only created a simulation of the project, I had help writing a  
program from Pol Pla i Conesa, an MIT student, which actually worked in 
both Processing and ReacTIVision. According to the position of the fiducial 
on the screen the audio clip would trigger. The only part that I was missing 
was the wireless camera to put on the ceiling to speak to ReacTIVision on the 
running laptop in the backpack. Even with this shortcoming, I could  
still simulate and communicate the idea. 

In this project I was hoping to create an immersive experience by design-
ing a story with all of the sounds that it might contain. However, since I used 
multiple languages, the interaction was confusing. In the story (and real life 
actually) the lunch I had with my fiancée and her family was difficult to follow 
because they speak both Vietnamese and French. At the time I had difficulty 
understanding very much of either language. The interaction I created was 
meant to be ambiguous but in retrospect I don’t think this was successful. No 
one likes the feeling of being confused. While all of the songs I chose were, 
in my opinion, great songs on their own, they didn’t compliment the story. 
There was an inconsistency with the cadence of the narrator (my fiancée) 
and the song choices. It would have been better to think of the story first and 
then decide if music and audio effects were even appropriate. The transitions 
between stories were choppy and the music made this even more apparent.

Another difficulty was that the system had a one-to-one equivalency. If 
the participant is standing in quadrant one for example, then they hear that 
one story attached to that quadrant which lasted no more than thirty seconds. 
The entire story could be experienced in about two minutes. I had intended 
to make something more complex, however, this did serve me well as a case 
study in designing interactive narratives in spaces. Essentially this led to the 
Chinatown project. I learned from this project that the system could contain 
a multitude of possibilities if I allowed it to. For Einstein’s Kitchen, this is 
where the project was lacking the most. Even though the story was unclear 
because of the different languages, the limited system was where I could have 
expanded upon the most. For example, I could have drawn up a matrix of 

possibilities where each quadrant could have had a number of stories attached 
to it. And depending on when the person steps in, the story changes. This way 
of designing the system would have provided a different experience for every 
participant in the space. One of my assumptions of the projects was that a 
participant would go from the entrance and move counter-clockwise around 
the room. But what if they chose a different path? This is an instance where I 
could have used this possibility to my advantage in the system. While it would 
have required multiple stories per quadrant, the experience would have been 
unpredictable and unique for every user.

Fiducial marker. 
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Chinatown is a site-specific interactive narrative in Chinatown, Boston. The 
project uses Quick Response (QR) codes to ‘tag’ stories told through videos 
that a participant can access using a camera on their smartphone to scan the 
individual codes. After a participant watches the video, they are prompted 
to record a video, sound or take photographs and create their own QR codes 
to leave in Chinatown for others to experience. The hope for this project 
was to create an ongoing interactive story of the people, places and food in 
Chinatown.

CONCEPTS
Chinatown is a project I created in my second year for Thesis Project. I chose 
Chinatown as a setting because of my fascination with food, markets, lan-
guage and travel. Each time I go there I feel like I’m going for an adventure.  
I can try new foods and interact with people from a different culture and it’s 
all a few subway stops away. I arrived at the concept of this project by looking 
at my past work and thinking of the existing common threads since the time 
of my undergraduate studies. I have had a diverse background in storytelling 
and cultural influences since that time. As an undergraduate, I first studied 

Culinary Arts and made the seemingly divergent shift to Linguistics. While 
looking at the past ten years this decision, in retrospect, makes perfect sense. 
My interests have always included visual storytelling and all of the elements 
that fall under the umbrella of culture—food, language, rituals, and stories. 
By walking in the streets of a city we can experience much of a culture 
through the sites, sounds and of course the smells. Chinatown, in every city, 
is known for its restaurants and markets. With my interest in gastronomy,  
I used food as the content of the story as a gateway to connect with the 
people as it provides the simplest access to the traditions of a culture.

Naturally, my projects in DMI have gone towards storytelling about 
specific places as they are containers for culture. Yi-Fu Tuan remarks that a 
place is a “pause in movement...where one can fulfill a biological need to feel 
a center of felt value.” The spaces where we stop to do the things our body 
needs to do, such as eat, become a place. Taking this a step further, places,  
I believe, are the prior experiences and memories we bring with us to a 
space—a new experience—that begin to define it as a place. Many things 
can shape the new experience, especially stories of the place and the people.

CASE STUDY: CHINATOWN

INTRODUCTION

Fishmonger. Chinatown, Boston. 2010.
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The first question I began asking people in my Chinatown project was 
about their daily routines and what they ate everyday. As I think about 
the role of ritual and routine in my work and as a layer of what makes a 

‘place,’ we can begin to understand our surroundings and the people in it by 
experiencing a small bit of their daily lives. I was finding that many people 
described their routine as “nothing special.” One woman said, “I get up and 
come to work, that’s it.” That, of course, is not it. I think there is something 
very special about the repeatable actions we perform everyday without 
necessarily thinking about them. These routines give us a feeling of stability 
which has inherent ties to location and especially to ‘home’ where there is 
a feeling of order and comfort. We can all identify with a feeling of home, 
something that is familiar to us. 

Home can literally be home, an abode, or our notion of family, or even 
a comfortable spot...And perhaps that is why when disorder invades the 
home...our metaphors for ensuing emotional distress are so often geographi-
cal: we are lost, disoriented, have lost our bearings, we are at sea. 
(Harmon 19) 

By drawing on the “center of felt value” through these routines, I hoped to 
give some insight into the collective experience that ultimately defines what 
a place is made up of and how we experience it as individuals.

I considered the concept and feeling of traveling to a new place as the 
experience of the project. The challenge was to make the everyday seem like 
it was a new experience. The way I sought to do this was by simply providing 
a new perspective, my own. I was hoping to create the experience of having 
location based aural and visual stimuli to enhance the seemingly mundane 
by viewing it through someone else’s eyes and capturing the essence of a 
place. This is something that photography and sound can do very well. They 
are an interface to a place. They have a point of view and tell a story. By using 
these tools, I began thinking of how places and narrative also share these 
two common traits—they need stories and perspective to exist. Narrative 
needs a point of view (narrator) through which we view an event. Places 
also are defined by the point of view or experience of individuals. They are 
also both containers for stories. Narrative, narrowly defined, is a story with 

characters, a context (location) and a beginning, middle and an end. Place, in 
an individuals experience, also contains these core ingredients. It is a location 
with characters in it that make up the story of the place.

Narrative and place live temporarily through orality, texts, images and 
maps and change dramatically with time. Some are rendered unrecognizable 
and others are forever lost. The ephemeral quality of a place was something 
I had been thinking of early on in my thesis investigation and was especially 
interested to see where it fit in with the digital medium. Eventually in the 
Chinatown project, it became a part of the system where stories would fade 
out of existence as fewer participants viewed them.

