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Loca%on-Based	Mobile	Games	(LBMGs)	are	games	that	take	place	in	the	real	world	
using	mobile	loca%on-tracking	technologies.	The	loca%on-tracking	technology	can	
differ	a	lot	in	complexity,	ranging	from	QR	codes	(such	as	used	by	Munzee),	RFID	tags	
(such	as	used	by	Pac-ManhaKan)	to	GPS-enabled	smartphones,	which	is	now	
becoming	the	most	common	plaMorm.		Regardless	of	the	technology,	a	defining	
characteris%c	of	the	genre	is	that	moving,	i.e.,	changing	your	loca%on,	is	an	integral	
part	of	the	gameplay.		
	
For	story-based	games	of	this	genre,	this	has	the	consequence	that	the	story	is	told	in	
the	physical	space	where	the	player	is.	Hence,	as	narra%ve	designers	and	game	
designers,	this	means	we	may	very	well	know	something	about	what	the	player	can	
see	and	hear	where	they	are.		Is	it	a	noisy	environment,	or	is	it	calm?		Can	they	hear	
traffic	or	a	babbling	brook?		Are	there	animal	sounds	or	sounds	of	nature?		This	
knowledge	can	be	used	to	design	the	loca%on-based	game	experience.			
	
In	a	broader	context,	it	means	that	the	game	world	is	overlaid	on	top	of	a	physical	
space.	Where	designers	of	more	conven%onal	games	have	to	design	levels	that	
cons%tute	the	game	world,	designers	of	loca%on-based	mobile	games	get	the	levels	
“for	free”	in	that	the	real	world	serves	as	their	levels.		The	design	challenge	is	
therefore	to	design	content	that	resonates	with	the	environment	in	which	the	game	
takes	place,	or	even	to	blend	the	content	with	the	real	world,	effec%vely	geYng	the	
two	to	merge	in	the	player’s	mind.		We	will	return	to	this	later	on.	
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We	noted	that	loca%on-based	games	require	the	player	to	move.		However,	what	it	is	
that	mo%vates	the	player	to	move,	and	what	the	effect	is	on	the	game	world,	
depends	completely	on	the	game.	Generally	in	game	studies	and	design,	we	use	the	
term	“game	mechanics”	to	talk	about	the	fundamental	interac%vi%es	the	player	has	
with	the	game.	To	find	the	game	mechanics	in	a	given	game,	the	ques%on	we	always	
ask	is	“What	does	the	player	do?”		Different	types	of	game	mechanics	exist	that	use	
physical	movement,	ranging	from	chase	mechanics,	collec%on	mechanics	and	
territorial	(capture	and	control	territory)	type	mechanics.	
	
For	example,	Pokémon	GO	shown	above	requires	the	player	to	collect	pokémon	
creatures,	so	there	is	a	“collec%on	mechanic”	in	this	game.		We	could	also	say	that	
the	collec%on	mechanic	is	combined	with	a	“capture	mechanic”	through	which	the	
player	must	capture	a	pokémon	creature	by	hiYng	it	with	a	ball	in	the	augmented	
reality	view,	as	well	as	a	“baKle	mechanic”	that	allows	players	to	use	their	pokémon	
to	fight	others.	
	
While	loca%on-based	games	only	really	became	mainstream	with	the	advent	of	
Pokémon	GO,	they	have	existed	in	various	forms	since	the	early	2000s.	In	the	
following,	we	will	look	at	a	few	more	examples.	
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“Can	You	See	Me	Now?”	from	2002	by	ar%st	collec%ve	Blast	Theory	is	a	game	as	well	
as	a	performance.		Fundamentally	a	chase	game,	it	featured	four	physical	players	
(part	of	the	Blast	Theory	group)	who	served	as	“runners”	whose	job	it	was	to	catch	
virtual	players.		The	virtual	players	moved	around	a	virtual	representa%on	of	a	real	
environment,	such	as	Tokyo	shown	in	the	picture.		This	was	well	before	the	%me	of	
smartphones,	so	the	runners	were	equipped	with	portable	computers	that	told	them	
the	current	loca%on	of	the	virtual	players.		They	then	ran	to	those	loca%ons	and	tried	
to	snap	photographs	of	the	real	places	that	corresponded	to	the	virtual	places	where	
the	virtual	players	were.		Of	course	the	virtual	players	would	not	be	visible	in	the	
photographs,	but	the	computers	registered	the	GPS	loca%on	and	%me	at	which	the	
photo	was	taken,	and	if	the	the	%me	and	place	coincided	with	those	of	a	virtual	
player,	the	photo	would	count	as	a	capture.		The	game	was	highly	sophis%cated	for	
its	%me	and	was	a	real	landmark	in	the	development	of	the	genre.	
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With	the	advent	of	smartphones	came	a	series	of	loca%on-based	games,	some	of	
which	are	shown	above.		I’ve	wriKen	more	extensively	on	most	of	these	in	a	book	
chapter	en%tled	“Ever%ng	the	Holodeck:	Games	and	Storytelling	in	Physical	Space”	
which	appeared	in	a	book	published	by	Routledge.	You	can	find	it	here:	hKps://
www.amazon.com/Interac%ve-Digital-Narra%ve-Routledge-Communica%on/dp/
1138575712		
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The	term	‘immersion’	is	used	in	game	science	to	describe	a	par%cular	type	of	feeling	
that	may	be	experienced	while	playing	a	game.	Two	researchers,	Ermi	and	Mäyrä,	
dis%nguish	between	three	different	types	of	immersion:	sensory,	challenged-based	
and	imagina%ve	(2005).	Sensory	immersion	can	be	intensified	with	beKer	graphics	
and	sound;	challenge-based	by	engaging	gameplay,	corresponding	roughly	to	‘flow’	
as	described	by	Csikszentmihalyi	(1975,	1990);	and	imagina%ve	immersion	as	a	‘game	
experience	in	which	one	becomes	absorbed	with	the	stories	and	the	world,	or	begins	
to	feel	for	or	iden%fy	with	a	game	character’	(Ermi	and	Mäyrä	2005).	As	we	will	see	
later,	imagina%ve	immersion	is	the	type	that	is	most	suited	for	cultural	heritage	
games	that	take	place	in	real	cultural	heritage	sites.		
	
