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Abstract

Where Have All the Shadows Gone

RachelAlexandriaAtkinson, M.F.A

The University of Texas at Austin,2013

Supervisor: Michelle Hbeck

Where Have All the Shadows Goisean immersive, interactive, sigpecific
performance that exists at the intersection between game design and live performance.
This performance was crafted to inhabit the architecture and culture of the F. Loren
Winship Drama Building located at the University of Texas at Austin. There were four
performances and two previews each lasting sevargyminutes. Live actors began the
game by presenting the audience with a problem: a mysterious figure had developed a
device to steal peopl eds shadows. The audi
interactive tools to find and follow clues timcover their antagonist. The audiesobed
puzzlesthat challenged their spatial reasoning, cryptographic skills, and ctftio&ing.

Over the course of thiateractiveperformance the audiencealescednto an intelligent
gaming collective.

The primary goal of this research is to analyze and devise a methodology for

developing a performance that integrates game designlwgththeatre, as well as to
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evaluate the resultant performancéiiere Have All the Shadows Gone
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Project Overview

Where Have All the Shadows Gomwas conceived as a weeklong performance
event occurring in several different locations throughout the F. Loren Winship Drama
Building at the University of Texas. The performanvas originally intended to slowly
attract audience through a combination of word of mouth advertising, public events, and
social media promotion as the week progressed. Halfway through the ofigbk
performancethe antagonist of the performance wouidve invited any interested
audience members to betray the protagonist, and theawtelin the game playing
collecive by working in service of the antagoni s
split into two roughly equal rival factionghich wouldthen compete with one anotfter
influence the narrative outcome of the performance.

After several months of development, the final productiodVaere Have All the
Shadows Gonevolved to four singlevening seventyfive minute performancevents
wherean audience of fifteen worked together to achieve a common goal. This document
will examine the development process of Where Have All the Shadows Gone in a
roughly chronological order. As the generative artist | will examine Vh&re Have All
the Shadow Goneevolved from a multnight event that divided the audience into rival

factions to a single evening community developing performance experience.



THE BLANK SLATE
Inspiration

| became aware of an emerging genre of games called Alternate Reality Games,
which are transmedia stories, or single narratives that are communicated to an audience
through several different technological mediums. These transmedia narratives are
delivered to players in theocn't e x t of t hees ot example charactdrai |y | i
might interact in a public forum such &acebookor directly email or text message a
pl ayer . 42 WhytSe $eticagasapaticuladysnterestinggxample of this
form of gameplay

Why So Seriouwas created agpromotioral eventfor Warrer Br ot her 6s f ez«
film The Dark Knighivhi ch i s the second film i.42 Chri sto
Entertainment made gameplay accessible to plaj@ugh common technologies;
several websitedesigned specifically fowwhy So Seriouspdated fequently with new
riddles for players to solve. One such riddle was a list of street addresses posted to the
website, as well as the directive to pick up a very special treat. Players who visited the
real world addresses were rewarded witlplaysical cake decorated witha telgphone
number inscribed in icing. Calling thelephonenumber displayed on a cake caused a
hidden cellulartelephone baked int@a cavity insidethe cake to ring. These phones
became communication tools for players to receive gataded text messages and
phone calls.

In one section of gameplay 42 Entertainment asked the game playing collective to

apply makeup in order to look likeh e Joker 6 s HednadauterefrofnThewh o wer ¢
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Dark Knight feature film | was interested in the wayhédt thousands of players
unquestioningly assumed the role of the Jo
costumes and makeuphese participants easily assumed the role of what Augusto Boal
referred t o tareughahe familaelensfgameply and popular culture.

In Games for Actors and NeactorsAu gu st o B ohe lspectactor ts,eos , At
must do his utmost to become, the protagoni ¢
to operatesuccessfullyForum Theater, an invention of AugustoaBas a theatrical form
where community members dismantle systems of oppression by playacting the role of the
oppressorand the oppresseddudience members take turns acting as an oppressor
familiar to the community, such as a corrupt police official.e&and audience member
will enter devised scenes as a spectactor. They must attempt, through believably
achievable means, to overturn the oppression of the scene. In the scenario of a typical
community member engagimvgth a corrupt police official it woulde unbelievable, for
example, for that citizen to attempt extreme violence to escape oppression. After each
scene the oppressed audience member takes the place of the oppredsomew
spectactor joins the scerthe cycle begins anew.