PROCESS
From the beginning of the project I decided that I would use my background 
in documentary film and photography as a way to capture the feeling of 
the place. I did this through the many interactions with the people I had by 
spending any free time there that I could. I interviewed a handful of people 
including a hairdresser, a restaurant worker and a fishmonger. On occasion,  

I would also bring a classmate, Yaoming Hao from Beijing, to help me out 
with the language barrier. And lucky for me I was able to enjoy countless 
meals there when the cold weather got the better of me and I needed a break. 
In documentary photography, I learned that in order to know your subjects, 
you need to get close to them. Robert Capa, a well-known war photographer, 
once said that, “If your picture isn’t good enough, you’re not close enough.” 
And so I spent several weeks capturing my interactions with the people by 
trying to get to know them. Often I would keep the camera and audio re-
corder in their respective bags and wouldn’t take them out until my subjects 
became comfortable with me. More often than not I got the images and in-
terviews that I wanted by repeatedly returning to the same place. The images 
I created gave some spatial information but were mostly close-ups or concen-
trated on focusing on something poignant. By including my images, it also 
brought up an interesting conversation about my curated visual experience 
versus the reality of the place. Photography has the ability to make just about 
anything look beautiful. Seediness and squalor could even be considered high 
on my photogenic list. Not to say that the neighborhood is in squalor by any 

LEFT: Mystery Items.
RIGHT: Hairdresser. 
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means but rather that Chinatown is rich in culture and in my own personal 
opinion, architecturally speaking, not distinctively “pretty.” One participant 
was let down by the actual appearance of some of the storefronts and restau-
rants when she walked by. While I hadn’t intended to misrepresent the place 
for anyone, it still seems interesting that the visuals actually had a negative 
impact for some in the end. My initial thoughts for this project were to only 
use audio recordings but as I considered my objectives, which were to make 
people aware of the infinite amount of stories that are attached to a place, it 
seemed more relevant to use the type of visual storytelling that I love.

After I had collected content for several weeks, I looked for an overarch-
ing narrative to organize the videos into so that one could watch them in 
a non-linear way and still understand the story. I wrote out simple sto-
ries, which I narrated, for the first and last videos. The other eight videos 
contained either interviews or naturally occurring sounds in the markets, 
restaurants, or street sounds. The narrative I was hoping to achieve was a 
psychogeographical drift led by (none other than) my appetite fixed to the 
location of Chinatown. I had Jean-Luc Godard’s famous quote in the back of 
my mind, “A story should have a beginning, a middle, and an end... but not 
necessarily in that order.” I was hoping that non-linearity would work for 
this experience as well. Some of the feedback I received was actually that all 
of the videos should be disconnected and not follow a single story. When I 
presented the project, I initially set it up as having a fixed beginning and end 
so as to lead a participant in a particular path. I let go of this idea eventually, 
as it seemed more appropriate to the experience to have it be a little more 
unpredictable and to give someone experiencing it more choice.

SYSTEM & USER-TESTING
When I began to devise how the system would function, I thought of using 
the stories I created as a platform for new story threads. These story threads 
would hopefully continue to grow as more people interacted with the place 
and contributed their stories through images and sounds. I was looking at the 
place as a physical ‘wiki’ where contribution could begin to give a visual and 
sonic presence or fabric to all of the everyday passing characters and stories 
of the place. I chose to use a mobile phone as the interface to the experience 
because I was frustrated at their fantastic ability to completely isolate every 
person who carries one. The phone, in this case, I hoped could be used as an 

object between the experience of my stories (as the narrator) and back out 
again to the participants own personal movement through the space. This is 
essentially what locative-media creates: a fourth wall between the story  
(a digital experience) and the analog world.

My first approach in thinking of the experience was actually a screen-
based interaction of video clips with a simple navigation through the story 
based on mouse clicks on different areas of the screen. This was a short lived 
idea because it didn’t seem to me that one could have a sense of the place by 
experiencing the movie clips on their computer. I was really more interested 
in creating interactive experiences in physical space. It also resembled the 
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Choose Your Own Adventure books that I loved when I was younger which was 
problematic as I would have needed to generate much more content. I had 
already spent nearly three weeks collecting and editing sounds and images 
and couldn’t afford to spend more time on this aspect. I needed to think 
about the interaction and less about creating infinite amounts of directions an 
interactive narrative would need in order to be exciting. When I began think-
ing of how this could be interactive, it seemed that the best approach would 
be to think of the participants as both parameters of the system and with the 
ability to contribute content. As they move through the physical space, they 
can trigger parts of the story. Then the system would prompt them to add 
their own content—through images and sounds—to the existing story.  
I would provide a story that would hopefully begin the “conversation.”

After editing the content, I uploaded the videos to YouTube and then gen-
erated Quick Response (QR) codes from each video URL. I then designed 
a sticker with the QR code and basic instructions for any smartphone. The 
stories could then be experienced in any order that a participant wished as 
they located the stickers throughout Chinatown. A few weeks after I put the 
videos on YouTube, I was strangely receiving a much larger number of views 
on one of the videos entitled, “Haircut.” I never discovered exactly why but it 
brought up the topic of the ephemeral in new media again. At the time, I was 
influenced by land artists Andy Goldsworthy and Richard Long who use the 
natural landscape as a means to create ephemeral art works. The number of 
views on YouTube got me thinking of using this as a parameter of the system. 
While this was completely ‘simulated’ (I actually did all of these in Photoshop 
and did not write an algorithm), I created a way to make it seem as if the 
videos that had fewer views or ‘hits’ would begin fading out of existence. I 
used selective colors, sepia tones, and vignetting to match the temporality of 
stories in places.

The question came up if a viewer would really have a better sense of the 
place if they watched the movie clips in the actual space as opposed to the 
computer screen. By testing the system in Chinatown, I discovered that my 
assumptions about how people would feel in this augmented space were dif-
ferent than I had anticipated. One person was put off by much of the experi-
ence as they wanted to isolate themselves from their surroundings because of 
noise pollution in order to watch each movie. The QR codes became a way-

finding device that kept the participant apart from the happenings around 
them. Rather than walking around on the streets, quieter places, such as cor-
ridors and alleys, became their safe-haven from their physical surroundings. 
The naturally occurring sounds of the environment, especially around meal 
times, could lead to a very distracting experience. These were the variables 
that I had hoped would be part of the excitement just as I had experienced in 
Itinerant. I just assumed that the idea of the actual sights, sounds and smells 
would add to the experience. The weather also played a larger role than 
anticipated. For instance, I only had the chance to have participants watch 
the movies at the beginning and in the dead of winter. Freezing tempera-