A	considerable	challenge	of	loca%on-based	games	is	to	offer	a	sense	of	immersion	
into	the	story/gameplay	without	losing	a	sense	of	presence	in	the	physical	space.	For	
example,	Pokémon	GO	excels	at	the	former	but	fails	at	the	laKer,	resul%ng	in	an	
experience	that	draws	people	into	the	gameplay	at	the	cost	of	oblivity	to	the	
surroundings,	even	to	the	extent	that	accidents	occur	due	to	this	loss	of	presence.	
While	this	may	be	acceptable	for	a	non-cultural	game	experience,	it	is	unsuitable	for	
site-specific	cultural	heritage	games	where	the	site	itself	plays	a	crucial	role	in	the	
experience.		
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For	cultural	heritage,	presence	is	not	only	about	safety,	but	also	about	the	audience	
experiencing	the	site	and	not	only	the	digital	content.	We	argue	that	for	loca%ve	
games	to	be	successful	for	cultural	heritage,	they	must	bridge	the	design	tension	
between	offering	immersion	and	presence.	We	will	later	use	two	of	our	own	%tles	to	
show	how	careful	use	of	loca%ve	game	mechanics,	visual	and	audio	design,	and	
narra%ve	techniques	can	help	reconcile	these	two	design	pressures	to	create	a	new	
type	of	engagement	with	cultural	heritage.		
	
For	loca%ve	cultural	heritage	games,	mechanics	like	those	adopted	in	Pokémon	GO	
and	Ingress	are	generally	unsuited,	because	they	sacrifice	presence	in	the	physical	
space	for	(challenge-based)	immersion	into	the	gameworld.	Instead,	the	best	loca%ve	
game	mechanics	and	gameplay	for	cultural	heritage	relate	to	physical	naviga%on	of	
the	site	and	engagement	with	gameworld	representa%ons	of	objects	of	direct	
relevance	to	the	site	itself.	For	the	former,	search	and	scan	mechanics	in	which	
players	find	their	way	through	the	site	using	naviga%onal	tools,	such	as	maps,	radars	
and	dowsing,	are	par%cularly	useful.	For	the	laKer,	capture	and	collec%on	mechanics	
are	helpful,	especially	if	combined	with	puzzle	mechanics	that	allow	the	collected	
game	objects	to	be	interacted	with	(e.g.,	combined)	in	order	to	solve	a	puzzle	or	
discover	a	story.	The	challenges	related	to	naviga%on	and	light-weight	puzzle-solving	
result	in	a	type	of	immersion	that	reverses	the	emphasis	between	challenge-based	
and	imagina%ve	immersion	compared	to	Ingress	and	Pokémon	GO.		
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The	Haunted	Planet	games	are	a	series	of	smartphone-based	loca%on-based	games	
by	that	we	have	developed	in	Haunted	Planet	Studios.	The	player	takes	on	the	role	of	
paranormal	inves%gator,	exploring	a	real-world	area	for	paranormal	ac%vity,	
encountering	ghosts	and	other	supernatural	en%%es,	documen%ng	their	existence	
with	photos	and	audio	recordings	and	ul%mately	solving	a	mystery.	In	terms	of	genre,	
they	fall	within	the	categories	of	“locally	staged	treasure	hunts”	(Montola	et	al.,	
2009,	pp.	32–34)	and	“urban	adventure	games”	(Montola	et	al.,	2009,	pp.	42–44).		
	
Rather	than	being	strongly	historical,	the	two	games	we	will	discuss	here	are	based	
on	original	as	well	as	adapted	literary	content	of	par%cular	relevance	to	the	chosen	
sites.	It	is	also	possible	(and	popular)	to	create	characters	whose	relevance	to	the	site	
is	of	a	more	historical	nature.	
	
Each	game	has	two	modes:	site-specific	in	which	it	is	set	in	a	cultural	heritage	site	
using	curated	geographical	points	for	encounters,	and	random	in	which	it	stages	itself	
to	the	player’s	loca%on.	In	the	former	configura%on,	the	game	is	intended	as	a	visitor	
experience,	and	in	the	laKer	case	as	a	souvenir—an	object	that	can	be	taken	away	
and	used	to	invoke	memories	of	the	visit.		
	