In Forum Theatr the community of audience, as well as a moderating figure
determine \kat interactions are permissibly believablie the Alternate Reality Game
Why So Seriouthe audience members sedigulated into a community of spectaciors
with no additional modation by an external forceRules of what comprised of
permissible behavior were organically communicated through the gameplay designed by

42 Entertainment. For example, late in the gameplayMoy So Seriouplayers were
3



given the opportunity to suppagtther the villainousloker characteior character of the
heroic district attorneyHarvey Dem. Players choosing to support thigtuous Harvey
Dent characteused exampke from reatlife, nongame situations to create political
rallies for the fictionhdistrict attorney.

By using implied cues and rule structures that exist in game design Alternate
Reality Games encourage audience members to become, the protagonist of the dramatic
action. This integration of the audience into narrative creates anieggagmersive
experience for the audience that also has enormous social poteytiallowing
intelligent collectives to explore solutions to complex problems in theikkwcontext of
gameplay. Players involved idvhy So Seriousnight never have run aampaign
supporting a district attorney in their real lives, but the hypothetical scenario imparted
genuinegessons about political activism.

Anot her work that 1is signi fSleepdoMoret 0 my
Sleep No Moreés an immersive sitgpecific production of Macbeth. Maxine Doyle, the
co-director and choreographer 8teep No Moréas said "we wanted to challenge the
boundaries of the relationship between viewer and performer and between viewer and
space." The audience for this performaris invited to put on masks and explore a
massive designed complex. They are permitted to manipulate every aspect of any room
they encounter; they are even encouraged to sample any food propsagheycounter.

In this performance the audience is allowedensive freedom to interact with their
environment, but they are still relegated to spectators of the nafatiaeise they are not

allowed to speak, interact with one anotherpgpact any aspect of the narrativd each
4



performance ofSleep No Moreeach audience member can only alter how they
individually perceive the narrative by choosing which rooms to explore and what items
and actorso examine.

As a performance maker | wondered if there was a performance method overlap
between the format ofleep No Moreand Why So Serious A hybrid of these two
performance forms would combine the comprehensive visual design and total spatial
immersion espoused yleep No Morewhile encouraging audience members to work
actively to progress the narrative thgh gameplay such & Why So SerioufAudience
members would access this transmedia performance over a variety of technologies,
including advanced smart phoneasnd analog pen and pap@&his performance would
exist at the intersection of game design #md performanceMost importantly this
performance would use play and fun to deliver a narrative.

| will focus on three qualities essential to the creation of the performance of
Where Have All the Shadows Goféese three qualities include: audience arsion,
interactivity embedded within the narrative and the performance spaces, and the overall

design of the performance structure and the spaces in which the performance occurred.



Narrative Overview

| began developing the story fdthere Have All the Sldows Gonevith a goal of
unifying narrative and gameplay. | chose to create gameplay that asked the audience to
explore properties of light, which had the virtue of utilizing my existing skills as a
lighting designer for performance. In early presentatiabout the gameplay theme of
light and shadow | discovered that the opportunity to physieslbounter amntangible
medium such as light was exciting to potential audience members.

| resolved that the story would be about an unknown antagonist whig stea
shadows from the population of the F. Loren Winship Drama Building. The audience
utilized gameplay to unmask the Shadow Stealer, recover the stolen shadows, and end the
future threats to the Winship building. The narrative begins when a scientist Rateed
Morgan working for the fictional company Doppeltedrrives in the F. Loren Winship
Drama Building after tracking a rogue scientist to the building. He arrives in time for a
small shadow stealing device to activate, stealing the shadows of sdhe gdthered
audience memberPeter Morgan explains that shadows are equivalent to hopes, dreams,
and futures, and that losing a shadow is tantamount to losing those three elements.

He reveals to the audience that the device they just withessed is raerely
prototype, and that a much larger, more effective device will steal more shadows unless
the audience helps him find the rogue scientist and stop the device. The audience
members work together as an intelligent collective to defeat the Shadow Stealer and

rescue their lost shadows. They discover that the Shadow Stealer is in fact Peter

6



Morganodos escaped shadow, hoping taadiehceber at e
successfully defeathe Shadow Stealer, he disappears vowing to return and continue his

mission of shadow liberation.



Developing Narrative
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Phase One Phase Two Phase Three Phase Four

lllustration One: Preliminary Timeline for Narrative Development

The narrative foMWhere Have All the Shadows Gomgginated as story points
written on colofcoded note cards. Pirdardsrepresenteduwience actions, greesards
marked actions of the Shadow Stealer, and yetlassindicated contextual information.