ABOVE: QR Code sticker in Chinatown.  LEFT: Ginseng in Herb Shop.
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tures, snow, foot traffic and loud trucks are not ideal for watching movies, 
especially on a handheld device. One participant had to get her headphones 
out, remove her mittens and finally try to scan the tiny QR codes that I cre-
ated while standing in snow. The feedback wasn’t entirely negative, however. 
When I asked her about the overall experience she said, “I would say that even 
though in a way I am disconnected from what is going on around me at the 
exact moment I am watching the video, I am plunged into the surrounding 
context. [I am] trying to look around and recognize where the places are. Or 
simply enjoying the fact that the sounds, the people on the video, etc., are 
somewhere here around me and I can see their everyday life.” Another partic-
ipant was able to provide me with useful feedback about the positive aspects 
of her experience. We went down to Chinatown on a weekday at a relatively 
quiet time of the day and walked through the area together. I showed her 
where she could scan and watch the movies. As she watched them, she would 
peek into the stores where the characters in the movie were actually standing. 
She was curious about them and what the actual spaces looked like. Some of 
the interviews were in Chinese, something I thought was natural—to both 
hear the language and not understand it, for me, is exciting. She didn’t like 
this aspect however and felt frustrated at not knowing the point of the movie. 
Despite the language barrier, two participants provided me with an answer 
for the benefit of viewing the movies where they happened. The ability to get 
information of something, such as a restaurant, just before they experience 
it, creates an active experience or suggests an action of the viewer. As for the 
computer screen, one participant remarked: “If you are planning to go in a 
few days you can turn it into an (inter)active one.” This statement, however, 
could be applied to watching the content on YouTube and for watching at the 
moment it is available in the physical space. This aspect I think is important 
for thinking of the next steps of the Chinatown project.

THE FUTURE OF CHINATOWN
The design and function of the system for Chinatown had some practical prob-
lems. For example, the stickers I created were entirely too small. After a few 
weeks two were ripped down and another was covered up by an advertise-
ment. I was thinking that they needed to be small enough so they wouldn’t 
have been bothersome to authorities—so as not to be ripped down—but 
large enough for people to notice and want to scan with their iPhone.  

I looked for other designs that included very basic directions about how to 
install a QR code reader and scan the code. Ideally, the stickers would have 
been large and informative and showed somehow that they were connected 
to their location. But they didn’t indicate this at all. There was a website 
included at the top along with the project title: chinatownBoston. This, in ret-
rospect, doesn’t seem enticing enough to capture and distract someone from 
their routine to want to watch a short movie on their phone. In my opinion, 
the content that I developed (the visuals, the interactions I had, and the expe-
rience of defining place) was successful. However, the design of how a person 
could interact with the story and the place both fell short. In the end, I could 
not conceive of a way to actually get people to participate in the story. 

The simulation that I created explains the project in a short video. It shows 
that a participant can create their own content and then put up a QR code 
in Chinatown as their part of the story. In the simulation, this looks seamless 
but in fact, it would require someone to take a video in Chinatown, then go 
home to upload their video and generate and print a QR code as a sticker. 
And if that wasn’t enough, go back to Chinatown and stick it up at the loca-
tion. Needless to say, no one ever contributed and my stories are slowly 
disappearing from the place as they have to withstand weather and pedestri-
ans who don’t like the site of the stickers.

If I were to remake this project, I would consider a more intuitive inter-
face. The ideal interface would have been something closer to an augmented 
reality application that uses your GPS coordinates as a means to deliver 
dynamic information (or a story) to augment the experience that one is about 
to have. I can imagine, that if I had the technological know-how, that the 
experience would be entirely different. Just as dynamic and locative-media 
hope to do, it would provide dynamic information to a participant based on 
their location with the ability to instantly upload and contribute their story to 
the system.
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ALGORITHMIC WALKING IMMERSING ONESELF IN THE LINES OF A MAP AND STROLLING THE STREETS OF 
A FINE OLD CITY PROVIDE THE EXPLORER/TRAVELER ANALOGOUS PLEASURES.
NATHANIEL LEVENTHAL
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In the spring of 2010, I created a project entitled Dérive to Harvard. It was a 
five and a half minute video documenting a walk from my home in Somer-
ville to the gates of Harvard. The process was a documentation of a concept 
from one location to another using a set number of meters to record my 
progression. The tools used were photography, an audio recorder, and edit-
ing software to put the pieces together into a short video.

PROCESS
In interactive design, user-testing is a process for getting feedback on the 
function of a system and how well, or poorly, it is working. I very much like 
this idea of having a specific audience in mind for a project even though it 
doesn’t always translate the same into other artistic processes. The video, 
Dérive to Harvard, was intended for my fiancée’s (Van Anh) parents. The proj-
ect was more of a sketch than anything else because it took some of the core 
elements in my work and used them in a purely horizontal depiction of both 
my process and the tools that I heavily rely on. 

Dérive to Harvard had two objectives. The first was to provide an infor-
mational, and somewhat immersive, experience for Van Anh’s parents who 

live in France and have never been to Boston. I realized that they think of 
Boston as a place with some of the best educational institutions in the United 
States. So, I imagined their perspective as, possibly, being two giant cam-
puses (Harvard and MIT) and then everything else scattered around it. The 
project entertained this notion a bit because in the first title in the video it 
says that the intended destination is Harvard and how long it will take to get 
there. Perhaps it was a silly objective but also a helpful one to someone who’s 
never been to the area. It seemed to be the equivalent of asking someone in 
New England directions, where the response is sure to be “take a left at the 
Dunkin’ Donuts.” Using a landmark for something that everyone knows has 
its uses.

The second and more important objective of the project was to take a 
step back from the interactive element in dynamic media. I had been work-
ing on an interactive story that, at the time, just wasn’t working and so I took 
a much-needed break. I was finding that it was nearly impossible to make 
linear-based stories interactive. Since Dérive to Harvard had a very clear be-
ginning, middle and end, it made more sense to create something traditional. 

CASE STUDY: DÉRIVE TO HARVARD

INTRODUCTION

Walk to Harvard. Somerville, MA. 2010.
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Walk to Harvard. Somerville, MA. 2010.
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I then relied on tools that I am already familiar with to continue creating 
projects using an algorithm to explore urban spaces.

At the time that I began this project, many of my ideas were getting stuck 
with the interactive element. In other words, I had project ideas that had legs 
in terms of concepts and execution, but when I started to think of how one 
could either interact or participate with it, I would shy away from beginning 
something. Interactivity is a new element in creative work for me. Since I 
only began this past year with computer programming, I wasn’t in the posi-
tion to get things working. On the other hand, I was really enjoying the pro-
cess of programming. Dérive to Harvard was a way to drop the expectation of 
having interactivity and to just create something/anything based on a simple 
concept. I began by collecting all of the elements by walking and counting 
the number of steps. I walked approximately thirty meters and then took a 
photograph and an audio recording from the point where I was standing.