7	



One	%tle,	the	award-winning	Bram	Stoker’s	Vampires	(Haahr	2012),	is	deployed	in	
Trinity	College	Dublin	in	Ireland	and	engages	with	the	literary	heritage	of	Bram	
Stoker,	who	was	one	of	the	university’s	most	famous	alumni.	The	backstory	in	this	
game	is	that	the	vampires	that	Stoker	invented	in	his	novel	have	returned	to	haunt	
not	only	the	player,	but	also	the	writer	himself.		The	player’s	task	is	to	find	the	
vampires	and	learn	more	about	them.	
	
The	game	has	won	a	number	of	awards	in	2012	and	was	also	finalist	in	the	Heritage	in	
Mo%on	awards	in	2016.		Later	on,	we	will	explain	how	we	used	this	%tle	to	try	and	
reinvent	tradi%onal	Gothic	storytelling	techniques,	such	as	fragmented	narra%ve	
structure	and	temporal	and	spa%al	transgression,	for	the	new	medium	of	loca%on-
based	mobile	games.		
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As	men%oned,	Bram	Stoker	was	a	student	in	the	university	in	which	the	game	is	set.		
He	published	the	novel	Dracula	in	1897.		The	first	edi%on	had	the	bright	yellow	cover	
shown	above.		If	you	haven’t	read	the	novel,	it	is	worth	making	a	few	notes	about	its	
form.		Rather	than	being	a	conven%onal	narra%on	osen	used	in	modern	horror	(e.g.,	
by	Stephen	King),	the	novel	Dracula	takes	the	form	of	a	collec%on	of	newspaper	
clippings,	diary	entries,	medical	journal	extracts	and	personal	leKers	between	the	
main	characters.		Essen%ally,	this	collec%on	of	evidence	is	presented	to	the	player	
and	the	player	is	asked	to	construct	the	story	in	their	minds.		This	gives	the	novel	a	
pretension	to	veracity	(more	about	this	later)	that	is	osen	used	in	gothic	fic%on.		
You’ve	probably	read	a	ghost	story	that	starts	with	something	like	“You’re	not	going	
to	believe	what	I’ll	tell	you	now,	but	here	it	is…”	The	conven%on	is	also	popular	in	
contemporary	horror	cinema,	such	as	The	Blair	Witch	Project	and	Paranormal	
AcCvity.			
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Another	game,	The	Amazing	Transfabulator	(Haahr	2013)	is	a	whimsical	%me-travel	
adventure	in	the	spirit	of	Jules	Verne	and	set	in	the	Victorian	Precinct	in	Oamaru,	
New	Zealand	and	was	developed	in	collabora%on	with	the	local	community	there.	
The	backstory	in	The	Amazing	Transfabulator	is	that	a	Victorian	%me	travel	machine	
has	malfunc%oned,	leaving	a	motley	crew	of	%me	travellers	stranded	in	
interdimensional	limbo.		The	player’s	job	is	to	find	all	the	%me	travellers,	such	that	
they	can	repair	their	machine	and	con%nue	their	journey.	
	
Rather	than	typical	historical	(e.g.,	tourist	guide	type)	experiences,	the	two	%tles	are	
intended	to	offer	a	more	literary	type	of	cultural	experience.	In	the	case	of	Bram	
Stoker’s	Vampires,	the	experience	is	anchored	in	the	site	and	its	exis%ng	literary	
heritage,	and	in	the	case	of	The	Amazing	Transfabulator,	it	is	anchored	in	the	exis%ng	
cultural	prac%ces	of	the	local	community.		
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Game	design	always	involves	choosing	a	collec%on	of	‘game	mechanics,’	the	
fundamental	interac%ons	through	which	the	players	interact	with	the	game.	In	turn,	
‘gameplay’	arises	from	the	game	mechanics	and	the	players’	interac%on	with	them.	
For	loca%ve	games,	there	is	a	dis%nct	set	of	game	mechanics	known	to	work	well,	for	
example	territorial	mechanics	(related	to	controlling	physical	territory)	and	resource	
gathering	(involving	physical	movement)	as	well	as	collec%on,	levelling	and	training	
mechanics	(e.g.,	as	known	from	Pokémon	GO	and	Ingress)	(Haahr	2015).	Such	
mechanics	help	create	a	complex	gameworld	with	complex	challenges,	which	in	turn	
extend	the	dura%on	of	the	play	experience.	In	game	design,	extending	the	dura%on	
of	the	play	experience	is	osen	seen	as	desirable,	but	this	is	not	necessarily	so	for	
cultural	heritage	games.	Addi%onally,	increasing	the	complexity	of	the	game	results	in	
a	higher	level	of	aKen%on	required	from	the	player	than	a	simpler	experience,	not	to	
men%on	a	steeper	learning	curve.	If	we	consider	the	three	types	of	immersion	
proposed	by	Ermi	and	Mäyrä	(2005),	it	is	clear	that	the	complex	gameworlds	offered	
by	Ingress	and	Pokémon	GO	offer	primarily	challenge-	based	immersion.	Players	are	
cap%vated	by	capturing	portals	and	catching	pokémon	creatures,	not	by	the	sensory	
fidelity	of	the	experiences.	Imagina%ve	immersion	also	plays	a	role	in	these	types	of	
games,	but	the	fascina%on	with	the	stories	and	worlds	of	Ingress	and	Pokémon	GO	is	
decidedly	secondary	to	the	challenge-based	immersion	experienced	by	the	player	at	
the	%me	during	real-world	play.	For	such	games,	the	aKen%on	is	easily	shised	from	
the	player’s	immediate	surroundings	to	the	gameworld.	
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The	games	contain	a	search/explora%on	mechanic,	which	is	facilitated	by	the	Map	
and	Radar	gameplay	modes.	The	Map	shows	the	player’s	loca%on	and	an	outline	of	
the	play	area,	but	not	the	specific	loca%ons	of	paranormal	encounters.	Leaving	out	
the	specific	loca%ons	of	encounters	from	the	Map	was	a	deliberate	design	choice	
intended	to	make	naviga%on	more	challenging	and	hence	more	interes%ng	from	a	
gameplay	point	of	view.	If	the	player	could	see	liKle	flags	for	each	ghostly	encounter,	
they	could	just	use	the	map	to	go	them	directly,	and	the	game	would	be	too	easy,	
and	wouldn’t	feel	like	a	paranormal	inves%ga%on	at	all.	
	