At this stage of the mind and concept mapping phase of devising there was no distinct
timeline or cogent narrative, only a collection @éas that related to the initial story idea.

| took these cards, each representing a piece of the narettvarranged them in
physical space to generate the narrative chronologwioére Have All the Shadows
Gone | created an initial ordering ofthea ds by ordering the Shado
then fit in the audience actiorend reactionghat corresponded. Finally | added the
contextual information that was necessary to each action by either the audience or the
Shadow Stealer. After my first pagsough creating a narrative structure | went back and
added more actions and pieces of contextual information to create a more robust

narrative. | reordered the cards as necessary.



The result of the mind and concept mapping process produced two hakes of
emerging timeline. @e half of the card arrangement was populated mostly by yellow
contextual cardsvhich created a backstory, while the other half of the arrangement
detailed the events of the performance. In examining the entire arrangement of cards i
became clear that the audience would need a narrative anchor or guide to connect to the

events of the story.



Developing Characters

The first draft of the script contained two characters: Peter Morgan and the
Shadow Stealer. | chose to devetbpsetwo characters | wanted the audrece to be the
third and primary character of the performanéelding additional scripted characters
might diffuse the important role of the audiencelowever, | discovered that
incorporating two characters created a functiopblem in the script because the
audience could not be scripted. This meant that saargainingone of the two scripted
characters were long monologues. This narrative structure was repetitive and
uninteresting. | neede find a way to create realalogue between scripted characters
in every scene while still maintaining the primary importance of the audience as a group
of characters. To solve this functional difficulty | drew inspiration from two common
video gamdropes: the cutscene and the +phayer character.

Video games employ a narrative device called cutscenes, which are short videos
with no gameplay lements intendedo deliver information about the story or world of
the gamdo players Game developers use cutscenes to create emotiornhalidd@tween
sections of gameplay by showing interactions between two characters, revealing crucial
backstory, or amplifying the stakes of the story through large complex action sequences.
Functionally, inWhere Have All the Shadows Goeach scripted soe that | wrote
fulfilled similar functions to a video game cutscene. For example, the very first scene of

Where Have All the Shadows Gobegins with the prototype of the shadow stealing
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device triggering in an action sequendéis event sstthe stakesfor the ensuing
narrativepath the possibility of thelossall shadows related to all persons locatethin
Winship building.

Another standard videgame devices called a nofplayer character. Neplayer
characters are characters that are not plagatralled, who are not as developed as
narrative charactessi t hin t he scope of .dnWheralHae@fh meds st
the Shadows Goneeter Morgan and the Shadow Stealer would not be considered non
placer characters, because they are develapddintegral to the narrative. Nqtayer
characters often have extremely limited roles that fill one distinct functiangame,
such as distributing quests or items to a player. Asvelopedhe narrative foWhere
Have All the Shadows Goresaw thatnonplayer characters would not diminish the
primacy of the audience members as character in the nayrativeather fulfill vital
functionsnecessary to activatbe production.

| added two notplayer characters to the narrativeVdhere Have All theladows
Gone The addition of these two ngglayer characters activated the dialogue in the script
for Where Have All the Shadows Gore addition, these two characters mitighte
problems that might arise if a piece of gameplay were to break unexpeatédiypece
of gameplay were too difficult for an audience. Despite these benefits, including these
two characters reduced the immersive qualitie$Vbere Have All the Shadows Gpne
because they | imited the audibhlenonpldysr aut ono
characterged the audience on a predetermined path, rather than allowing the audience to

organically find their own journey through the narrative. In future iterationd/loére
11



Have All the Shadows Gohevill examine methodologies to create a ¢otied, ordered

narrative while encouraging more immigesautonomy for the audience.

12



BUILDING THE WORLD
Spatial Logistics

Immediately after completing a preliminary outline of the story | set out to choose
a location for each story event. This procélssugh initially perceived to be a logistical
necessity, became an opportunity to shape the narnatitieat | discovered howthe
everyday context of a locatidreld the power to chandke meaning of the performance
eventwhich it hosted For example | lgose to stage the initial sceneWhere Have All
the Shadows Gorir the lobby of the Iden B. Payne Theatre bec#usatrelobbies have
the connotation of beginning a performaniéhen the audience arrived in the Payne
lobby they expected that they wouddit the lobby and enter a performance space, as is
typical in a theatrical event used this expectation to translate the halls of the Winship
building, which housed the narrative events directly following the events in the lobby,
into performancespaseEXx pl oi ti ng the audienceds connot af
was especially suitable becauswas unable to apply a visual design to these hallway
spaces, as they remained publically accessible during the cowdbeoé Have All the