The project idea first came to me because I wanted to create something 
away from the computer. We (myself and other DMI students) had been jok-
ing that I should create a series based on “Digital Andrew” versus “Analog An-
drew.”  This seemed like a reasonable place to start. I was influenced again by 
land artists such as Andy Goldsworthy and Richard Long, and locative-media 
artists Stefan Schemat and Teri Rueb. Their projects all had two common 
elements that I was looking to incorporate into my work: the ephemeral, and 
creating experiences off the computer screen. The place to begin, naturally, 
seemed out in the world rather than on the computer at home with a second 
or third cup of coffee. Using documentation as a concept meant that I could 
be up and out of the house and walking. I knew that Van Anh’s parents 
could just as easily visit the same space, more or less, through Streetview on 
Google maps but I wanted them to see it from my perspective. The audio ele-
ment was a way to increase the immersive experience of the walk.

DESIGN
The process of collecting the elements relied heavier on restrictions rather 
than making actual aesthetic decisions along the way. Perhaps this is an area 
where the piece was unsuccessful as it was created in haste. I was hoping to 
use the  restriction of measurement to communicate the information of our 
proximity to Harvard and the experience of getting there by foot. When I 

edited the video, the images and sounds were put together according to their 
location and set to five seconds. The duration of the video had no relevance 
and did not reflect the actual time to get from my home in Somerville to 
Harvard. This part was overlooked as in one sense it was meant to be infor-

mational and does not accurately inform the viewer of how long the actual 
walk would take. By the same token, I did not expect that the viewer would 
want to sit through the actual duration. The final product was a five and a half 
minute video with fifty-three photographs. Each of those photographs were 
taken with a wide lens to give as much information as possible. The audio, 
which had the same objective, came out to be mostly the sound of cars, the 
wind, walking and occasionally some voices in the distance. While I felt that 
the overall piece gave the viewer a sense of progression and a decent amount 
of information of the concept (the distance to Harvard) it was lacking in both 
diversity and aesthetics. It was also clearly a little too long. I find myself now 
having trouble watching the entire video. This is problematic. In fact, I don’t 
think I ever heard from Van Anh’s parents directly about their thoughts on the 
video...another bad sign.

CONCLUSIONS
If I were to recreate this project I would experiment more with both of the 
visuals and sounds rather than having each recording match exactly to the 
photograph. There was not much variation in terms of the sounds so perhaps 
collecting audio from different periods throughout the day would have given 
it diversity. The photographs were bare and lonely without any feeling of 
the people in the space. This was not actually the case during my walk; there 
were plenty of people along the way. And of course, there is the interactive 
element that I would have added. This project was a useful case study in the  
following project, reMap.

THIS PAGE: Harvard. Cambridge, MA. 2010.

OPPOSITE PAGE: Walk to Harvard. Somerville, MA. 2010.



63

reMap was a project inspired by the French philosopher Guy Debord whose 
theory of psychogeography was to “[invent] strategies for exploring cities...
just about anything that takes pedestrians off their predictable paths and 
jolts them into a new awareness of the urban landscape.” (Debord 55) This 
project took place in my first semester of my second year. The project had 
various stages along the way and eventually became a proposal for an iPhone 
application. I used my interest in photography and travel as the inspirations 
for creating an unpredictable experience. A user walks according to a previ-
ous users directions and geotags their photographs and then leaves directions 
for the next user resulting in a collaborative and unpredictable ground level 
mapping project.

CONCEPTS
Guy Debord, a founding member of the Situationists International and 
psychogeography, states that the intents of the dérive are a “technique of 
rapid passage through varied ambiences. Dérives involve playful-constructive 
behavior and awareness of psychogeographical effects, and are thus quite 
different from the classic notions of journey or stroll.”  The journey and 

destination are left to the chance factors of urban environments and make 
the idea of the dérive exciting and unpredictable. This was the basic building 
block for this project.

I find the possibility of using unpredictability as a part of the system 
fascinating. There are so many variables to work with that if one leaves them 
to chance, we are almost always pleasantly surprised. In computer program-
ming there is the ability to assign a variable to a random value which can 
yield, on occasion, great and unexpected results. Travel has the same unpre-
dictable variable, which for me, is the most fascinating part and something 
that a system could enhance rather than inhibit. For example, the GPS has 
the ability to destroy our innate sense of exploration and adventure. Per-
sonally speaking, when I rely on it for directions, I have almost completely 
stopped paying attention to where I am. I trust it to a fault. I’ve gotten more 
lost with it in Boston because of my complete trust in it. That being said, I 
love and rely heavily on Google maps and the GPS because I can continue to 
explore places I never knew existed. My fiancée and I can find all of the best 
Vietnamese restaurants within 50 miles. This is a great feature and works 

CASE STUDY: REMAP

Collaborative “Exquisite corpse” drawing with classmates. 

INTRODUCTION
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well for travel when you want to try the local cuisine for instance. All of the 
chance variables of travel are still there but now you’re a little more informed 
with this technology and it could take you on a new course. As long as the 
freedom of exploration that comes with the territory of travel and adventure 
isn’t jeopardized, the types of applications that provide dynamic and location-
based information are beneficial. But, if it endangers the experience by drain-
ing the unpredictable variable we’re better off visiting a place in Streetview 
on Google Maps where there are no dangers.

...there is nevertheless no compilation to which one can turn for the naked 
and unvarnished truth about the smaller hazards. How simple if there were! 
One envisages a small set of guides, each devoted to a single country, which 
could forewarn and forearm intending travelers against every possible dis-
enchantment...is it possible, too, that the true traveler (who is not a tourist) 
might scorn such a work, and with justice? For he will have realized that 
part of the adventure of travel resides in those unexpected disappointments 
and hardships such a work would be helping him to avoid. Let the tourist be 
cushioned against misadventure, but your true traveler will not feel that he 
has had his money’s worth unless he brings back a few scars like that hole 
in his trousers which comes from striking Italian matches towards instead of 
away from oneself.
(Durrell 423)

My interest in the random variable could stem from my need to be 
nomadic. But it could also be from an English teacher in high school who 
assigned me the topic of writing about the ‘unpredictability of the universe’ 
for a major thesis project. I had been hesitant in choosing a topic for several 
weeks and so he assigned me this and added, “if you can’t write about that 
then you can have fun at Massachusetts Bay Community College.” It was 
perhaps a little harsh but he was good teacher and the topic has, apparently, 
stuck with me. For the reMap project, I wanted to explore how a participant 
could enjoy getting lost for a short time by not knowing their destination. 
The concept of being lost in cities now seems nearly impossible unless we set 
out to just discover what it offers and explore.

 

Paper prototype image. 