The	purple	bounding	box	shown	on	the	map	illustrates	the	play	area.		If	the	player	
finds	themselves	outside	the	bounding	box,	they	know	they	are	not	in	the	right	place.		
But	as	long	as	they	are	inside	the	bounding	box,	it	is	their	job	to	explore	and	find	
where	the	paranormal	ac%vity	is.	
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The	Radar	shows	a	tradi%onal	‘ship’s	radar’	type	view	of	paranormal	encounters	in	
the	vicinity	but	no	terrain	features.	If	the	player	rotates	the	handset,	or	turns	to	look	
in	a	different	direc%on,	the	radar	view	rotates	with	them.		Paranormal	ac%vity	is	
shown	with	mysterious-looking	blobs	that	are	intended	to	en%ce	the	player	to	go	
there	and	explore.		If	an	encounter	is	too	far	away	to	show	on	the	radar,	it	appears	
off	screen	but	its	presence	is	shown	with	a	liKle	arrow	indica%ng	the	distance	to	it.		
Mul%ple	encounters	can	be	ac%ve	at	the	same	%me.	
	
The	two	modes	work	in	tandem:	The	Map	helps	coarse-grained	player	orienta%on	
and	the	Radar	encourages	players	to	explore	the	site	in	order	to	get	close	to	the	
encounters.	As	the	player	approaches	an	encounter,	audio	layers	are	built	up	to	
increase	drama%c	tension	(Paterson	et	al	2010,	2013).		The	Radar	mode	encourages	
the	to	look	around	at	their	environments.		We	want	the	player	to	think,	“There	is	
something	195	meters	ahead	of	me,	it	looks	like	it	might	be	behind	that	building…	
How	do	I	get	there?		Maybe	I	need	to	cross	that	bridge?”	
	
When	the	player	gets	close	to	an	encounter,	the	LEDs	in	the	top	les	corner	light	up	
(this	is	shown	in	the	graphic)	and	the	eye	buKon	in	the	lower	les	corner	lights	up,	
indica%ng	to	the	player	that	they	are	now	close	enough	to	interact	with	the	
paranormal	phenomenon.		To	do	this,	they	press	the	eye	buKon,	which	brings	us	to	
the	next	game	mode.	
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The	third	game	mode	is	the	Ghost	Viewer,	which	shows	an	augmented	reality	view	of	
the	surroundings.		In	this	mode,	the	player	must	scan	around	and	see	if	they	can	see	
the	visual	signs	of	the	paranormal	ac%vity.		The	character	may	be	behind	them,	or	it	
may	move	to	the	sides.		Yellow	arrows	(not	shown	in	the	screenshot)	give	them	hints	
about	which	way	to	pan.		When	the	paranormal	ac%vity	becomes	visible	(as	shown	in	
the	figure),	the	yellow	arrow	changes	into	a	red	light,	which	indicates	that	a	photo	
can	be	taken.		At	this	point,	an	entry	sound	(typically	the	voice	of	the	ghostly	
character)	is	triggered	too,	adding	atmosphere	and	story	to	the	game.		This	is	
essen%ally	a	scan/capture	mechanic.	
	
The	player’s	photo	goes	into	the	gallery	on	their	handset	and	also	goes	into	the	
Casebook,	which	is	the	final	game	mode	that	we	will	discuss	next.	
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Taking	a	successful	photo	unlocks	a	liKle	story	snippet	about	the	character	and	also	
enters	the	photo	taken	by	the	player	into	the	final	game	mode,	the	game’s	Case	
Book.		The	Case	Book	lets	the	player	review	their	progress,	see	the	photos	they’ve	
taken	and	read	about	the	characters	they	have	encountered.	
	