Shadows Gone.
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— —
Room Time I Event Description
Monday
Atrium N § s :
n Evening ~1 hr  |Students will solve puzzles together. They will interact from the Atrium and the Balcony.
Atrium Balcony
Tuesday
2.142
1.216
1.210
Areaway TEE S : ¢ - 1
Students will find small clues that have been scattered around the Winship building and assemble them. It will be
Hallways Throughout Day R B . .
Atri stressed to students that they must not interfere with classes in session.
rium
2.180
2.136
1.130
Wednesday
Winship Scene Shop
Basement 3x Evening ~“45min|Students will meet in the Winship Scene Shop then will be guided through the basement where they will solve puzzles
B.202 together. The will end in B.202 where they will see a short scene.
Thursday
Bill's Bar IAII Day I
Payne Lobby |Al| Day |Students will come and go as they want. They will meet to talk about their team, and strategize for tomorrow.
Friday
Students will solve a large puzzle together. They will then watch a short scene. There will be a celebration for the
Lab Theatre Evening ~1-2 hr winner.

lllustration TwoA spatial logistics tracking sheet

Several factors impacted each choice for performance space lodsidience
capacity relative to safety of access and mobility limited the final selection of spaces
Only locations that couldsafely contain the entire audience could be considered for
inclusioninto Where Have All the Shadows Gone

The second important factor was tbgnamic levelof each evenwithin the
narrativestructure oWhere Have All the Shadows Gohdetermined the dynamievel
for each scene by examining narrative content, the audience action, and the scripted
character actiowontained within the scen&his evaluation led me to conclude that the
initial and final scenes diVhere Have All the Shadows Gomere the highestlynamic
level, while the twoexposition heavycutscenewith no audience actioexisted at the
lowest dynamic level.

The final scene of the performance where the audience attempts to defeat the
Shadow Stealer was a larger component of the narrativetliegorevious scene where

the audiencene t the Shadow Steal er for the first
14



impact on the narrativetructurethe final scene occurred in the Lab Theatre, a larger
more dramatic space while the preceding scene ocktuime a classroom.The
juxtaposition of these two spaces one against the other magnified the specific attributes of
each space. The Lab Theatre appeared grander and more theatrical precisely because the
preceding performance space was an ordinary classnd@re many audience members

had attended courses.

The third factor that | considered was the physical journey to arrive at a particular
location. In order to achieve an immersive narrative experience daautlience it was
important that theransition béwveen each scene or section of gameptalye as short as
possible. Additionally the transitiormmunicatd a specificmood and atmosphere to
the audience. For example, to reach the second section of gameplay the audience had to
descend a darkened spisdhircase into a basement. This transition had the benefit of
moving quickly, while also supporting the atmosphere of mystevyhere Have All the
Shadows Gonky asking the audience to step into the dark unknown.

Each of these three considerations wesghed before arriving at spatial layout
for the performance eveniflhis layout generated a specific audience path that led
throughout all three floors of the F. Loren Winship Drama building and into the adjacent

Lab Theatre.
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Refining the Vision

On FridaySeptember 21st | had a meeting with Paul Toprac, faculty member at
the University of Texas at Austin in the departments of Computer Science and Radio,
Television, and Film. Professor Toprac is developing a program at the university that is
focused on gamdesign. The meeting was intended to balance the majority of feedback
that | had received up until this point which had b&em designers focused upon live
performancewith information from a person embedded in the game development
industry.

As we discgsedWhere Have All the Shadows Goag a multievening event
Professor Toprac mentioned several times that this performance would be more
functional to an audience member if it occurred on one evening, rather than spread out
over an entire week. Initialliywas resistant to this change. It seemed that such a radical
shift to the structure oVhere Have All the Shadows Gameuld make an entirely new
piece.

After | left the meeting | continued to consider the ramifications of such a drastic
structural shift | was concerned that condensing the project from a five day arc into a
ninety minute performance would minimize the immersive qualities that my team had
worked to develop. | plotted out a storyboard for a single evening event to test how the
concept of sshorter performance time frame would function. | was surprised to discover

that by reducing the performance from a mdHy event to a more typical performance

16



length | had clarified the narrative arch and solved several logistical and artistic puzzles
that my team had been grappling with.

After conferring with my two primary advisors | officially made the decision to
revise the scale and scope Where Have All the Shadows Gorla place of the
weeklong performance | directed my efforts to make a stieathkingleevening event.