Porter Square. Cambridge, MA. 2010.
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Contributed photographs. Germany, 
France, New Zealand, Thailand, Chile. 
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reMap paper prototype.  
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PROCESS
I began the project by asking people from different cities to walk a set of 
directions. I sent them an email with the following instructions: from any 
starting point, go west, take your first right, your first left, your first right 
and stop. I received many photographs from friends in different cities in a 
variety of countries including France, Germany, New Zealand, Chile and the 
US. From these images I created a short movie which showed a few of these 
walks. The purpose was to start the project from somewhere; to make it live. 
Movies, because they are linear, are usually the first step in my process of 
creating something before I can think of the interactive element. The video 
shows the beginning and end points on a map of the participant followed by 
their photographs. My walk from home to the subway station was the initial 
set of instructions that I sent to the other participants. I chose to use part of 
my commute to think of how these exact directions, in another place, could 
possibly look. I also wanted to see if other people would also choose a famil-
iar route. It turned out that most people left their home and followed the 
directions as best as they could. Others who did not were in places that they 
were visiting and chose a random starting point.

The next part of the project was to make an interface to all of the images. 
I was influenced by The Whale Hunt by Jonathan Harris. For my project, I 
used this concept of filtering out different elements of the images so a viewer 
could construct their own photographic drift through various cities. I created 
a paper prototype for a website that showed the possible outcomes based 
on the users selections from the filters. The filters were: country, perspec-
tive (orientation of the image), color, subject matter (people, buildings, cars 
etc), time of day, and weather. Finally, they could choose the duration of 
each image to be played in the slideshow and the type of music they wanted 
to hear. The outcome would probably have been more interesting if I had 
lots of images but I received them from less the ten participants. The most 
photographs I received from any one participant was about fifteen. Even if I 
had gotten more, the possibilities of new slideshow arrangements didn’t feel 
appropriate to the experience I was hoping to create. Why create another 
website when the type of interaction I was interested in creating was collab-
orative and in physical space?

The final implementation of this project was to create an iPhone applica-
tion. I went in this direction because of the ability to create an ongoing story 
by geotagging the images and directions for the next participant. The way it 
functioned was by either starting a walk or continuing another users walk. If, 
for example, User A chooses ‘Continue Walk’ the application would retrieve 
available walks in the vicinity using the GPS. User A then selects an available 
walk where they can first preview the profile of the previous user, his walk 
and photographs, and finally the walking instructions left for User A. User A 
accepts the directions by selecting ‘check-in’ which turns the iPhone camera 
on. User A takes photographs along the instructed route and when finished, 
they ‘Check Out’ and leave walking instructions for the next user. The other 
option is to start a walk, which is the same series of steps —‘check in,’ walk 

and photograph, ‘check out’ and leave instructions. The more exciting part 
though is to keep track of ‘My Walks.’ This brings the user into all of the 
walks they have participated in where they can trace the outcome and contin-
uation of the walks. If it began in downtown Boston for example, they could 
see the different users who took it over and ended up in, say, Quincy where 
the user could see the path and all of the photographs along the way. I also 
created this application as a paper prototype to show the basic wireframes 
of how the interaction would function. Eventually I created a short movie to 
explain the project using paper and stop-motion.

FEEDBACK
There were two comments from my critiques of this project that stand out 
to me in defining the two sides of how people felt about it. One person said, 

“Who would ever want to use this?” This is always a valid question and one 
where I know it’s not appropriate to say, “me.” But that is one reason why 
I liked this project. While it seemed void of having a specific user in mind 
(other than myself), I ended up creating something that I would want to use. 
Maybe that makes it less marketable but I felt it was good practice in telling a 
different kind of story. One of the most difficult parts of creating this project 
for me was telling the story of the functionality. My storyboards were boxes 
with arrows going everywhere. The types of story-boarding I typically do are 
for linear narratives. It was an interesting process for me to think about the 
many possible interactions one could have with this application. The process 
was very different than I was used to. I initially started placing buttons 
everywhere and struggled with making the interaction simple. In the end, I 
found that I was still telling a basic story but with more choices. I just needed 
to show the interaction, as not every possible outcome has to be shown for 
demonstration purposes.

The other comment was from a friend and teacher. He said, “I like how 
the projects you create are for people who have nothing to do.” He meant 
this as a compliment actually. I think it’s an interesting comment though. 
Many of the applications that are coming out now for smartphones are based 
on playing a game and are for people who really don’t have anything to do 
for a set amount of time (on the subway, at the airport, etc.).  Games and 
even augmented reality applications can be fun and interesting but you really 

have to have the free time to appreciate them. Some of the more successful 
applications (which relate to my thesis topic) are Scvngr, Four Square and even 
Yelp. These location based games and services are also mostly for recreational 
purposes. But they have a real goal or reward of some sort. The user is made 
to do something, some sort of action, and then receive something in turn; 
maybe even win a coupon or discount to a nearby restaurant. My application 
was perhaps lacking in this area — there was no reward for going for a walk 
other than collaboration. I wouldn’t change this aspect however. I intended 
it to be a simple interaction with one basic unpredictable variable (the set of 
directions) that would, as Guy Debord hoped for, “take pedestrians off their 
predictable paths.”

FUTURE
If I were to keep making this project I would want to program it to get 
real user-feedback. A paper prototype for an iPhone application felt like it 
could only get so far and it ends up being mostly for critique and research 
purposes, especially since reMap requires a user to be outside and taking 
photographs. In the beginning of the project when I had participants follow-
ing the instructions and taking photographs, one participant told me that, “I 
had no idea where I would end up at the end of it all! [The] Walk was good, 
a lot of Bangkokers were curious as to what I was doing. [I] Struck up some 
conversations with some people, somebody tried to sell me some real estate. 
[I] Had a few people looking extremely puzzled as to why I would be taking 
photos of them in some not so touristy areas. They must have thought I was 
lost.” This was a close as I got to getting someone happily lost but was also as 
far as I could take the user-testing in terms of the system. As for the interface, 
the paper prototype successfully told the story and people understood how 
it would function. The next logical step would be to test my programming 
skills. 

ABOVE: Doorknobs. Cambridge, MA. 2011.ALGORITHMIC WALKING
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Ground Truth explores how we collectively define places. I use various meth-
ods of questioning how we interact with maps in the digital age and how this 
has changed our perceptions of space. As a final step, I propose an interactive 
map with ‘guides’ to augment our experience of a digital place. 

CONCEPTS
My interest in maps began in my first semester at the Dynamic Media Insti-
tute. I created a short documentary film entitled Digital Cartography about 
the transformation of maps into their digital form. It explored the social and 
geographical ramifications of building maps and how designers can imple-
ment their literacy in communication design to explore different avenues 
for mapping. It also explored how our perceptions of spaces have changed 
because of the pervasive forms of online interactive maps such as Google 
Maps. I interviewed Jeffrey Warren, an MIT student who was creating a set 
of low-cost mapping tools for anyone to use. He made the comment that 
people believe, “Google Earth [is] the Earth. It’s not a model or representa-
tion of the Earth. They’re beginning to think that that is the way the Earth is. 