There	is	no	game	mechanic	associated	with	this	task;	the	player	simply	uses	the	
Casebook	mode	shown	above	to	browse	the	collected	evidence	and	unlocked	story	
snippets.	The	Casebook	serves	as	a	record	of	the	play	experience	and	as	a	reference	
to	the	different	characters.		
	
It	is	worth	no%ng	that	in	terms	of	graphic	assets,	the	image	shown	in	the	Ghost	
Viewer	and	that	used	to	construct	the	composite	photo	are	actually	two	different	
images.		In	most	of	our	games,	we	show	the	same	character	in	the	two	images,	but	
we	reveal	more	visual	details	in	the	image	that	goes	into	the	Casebook.		The	inten%on	
is	to	reward	the	player	for	taking	a	successful	photo	by	giving	them	a	liKle	more	
visual	detail	about	the	character,	which	goes	along	nicely	with	the	descrip%on	of	the	
character	that	was	unlocked	when	the	player	took	the	photo.	
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As	men%oned	earlier,	the	site	is	very	important	for	loca%on-based	games	for	cultural	
heritage,	because	essen%ally	it	is	the	“game	level”	in	which	the	game	will	take	place.		
For	this	reason,	I	include	some	pictures	of	the	site	in	which	Bram	Stoker’s	Vampires	is	
set.	
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Front	Arch	is	the	entrance	to	Trinity	College	Dublin.		It	opens	out	to	College	Green,	
which	is	a	busy	space	in	the	middle	of	Dublin	city	centre.		Many	people	pass	through	
Front	Arch	every	day,	and	we	expect	many	of	the	players	of	the	game	to	enter	the	
College	this	way.	
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Front	Square	is	the	first	space	within	the	College	that	a	visitor	(or	player!)	encounters	
when	they	enter	through	Front	Arch.		The	Campanile	shown	to	the	right	in	the	photo	
marks	the	loca%on	of	a	monastery	that	was	there	before	the	College	was	founded	in	
1592	by	Queen	Elizabeth.	
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The	Graduates	Memorial	Building	is	a	beau%ful	neo-Gothic	Victorian	building	that	
today	houses	some	of	the	College’s	most	important	socie%es	in	which	Bram	Stoker	
par%cipated,	such	as	the	Philosophical	and	Historical	Socie%es.		The	building	was	
opened	in	1902,	so	a	few	years	aser	Dracula	was	published	and	a	couple	of	decades	
aser	Bram	Stoker	studied	in	the	College.		Nevertheless,	the	building	is	an	important	
part	of	the	backdrop	to	the	game,	and	is	also	from	the	%me	at	which	the	novel	takes	
place.	
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The	Rose	Garden	offers	a	nice	space	that	connects	New	Square	with	College	Park	
(dominated	by	the	cricket	pitch).		We	like	the	ambience	in	the	Rose	Garden	very	
much,	so	we	placed	one	of	the	characters	there.	
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The	above	map	shows	the	exact	loca%on	of	the	seven	encounters	in	Bram	Stoker’s	
Vampires	when	it	is	played	in	Trinity	College.		(There	is	also	a	random	mode,	which	
we	will	talk	about	later.)		The	arrangement	of	the	characters	is	such	that	the	three	
Vampire	Sisters	are	ac%ve	at	the	same	%me	and	hence	appears	on	the	Radar	as	three	
separate	“blobs”	of	paranormal	ac%vity.		The	player	can	collect	the	sisters	in	any	
order,	but	he	or	she	has	to	collect	all	three	before	advancing	to	the	next	stage.		Aser	
the	three	sisters	have	been	collected,	the	player	has	four	encounters	with	Count	
Dracula,	which	increase	in	intensity	as	they	progress.		Finally,	the	player	has	an	
encounter	with	the	ghost	of	Bram	Stoker	who	reflects	briefly	on	the	monsters	he	
created.	
	
We	have	placed	the	encounters	to	take	the	player	around	some	of	the	nice	parts	of	
the	university.		One	of	the	Vampire	Sisters	(the	first	of	the	three	red	encounters	in	
the	figure)	is	placed	directly	outside	the	Old	Library,	which	is	where	a	visitor	to	the	
College	will	emerge	aser	having	visited	the	Book	of	Kells,	which	is	the	College’s	
biggest	tourist	aKrac%on.		The	arrows	in	the	figure	above	shows	a	typical	walking	
route	that	a	player	might	take,	but	as	noted,	the	first	three	encounters	(marked	red	
in	the	figure)	can	be	collected	in	any	order.	
	

24	



This	visual	shows	an	actual	player	photograph	of	one	of	the	the	Three	Vampire	
Sisters	encountered	in	the	Rose	Garden	shown	earlier.		The	character	is	Violeta.		As	
you	can	see,	we	have	chosen	a	photorealis%c	style	and	made	an	effort	to	get	the	right	
amount	of	transparency	for	the	light	condi%ons	at	hand.		This	is	the	type	of	photo	
that	a	player	will	take	away	with	them	aser	having	played	the	game.		The	visual	
above	was	not	doctored	in	any	way.	
	