And if you want the ground truth, you just have to type it into Google Earth.” 
This statement made me think of how we define spaces and understand our 
geographical proportions.This also inspired the project You Are Here in my 
first semester. I created a simulation for an idea of combining Google Maps 
and social networking. I used the little ‘yellow guy’ to go out on Streetview 
and approach houses to trade files like a Peer-to-Peer network. I made the 
prototype as a stop-motion simulation and used my fiancée as the ‘yellow 
guy’ and created a scenario of how she might trade files. She approached 
the window of our house through Streetview and traded music, movies and 
books with the first floor apartment. The project was influenced by psy-
chogeography and using the geographical landscape (in this case the digital 
landscape) as a way for exploring the possibilities it can offer. It also played 
with the perception that Google Maps are an actual representation of space 
by interacting with it just as we would in real life. 

A third smaller project called Mapkin in my first semester of my second 
year inspired Ground Truth. The idea for Mapkin was to ask people to simply 
draw a map of the world on a napkin. In the course Information Architec-

CASE STUDY: GROUND TRUTH

INTRODUCTION

Mapkin, drawn by Jeff Bartell. 
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ture I, one of the assignments is to build an interface for a collection of one 
hundred things, such as friends, books, straws, rap groups, or liquor stores 
in the Boston area with the cheapest prices. The collection can be anything. 
Though I was the teaching assistant for the class—I was interested in doing 
this project and creating a collection of hand-drawn maps. Mapkin was shown 
at the exhibition ‘Provocative Objects’ in November, 2010. The interaction 
was very simple. I created an area for a person to draw a map of the world on 
a napkin, take a picture of it using the webcam, and enter it into a projected 
slideshow (thanks to Pol Pla i Conesa and Alex Wang). I collected over one 
hundred hand-drawn maps that represented the unique perspectives of the 
mapmaker. Each map described where the person came from (people born 
in Asia, for instance, typically draw Eurasia on the left whereas Americans 
and Europeans draw the United States on the left), their knowledge of ge-
ography and proportions, and also the effect of maps drawn in the Mercator 

perspective, like Google Maps, and how this influences their own perspec-
tive. These early projects reignited my interests in mapping and inspired the 
direction for Ground Truth.

PROCESS 
Ground Truth first began when a classmate challenged me to experiment with 
the five elements of cities, outlined by Kevin Lynch, as a means to question 
how we identify places. These five elements are: paths, edges, districts, nodes 
and landmarks. Kevin Lynch’s quote on the experience of navigating new 
places guided my first steps in this project: “

In the process of way-finding, the strategic link is the environmental image, 
the generalized mental picture of the exterior physical world that is held by 
an individual. This image is the product both of immediate sensation and of 
the memory of past experience, and it is used to interpret information and to 
guide action. (Lynch  4)

While we experience places as individuals of our prior experiences, we are 
also connected to the people in a place. People and their culture ultimately 
define the feeling of places, especially in cities. Each place is unique with its 
lifestyle, language, food, rituals and routines. I was interested in seeing if 
boundaries of neighborhoods were one of the ways we define places. I did 
this by comparing different people’s perspectives to see how and if there was 
an agreed upon boundary. We can almost sense neighborhood boundaries. 
These boundaries can be visual and aural and play a part in how we experi-
ence the neighborhood.

Daniel Buckley, a classmate, first came with me to Chinatown in order 
to help me test the borders of the neighborhood. I put a sign on the front of 
him that said, “You Are Leaving Chinatown,” and one on the back that said, 

“You Are Entering Chinatown.” I filmed him standing at different places in 
Chinatown hoping that someone would be inspired to challenge Daniel in his 
perception of the border. However, most of the reactions were people smil-
ing and laughing at the stunt. We then changed the sign to say, “Leave Me At 
the Border of Chinatown (Please).” By changing the wording we were able to 
get people to bring Daniel to the border of the neighborhood and interview 
them to explain their reasoning.

Mapkin at Provocative Objects. 2010.
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These interviews became the interesting part of the research of this 
project. Many people were identifying Chinatown as having borders marked 
by the language. When you no longer see any of the signs written in Chi-
nese, that means you have left the neighborhood. Also the gate of Chinatown 
is regarded as being the beginning, or end, of the neighborhood. Another 
response was based on car traffic: “when the traffic gets bad, then you know 
you’re in Chinatown.” These answers provided me with fodder for the next 
step.

Next I printed out maps of the neighborhood and its surrounding area 
and placed them under acetate paper. I asked people to trace the border on 
the acetate and then removed the map underneath to see the overlay of the 
different perspectives of where the Chinatown border was. I used three 
different colors to identify the types of people contributing. Black was for 
tourists, blue was for people who worked in the neighborhood under the age 
of thirty, and red for people over thirty who work in the neighborhood.  
I found that every person used city blocks to consider where the edge of the 
neighborhood was. I thought I might find someone who would draw a circle 

that represented the border but instead everyone seemed quite sure that 
Chinatown was all streets and blocks and was not circular. Of course, I also 
drew it in terms of blocks and carefully looked for where the restaurants and 
markets seemed to end. This was my border of Chinatown. The people who 
worked in Chinatown all had very similar drawings to mine. Some of them 
were smaller but all contained the same idea that Chinatown ended with the 
food. The tourists also had similar results but seemed to think of it in terms 
of the language, which was similar to the interview answers; that Chinatown 
seems to have linguistic borders. This confirmed my thinking that neighbor-
hoods are defined by its culture—the people, food and language. When 
you’re outside of it, you can feel the difference. So what neighborhood are 
you in when you’re not inside of a culturally defined place? The next step was 
to test how we define neighborhoods that have no feeling of culture.

I live near Porter Square in Cambridge and figured that of all places that 
feel like an amalgamation of...stuff, that this would be just as good as any to 
test for boundaries. The responses I got were much different than China-
town. Porter Square, to me, feels like a large parking lot with a CVS, Dunkin’ 

Donuts, Shaws, and a subway stop. The space around it is poorly designed 
and has no real feeling of a place. You can simply go in to get what you need 
and leave again. This is a much different feeling than Chinatown for me. As 
people would begin drawing borders of the neighborhood, they would 
search for the town line of Cambridge and Somerville. The end results were 
that there was no general consensus of where the borders of Porter Square 
were. After overlaying the maps in Chinatown we can get a sense of where 
most people see the border—there is a an overlap of the colors. In Porter 
Square the borders were drawn along town borders, or just around the sub-
way stop or even along the railroad tracks. This seemed to point to the fact 
that, unlike Chinatown, there were no real identifiable features of the place 
other than landmarks.

The final step of this project was to create a proposal for an interactive 
project called Ground Truth. I first thought of how we use Streetview on 
Google Maps to see things and get information from this ‘yellow guy’ and 
how he can provide us with spatial information. However, this is a limited 
experience of understanding spaces. As my thesis explores, places are defined 

by our personal experiences with spaces. I was interested in creating an 
experience for a user to understand what made something a place. The way 
I thought to get close to this experience without actually being in the place 
was to live it through someone else who could give us an insiders knowledge 
or tour of the area. I was comparing the ‘yellow guy’ as a tour guide of space, 
whereas my interface would show a virtual tour guide who showed us a place. 
I was also thinking about how experiences change when we’re looking at an 
interface on a mobile device in the actual place versus an experience on a 
computer screen removed from the place. I had already used a  mobile device 
in Chinatown and reMap. For Ground Truth, I wanted to see how the experi-
ence would change by creating a place-based interaction on the computer 
screen.

DESIGN
Ground Truth gets place specific information from local people or ‘guides.’ 
The way it works is by searching for an address or place that user A, from 
their computer at home, would like to learn more about. By searching a 
place like Porter Square in Cambridge for example, user A can view all of the 

Chinatown. Porter Square. 
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Ground Truth paper prototype.
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guides logged into the application through their mobile devices. Then user A 
simply clicks on a guide and goes into Streetview through their avatar. User 
A can send the avatar chat messages that are sent to the mobile device. As the 
guide moves through the space, so does their avatar. They are able to annotate 
user A’s journey and provide them with place specific information by captur-
ing video, sounds and photographs for user A to keep in their database of 
each new place they visit.

I created a paper prototype of this project using stop-motion photogra-
phy and paper cutouts of the screen and buttons. I then showed a simulation 
of the interaction. I photographed Daniel Buckley walking in Porter Square  
playing the part of the Ground Truth avatar. He walked us through the space 
while annotating our journey and would signal to us where to do things like 
get the best bubble tea or even the best ramen noodles.

While I think that Ground Truth seems like an intriguing interactive ex-
perience on the computer, it also seems a bit frightening. My thesis has been 
about creating interactive experiences removed from the computer screen. 
To some degree I felt that Ground Truth was the antithesis of my project work. 
I thought it was important to consider this perspective as it is similar to social 
networking. Part of the excitement in creating these types of interactive ex-
periences is connecting with people. However, I am not interested in social 
networks insofar as they only digitally connect people and do not inspire fur-
ther face-to-face interactions. The real-life interactions we have with people 
through interactive design should be enhanced by the experience and not left 
behind in some digital space. If I can create experiences that inspire further 
interactions in physical space, I would consider those to be successful.

Porter Square. Cambridge, MA. 2011
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I have considered social networking as an aspect in my projects although it 
is the antithesis of what I hope to achieve between people and places. Social 
networks typically do not, in my experience, inspire real-life interactions 
between people. Instead, I find that we are beginning to communicate better 
through instant messages and posting on each other’s ‘walls.’ People collect 
more digital friends than they could ever possibly keep up with and as a re-
sult...they don’t keep up with them. Locative-media hopes to inspire further 
interactions in our surroundings. It has the ability to call attention to the 
people and stories in a place rather than distance us from it.

I differentiate location based services from the term locative-media only 
as one seems to give us information of a place based on a search (the former) 
and the other concentrates on a curated experience in narrative form 
(the latter). However, they both—whether the terms really differ at all—
intend to do the one thing I hope any of my projects would do: augment our 
experiences of places by providing people with an impetus to explore their 
environment and interact with the people. My general fear with technology, 
especially with mobile devices, is that they isolate us from the people around 

us. The ideal location based service provides us with information to enhance 
and further our experience of a place by advocating for actual interactions 
between people and their environment.

There is nothing more exciting than looking at maps of places I’ve never 
been to and imagining what I could discover. The map is our guide to a 
place but we make our own experience when we are there. Technology has 
made it almost impossible for us to ever really get lost. We always have the 
ability to locate ourselves using our GPS coordinates. Getting intentionally 
lost is about abandoning everything you know to explore and expand your 
understanding of the world around you beyond what you already know of it. 
How else can we find our way without first getting lost? Through my projects, 
such as reMap and Ground Truth, I explored how we can use technology as a 
guide to new experiences. As Peter Turchi says, “A good guide provides us 
with sufficient information to discover our surroundings on our own.” The 
benefit of locative-media is to guide us to a new experience with the safety of 
knowing that we are in good hands. A good guide, I would add, doesn’t tell 
us how to experience the place but shows us our choices—just like a map. As 

CONCLUSIONS

All in line. Brussels, Belgium. 2007.

PEOPLE AND PLACES
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a user of dynamic media, one always has the choice of carving out their own 
path and creating a story based on their personal choices. 

STORY FIRST
Narrative is embedded within all of our experiences. I chose to concentrate 
on narrative in interaction design because it is the first important step in 
creating an interesting interaction. In choosing the story we want to tell, 
we show our own unique perspective. There is a difficult balance though 
between making something immersive and interactive when it comes to 
narrative. Teri Rueb’s Itinerant wasn’t, in fact, an immersive narrative in the 
way a film is. I was very aware that I had to find the stories at the same time 
as doing normal pedestrian things like looking both ways before crossing the 
street. However, it may not have been her objective to create an immersive 
narrative experience. She may have been trying to simply create a walking 
adventure that also made us aware of our surroundings. 

Sleep No More, by the theatre production company Punchdrunk, is an 
immersive narrative experience. It combines performance art, music, and 
narrative in a site-specific interactive theatre production. A participant 
wears a mask and is free to follow the performers through the space, which 
is five floors and ninety-three rooms, and explore as both an investigator 
and an anonymous observer. Each room is carefully designed with objects, 
lighting and sound to evoke the emotional content of the story. The story is 
a combination of Hitchcock’s Vertigo and MacBeth by Shakespeare. As the 
participant is moving throughout the space, they are constructing their own 
narrative—as if they become the editor of the ‘film.’ The interaction is in the 
participant’s ability to create their own story in the space based on who and 
what they decide to see during the performance. This form of using a familiar 
story (in this case two stories) increases a participant’s ability to construct his 
or her own narrative in the experience. For example, I decided to follow one 
performer through the space to find out who the character was in the story. 
After Sleep No More, everyone compares their own experience to try and 
solve the larger narrative. Curiously, understanding the narrative was not the 
most engaging part for me. The immersive part of it is the space. One can get 
completely lost in exploring the objects and rooms and try to come to some 
conclusion about what they mean. The music, performers and stimulating 
visual set design make us a part of the space.

My Chinatown project, which tried to immerse someone in the space, 
lacked an interesting overall narrative for someone to explore. In Sleep No 
More, we are immersed in the place because of the recognizable themes in 
the narrative that allow us to make connections to the space. I was hoping to 
create this kind of engagement with the narrative in Chinatown to connect 
people to the place. It could have been more immersive if either the interface 
were more intuitive (such as triggering stories by GPS location) or even a 
screen-based interaction with a map-based interface. The images and inter-
views I thought were engaging on their own. But a small screen on a mobile 
phone is not the ideal way to experience it. However, I still recognized that 
providing a story was an important aspect of the interaction. “In most cases, 
it should be considered that the goal of an interactive narrative is not to 
author the narrative, but to provide a context and an environment in which 
the narrative can be discovered or built by the readers of that story.” (Mead-
ows 54) The place and context with which I presented the narrative became 
almost as important as the story itself.