Generally,	visual	and	audio	design	for	games	range	from	abstract	to	representa%onal	
(Adams	2010),	where	abstract	designs	have	a	low	degree	of	realism	and	
representa%onal	designs	have	a	high	degree	of	realism.	Most	loca%ve	game	
experiences	have	rela%vely	abstract	aesthe%cs,	such	as	the	cartoony	creatures	in	
Pokémon	GO,	which	by	virtue	of	their	design	are	placed	as	belonging	squarely	in	the	
gameworld,	not	in	the	physical	world.	Rather	than	linking	the	gameworld	with	the	
physical	world,	these	aesthe%cs	result	in	a	clear	demarca%on	between	them.		
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This	character	is	Sylvia,	which	in	this	photo	appears	in	front	of	the	Graduates	
Memorial	Building.		The	visual	illustrates	one	challenge	with	augmented	reality	
games,	which	is	the	varying	ligh%ng	condi%ons.		While	you	might	think	a	spooky	game	
like	Bram	Stoker’s	Vampires	would	work	well	in	the	dark,	the	cameras	in	most	
smartphones	are	not	actually	good	enough	at	low-level	light	condi%ons	that	it	results	
in	a	very	good	play	experience.		Instead	of	blending	nicely	with	the	background,	like	
Violeta	did	in	the	previous	visual,	Sylvia	here	sits	on	top	of	the	darkness	like	a	
cardboard	cut-out.		This	is	a	challenge	that	is	not	easy	to	overcome,	and	our	games	
therefore	play	beKer	during	the	day	or	in	dusk	condi%ons.		Playing	at	night	require	
quite	a	lot	of	ar%ficial	light	to	work	well.	
	
For	cultural	heritage	games,	it	is	more	appropriate	to	develop	visual	and	audio	styles	
that	link	the	gameworld	with	the	physical	space,	rather	than	one	that	only	
emphasises	the	former.	We	have	found	that	photorealis%c	visuals	and	audio,	such	as	
those	above,	help	create	a	pretension	to	veracity	that	blurs	the	boundary	between	
the	gameworld	and	physical	space	and	helps	the	immersion	into	the	former	coexist	
with	presence	in	the	laKer.	By	blurring	this	boundary,	we	place	a	certain	amount	of	
uncertainty—especially	through	the	use	of	sound	(Paterson	et	al	2010)—about	where	
the	game	objects	belong,	causing	the	player	to	pay	extra	aKen%on	to	what	is	around	
them.	For	content	that	is	historical,	this	approach	not	only	blends	the	gameworld	
with	the	real	world,	but	also	mixes	the	past	with	the	present.		
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So	far,	we	have	discussed	how	the	Bram	Stoker’s	Vampires	game	worked	when	
played	in	Trinity	College	Dublin,	which	is	the	site-specific	loca%on	where	we	have	
chosen	to	set	it.		In	addi%on,	the	game	also	has	a	site-agnos%c	mode	in	which	it	will	
stage	itself	to	the	loca%on	where	the	player	is.	This	allows	the	game	to	be	played	
anywhere	in	the	world.		When	played	this	way,	our	server	will	select	random	
loca%ons	near	the	player	and	put	the	encounters	there.		This	won’t	result	in	quite	the	
same	quality	of	play	experience	as	if	someone	plays	it	in	Trinity	College,	but	it	can	s%ll	
be	fun,	and	it	allows	the	game	to	func%on	not	only	as	a	way	to	help	experience	the	
site,	but	also	as	a	souvenir	that	they	take	away	with	them.	
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This	image	shows	the	game	staged	at	the	University	of	Limerick.	
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This	image	shows	the	game	staged	at	the	University	of	Surrey	in	the	UK.	
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The	photos	that	players	collect	depend	significantly	on	the	loca%on	they	play	in.	On	
some	of	the	previous	pages,	we	saw	what	the	characters	look	like	when	encountered	
in	Trinity	College	Dublin.		The	above	shows	a	player	photograph	(used	with	
permission,	of	course)	of	someone	playing	the	game	in	a	field	in	Germany.	
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Here	is	another	example	of	people	playing	the	game	in	a	field.		A	par%cular	challenge	
is	that	when	the	game	is	played	in	Random	Mode,	it	is	difficult	for	us	to	guarantee	
that	there	is	access	to	the	places	where	the	characters	are	placed.		Some%mes	they	
may	end	up	in	someone’s	garden,	or	even	in	a	lake.		Our	algorithm	tries	to	prevent	
this,	but	it	doesn’t	always	work.	
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One	thing	we	discovered	is	that	people	love	posing	with	the	characters.		This	photo	
shows	Count	Dracula	transforming	into	a	bat	in	from	of	the	Shamrock	Smart	Indian	
Restaurant	in	Brussels.		There	were	two	players	sharing	a	handset	in	this	case,	one	
who	took	the	photo	and	one	who	posed.	
	

33	



The	second	%tle	we	will	discuss	here	is	the	The	Amazing	Tranfabulator.		The	full	%tle	
is	actually,	Professor	Hürkelheimer’s	Amazing	Temporal	Phase	Transfabulator	The	
Exploding	Transfabulator.	
		