PROCESS
I have learned a great deal from my classmates in DMI as they have all come 
from different backgrounds. I was a newcomer in the interactive design 
field and found that I have been able to contribute back to my classmates 

the most when I show them my process of developing a good story. Often 
times, in my process, technology was getting in the way of the experiences 
that I wanted to create. But I found, eventually, that I was successful when I 
thought more of the story that I wanted to tell before the technology that 
I wanted to use.

Paper prototyping became a great way for me to show the interactions 
I was hoping to create and, as it turned out, a very interesting way to tell a 
story of an interactive experience. My first project, You Are Here, used stop-
motion, screen captures, narration and music to immerse someone in the 
story I wanted to tell but also how the interaction would take place. I found, 
through my projects, that I was still able to return back to the process that I 
know well—how to tell a story. I have a background in music, photography, 
film, and writing and have found that each one of these are perfect compan-
ions in creating my own style in storytelling.

When beginning a project, I first create a mind map. This is a useful way 
to see the possibilities and limits of a project idea. I then write a script of 
the interaction. Following the script is a detailed storyboard which looks 
remarkably like a film storyboard. I plan shots the same way: wide shot, 
close up, over-the-shoulder. For example, the You Are Here project was shot 
with my fiancée acting as the ‘yellow guy’ in Google Maps. I simulated the 
interaction through a short video that I shot almost entirely in stop-motion 
photography. The project was shot just like a film. When the interaction 
becomes more complicated and shows an interface with a variety of buttons, 
the storyboards then look like wireframes for a website with arrows pointing 
in the possible directions that the story could go (just as the user can select 
many options). After the storyboards, I come up with materials I would like 
to use. I typically used paper and cutouts of photographs. In many of the 
projects I used stop-motion photography to shoot the paper-prototypes. 
Stop-motion allowed me to simulate the interaction and the motion while 
keeping the audience engaged in the style of my presentation format.

In Ground Truth, I used a classmate to act as an avatar for the interface. 
I followed him through Porter Square in Cambridge and planned the shots 
according to the story I wanted to tell about the possibilities of the interac-
tion. In reMap, I drew the interface on paper and shot the interaction in stop-
motion using my finger to simulate the buttons being pushed. These were 

easy ways to present and show the concept of what I hoped to achieve with 
my projects between the user and the interface.

My favorite and last step, after editing, is to select the music. It’s not easy 
to choose a song that gives the feeling of the interaction between the user 
and the interface. In fact, more often than not, I see simulations with terrible 
song selections that make people cringe. It’s interesting how this small piece 
of the presentation of a project can make it go terribly wrong. When in doubt, 
choose Django Reinhardt.

AN ANALOG GUIDE
The biggest problem I have had in my projects has been making them func-
tional. I usually have ideas that are based on tracking our location. This often 
means that the technology to incorporate this element is complex. My expe-
riences in programming have showed me that the possibilities in interactive 
design and using the computer as a new medium are limitless. But learning 
the tools is a very difficult process.

This past year I have taken an independent study with Pol Pla i Conesa 
at MIT in computer programming. He taught me several programs, such as 
Scratch, Processing, Arduino, and Eclipse, to get a better understanding, not 

ABOVE Sleep No More by Punchdrunk.  RIGHT  Programming with Pol Pla i Conesa.



9190 NEXT STEPS

Paper prototyping sketches.
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just of computer languages, but also to expose me to the types of interactions 
that are possible. I think it’s important to learn the concepts of program-
ming to understand what the tools are capable of doing. Learning to program 
helped me to create even better prototypes and simulations. In my projects, 
I almost always simulated the interaction and had trouble making functional 
projects. Chinatown and Mapkin were the exceptions. The use of lo-fi tools 
became a valuable asset. I learned a great deal by prototyping projects with 
analog materials to visualize and test concepts.

The media forms I rely on (music, images, and writing) are valuable 
storytelling devices to document the feeling of ‘places’ and creating interac-
tive experiences in dynamic media. One of my next goals (after some more 
traveling of course) is to design a course on storytelling in interactive design. 
I can show people a valuable process of prototyping ideas and communicating 
complex interactive experiences in simple ways. The most important part of 
my process that I would need to teach people would be to provide a language 
of telling stories in a visual way. Before getting into the design process, it is 
important to decide on the story.

Similar to the Boston Neighborhood Project1 in Information Architecture II, 
I would emphasize a place-based project that included some form of a map in 
an interface, or a site-specific story using locative-media, or even an interac-
tive place-based performance like Sleep No More. This type of project would 
allow me to teach my process and show the types of interfaces and visualiza-
tions that inspired me. These include the work of Jonathan Harris, Stamen 
Design, Masaki Fujihata, Teri Rueb, Stefan Schemat, Jeremy Wood, Christian 
Nold, and even Michel Gondry.

Photography and film are still my preferred mediums and I would begin a 
course by showing students how to tell stories through imagery. Composition 
is an important part of making compelling images. One of the first lessons 
someone taught me was to look in all four corners of the frame and make 
sure they look the way I want them to. By teaching photography composition 
to designers, I think it would be helpful to their overall interface design. For 
inspiring photographers, we would look at some of my favorites including 
Brassaï, Mary Ellen Mark, William Albert Allard, Robert Capa, Richard 
Avedon, Dorothea Lange, and William Eggleston.

Being able to tell stories through film requires understanding the basics 

of going from script to screen. There are simple ways to do this. It begins by 
simply writing a story, and then sketching out the storyboards. Understand-
ing cinematic language requires studying camera movements, lighting, the 
use of sound, music, and narration. However, it all begins by just watching 
film. Some of my favorites include Nashville by Robert Altman, Withnail & 
I by Bruce Robinson, Manhattan by Woody Allen and the documentary The 
Cruise by Bennett Miller (the ultimate annotated trip through New York City 
by Timothy “Speed” Levitch, a brilliant and tortured individual).

Traveling has enhanced my perception of the world and even more, who 
I am and where and how I fit in. Without these experiences I wouldn’t have 
anything to teach. The places I have been have defined me as a person and 
are now part of the valuable experiences I can pass on. Getting lost is a part 
of any new experience. Through exploration into the unknown we make 
discoveries about ourselves. When we are lost, we are more attuned to our 
surroundings and our process. Eventually I think we all become guides in 
order to lead those who are beginning to discover and explore unfamiliar 
territory on their own.

1. The Boston Neighborhood Project is a project developed by Joseph Quackenbush and Andrew 
Stuck for Information Architecture II. Students research, prototype, and design interactive map-based 
projects based on their findings in a particular neighborhood in Boston.
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