The	game	is	set	in	an	alternate	history	steampunk	universe.		Professor	
Hürkelheimer’s	Amazing	Temporal	Phase	Transfabulator	(an	electro-steam	hybrid	
%me	machine)	has	malfunc%oned,	leaving	a	small	con%ngency	of	%me-travelling	
Victorian	explorers	stranded	in	inter-dimensional	limbo	amidst	cogs,	bulbs,	levers	and	
other	Transfabulator	debris.		The	player’s	job	is	to	find	and	photograph	all	seven	
explorers	using	the	mysterious	transdimensional	camera	(the	Haunted	Planet	app).	
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The	aesthe%c	associated	with	steampunk	is	fun	and	playful.		It	is	based	on	fantas%c	
technology	and	larger-than-life	characters.		Steampunk	is	also	very	crea%ve,	
encouraging	people	to	produce	cultural	material	(ouMits,	stories,	music,	art,	etc)	
rather	than	remaining	consumers.		Steampunk	fes%vals	and	balls	allow	people	to	
show	off	their	crea%ons.		Steampunk	universes	typically	take	place	in	an	alterna%ve	
Victorian	universe	where	steam	technology	(and	other,	more	fic%%ous	technologies)	
have	allow	%me	travel,	space	travel	and	other	fantas%cal	journeys	to	take	place.	
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The	game	was	developed	in	collabora%on	with	The	League	of	Victorian	Imagineers,	
which	is	a	steampunk	community	in	New	Zealand.		The	game	is	set	in	Oamaru,	which	
is	a	town	on	the	south	Island	with	around	11,000	inhabitants.		Oamaru	has	a	
beau%ful	old	Historic	District	from	Victorian	%mes,	and	that	is	where	The	Amazing	
Transfabulator	is	set.	
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This	visual	shows	one	of	the	main	streets	in	Oamaru’s	Historic	District.	
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A	café	in	Oamaru’s	Historic	District.	
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Victorian	building	in	Oamaru’s	Historic	District.	
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The	map	above	shows	where	the	encounters	are	placed.		While	The	Amazing	
Transfabulator	like	Bram	Stoker’s	Vampires	also	has	seven	encounters,	its	
progression	structure	is	quite	different	in	that	all	seven	encounters	are	ac%ve	at	the	
same	%me	and	the	player	can	collect	all	of	them	in	any	order	they	like.		This	means	
that	there	apart	from	the	conclusion	when	all	%me	travellers	have	been	collected	is	
liKle	story	progression	–	the	game	is	largely	a	collec%on	and	discovery	game	where	
the	player	is	meant	to	be	amused	by	the	whimiscal	and	fantas%cal	character	of	the	
encounters	while	they’re	seeing	the	Historical	District.	
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We	worked	with	the	steampunk	community	League	of	Victorian	Imagineers	in	New	
Zealand,	and	they	supplied	art	photos	of	the	characters,	which	we	then	named	and	
game	backstories	for	the	purposes	of	the	game.		We	also	placed	cogs	and	other	
mechanical	machine	parts	around	the	characters	in	order	to	evoke	the	idea	of	a	%me	
travel	machine	having	malfunc%oned.	
	
The	Masked	Mistress	signed	Professor	Hürkelheimer’s	contract	with	a	single	aim	in	
mind:	to	travel	back	in	%me	and	avenge	her	spurned	suitor	who	so	cruelly	disfigured	
her	face	when	she	tried	to	end	their	courtship	to	begin	a	new	life	with	his	best	friend.	
The	Masked	Mistress	has	waited	a	long	%me	for	her	revenge;	and	has	picked	up	a	
trick	or	two	in	the	mean%me…		
		
She	embarked	the	expedi%on	under	the	guise	of	the	ship’s	cook,	her	mission	too	
terrible	to	share	with	anyone,	least	of	all	the	straitlaced	Professor	Hürkelheimer.		The	
Masked	Mistress	has	waited	a	long	%me	for	her	revenge;	and	has	picked	up	a	trick	or	
two	in	the	mean%me…	A	skilled	fencer,	she	is	never	without		her	chatelaine		
crammed	with	the	most	lethal	of	knives,	her	carry	case	of	sharp	knives,	which	she	
swears	are	for	culinary	purposes…	
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Somewhere	between	1549	and	1600	the	Transfabulator	landed	on	a	small	island	on	
the	Atlan%c	Ocean	and	was	at	once	seized	by	Clara	O’Brien,	the	Queen	of	Ubreen,	
chiesain	of	the	O’Brien	clan	and	a	pirate	leader.		Understanding	at	once	the	lucra%ve	
prospect	that	%me	travel	afforded,	Clara	O’Brien	demanded	she	accompany	her	
cap%ves	on	the	remainder	of	their	journey;	aser	all,	she	had	plundered	any	available	
riches	in	her	own	land	and	%me	so	was	ready	to	embark	on	pastures	new.	Professor	
Hürkelheimer	couldn’t	really	say	no,	seeing	how	she	had	a	bayonet	poin%ng	at	his	
heart	cavity.			
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The	%me	travel	speed	bumps	and	faulty	Transfabulators	and	are	small	fry	to	Matron	
Medora	Green.	No	one	rises	through	the	ranks	of	army	nursing	due	to	cowardice.	In	
her	world-weary	view,	anyone	who	moans	about	temporal	travel	sickness	should	try	
amputa%ng	a	screaming	army	sergeant’s	gangrenous	leg	and	see	how	their	stomach	
feels	then.	An	expert	blood-leKer	and	liberal	supplier	of	laudanum,	Matron	Medora	
Green	is	the	Transfabulator’s	greatest	asset	in	the	eyes	of	Professor	Hürkelheimer;	
her	morphine-laced	toothache	drops	work	a	charm	for	his	chronic	insomnia.		
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Presence:	the	percep%on	of	being	in	a	par%cular	physical	space	
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How	did	we	approach	it?	
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Background	sound	is	an	atmospheric	soundscape	that	sets	the	mood	of	the	loca%on,	
randomized	overlapping	audio	files	are	used	to	prevent	repe%%ve	audio	and	loss	of	
player	interest	–	the	paranormal	zone	(looped	drone,	environmental	sounds)	
Sound	effects	are	overlaid	that	are	relevant	to	the	loca%on	and	game	narra%ve	
Dialogue	can	be	accessed	using	the	frequency	scanner	mode;	increased	amplitude	
and	more	layers	to	increase	intensity	
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Example:	the	encounter	with	Tereza	contains	bird	sounds	(not	ghos%fied)	but	the	
ghost	voices	are	spa%alised	through	
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Sound	effects	that	are	of	both	paranormal	and	environmental	origin	are	mixed!		
Hence,	the	player	at	%mes	cannot	dis%nguish	the	real	from	the	game	sound.		This	
blends	the	real	and	virtual	worlds.		Again,	we	try	and	posi%on	the	characters	on	the	
boundary	between	the	gameworld	and	the	real	world	by	way	of	sound	design.	
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Koji	Kondo	(������Kondō	Kōji?,	born	August	13,	1960)	is	a	Japanese	
video	game	composer	and	sound	director	who	has	been	employed	at	Nintendo	since	
1984.	He	is	best	known	for	scoring	numerous	%tles	in	the	Mario	and	
The	Legend	of	Zelda	series.	
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Actually	it’s	a	liKle	worse,	because	the	game	sound	can’t	be	the	same	even	in	a	single	
playthrough.	
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I	will	use	BoYng’s	book,	which	is	an	excellent	introduc%on	to	the	Gothic	genre.		The	
genre	has	developed	throughout	the	centuries.		I	will	not	related	our	work	to	specific	
periods	of	the	Gothic	but	pick	and	choose	from	BoYng’s	book	and	genre	
observa%ons	as	I	please.	
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Our	seYngs	are	a	significant	historical	trapping!	
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The	original	novel	Dracula	is	presented	as	a	collec%on	of	‘evidence’	–	personal	leKers,	
newspaper	clippings,	medical	journal	extracts,	etc.		This	serves	two	purposes:	it	gives	
it	a	fragmented	structure	and	gives	it	the	appearance	of	being	real.	
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We	retained	structural	fragmenta%on	by	dividing	the	narra%ve	into	encounters	that	
players	experience	in	a	non-linear	fashion	and	must	collate	in	their	minds,	similarly	to	
the	task	performed	by	a	reader	of	Dracula.	We	further	added	spa%al	fragmenta%on	
by	scaKering	the	fragments	across	the	play	area.	Hence,	the	act	of	re-composing	the	
narra%ve	becomes	not	only	an	intellectual	but	also	a	physical	act.		
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In	this	game,	the	act	of	finding	the	characters	becomes	a	way	to	re-establish	order	(at	
least	temporarily)	by	restoring	the	%me	machine	to	a	func%onal	state.		
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We	try	and	destabilise	the	internally	constructed	space	of	the	game	world	and	the	
external	space	of	the	real	world	seYng	–	where	does	the	real	world	end	and	the	
game	world	begin?		We	pretend	that	everything	‘could	be	real.’		This	is	a	common	
technique	in	Gothic	storytelling	and	is	used	in	many	modern	Gothic	stories,	such	as	
The	Blair	Witch	Project.		We	try	to	make	the	gameworld	come	out	of	the	smartphone	
and	into	the	real	world.	
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(2)	The	first	game	ran	as	a	commercial	trial	at	Falkland	Palace	in	Scotland.		
	
(3)	Go	through	the	results.	
	
(4)	While	the	results	closely	matched	the	strategic	objec%ves	of	heritage	
management	organisa%ons	who	struggle	to	engage	with	a	younger	audience,	our	
ini%al	business	model	based	on	handset	rental	and	in-house	content	produc%on	
didn’t	scale.	
	
(5)	For	this	reason,	we	have	refocused	to	become	a	plaMorm	provider	to	host	user-
generated	downloadable	game	missions.		We	have	designed	and	are	currently	
building	the	tools	for	people	to	author	their	own	experiences.		Simple	games	will	take	
around	15	minutes	to	build	using	a	web	browser.			
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The	games	I’ve	men%oned	today	have	been	on	the	fic%onal	end	of	the	scale,	but	
more	historically	informed	games	are	also	possible.	
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They	don’t	have	to	be	the	same,	though!	
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Note:	the	word	“case”	that	the	player	sees	is	not	consistent	with	our	use	of	it	in	this	
talk!	
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