This large shift in structure required a substantial revision of promotional plans, a

reworking of spatial logistics and a gameplay redesign.
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Conceiving the Gameplay

In preparation for completing this thesis | toekrolled in he course titled
Interactive Media Desigmstructed byBruce Pennycook in the fall of 2012. This course
focused on game desi gmhe As ofMlGgame DesgysSehellSc hel | 6
approaches games design through a series of lenses. These lensesenhfltree
development of the gameplay desiign Where Have All the Shadows Gofidrough
one of these lenses, called the Elemental Tetrad, Schell explains that games are composed
of four equal components: game mechanics, aesthetics, narrative, and gghnolo

| generated the narrative for each section of gameplay by developing a storyboard
for Where Have All the Shadows Gordy next step was to develofhe game
mechanics, or the rule structure that createtered play for each different section of
gamepay. | chose to develop the aesthetic of each section of gameplay last, because as a
designer for live performance | felt the most comfortable with this component of design.

After | had completed the verbal storyboard the gameplaghanicdesign was
the rext production element that | focused on, intending that a completed game design
would allow excellent integration of lightingesign and scenic desig@ameplay where
only a few audience members played while the majority watched, in addition to failing to
be fully interactive, would also lower the immersive quality of the game by reminding the
audience that they were spectators, not speicirs.To avert this situationaeh section

of gameplay was designed to be played by multiple people at a time, ket that

18



there were multiple points of contact, so that as many people as possible could interact
with the gameplay at once.
A second of Jesse Schell 6s game design |
of Unification. Schell describes the Lens of fication as an effort to make every
element of a game function to support one central theme or motiiVRere Have All
the Shadows Gonthe game mechanics, aesthetics, narrative, and technology of every

gameplay all reinforced the central motif of ligiitd shadow.

19



Designing Gameplay

In the narrative ofWhere Have All the Shadows Gdhe character Peter Morgan
asls for the audience to helpim uncover the location ad shadow stealing device. This
task comprise the first section of gameplay. The audiencomplets this task by
recovering dozens of LEDs thatehidden throughout the Winship building.

| chose to model the first section of gamegdiaym a common type of scavenger
hunting gamewith which the audiencemight be familiar in order to introduc¢he
audience t@ninteractive style of performance. This game structure allowed the audience
to move around the building autonomously, creating an immersive environment.

| chose to use LEDs for this section of gameplay becthatematerial choice
supprted thecentralmotif of light and shadowin addition LED devicesallowed for
more difficult hiding spots, as the audience could search for the LED or the light emitted
by each device. | chose an equal distribution of red, green, blue, and white LEDs
Employing several different LERolors helped the audienbe aware ofvhich devices
they had foundand which LEDs remained hiddeAdditionally | found that a mix of
several different colors of LED was more aesthetically appealing than a large block of
onesinglecolor.

A few of the LEDs wereglued ontoa QR codewhich | intendedaudience
members to scan using their smart phones. Each QR code led to a websgiteed

specifically for Where Have All the Shadows Goriehese QR codegas scanned

20



displayed pas of a map, that when complete would reveal the final and most critical
game playing locatianBy finding each of these QR codes the audience discovered that

their final goal was to reach the Lab Theatre.

-
L ON

lllustration Three:  Map showing location of LED

The non-participant population of the Winship buildirgerved as an added
immersive layer to this scavengaunt themeduzzle. At one performance sevenain
participantstudents found and recovered a LED from thi&D hunting puzzle. The
audience hadotdecide together how to recover the LEBM the unaffiliated students
addedadditionalchallenge tdhis firstsection of gameplay by locating LEDs high above
the reach of the audience, requiring players to create ladders out of found furniture or by

boosting one another to reach the LED.

After discovering that the Lab Theatre was the location of the shadow stealing
device, the audience met with Peter Morgan again. Dr. Morgan revealed that the Shadow

Stealer had erected a shield around the Lab Thé#dtethe audiencenust dismantle
21



before they would be able teach the final goal. The audience&ould need to complete

a second and third section of gamepliayorder to deactivate sources powering the
Shadow Steal er d6s s hlocatd dt.the BEeaond ands thind stagd ofsour c e
gameplay consisted of wood cube containing colored fluorescent light tube. The

shield sources were battery operated with a switch which was protected by a switch guard

and a padlock.

Illustration Four:  Digital rencering of shield source Elevation

At each stage the audience would encounter an activelygedgshield source;
active powemwas indicated by a glowing fluorescent tube. The goal of the audience fo
eachof the second and third sectiooEgameplay was toiscover the code to the lock,
open the switch guard, and turn off the fluoresdightt tube Each shield sourceras
protected by a lock of varying type. The variation in lock design fosteagdty in the

gameplay and encouradymore, different types gihysical interactionvith the gameplay
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[llustration Five: A. Direction combination device B. Letter combination device C.
Number combination device

The second section of gameplay aemposedof twelve boxesfaced with
transparent lids which are paintdeceptive patterns ired, green, and bluét this stage
the shield source is protected by a numerical combination device. The players must
discover the code in order to switch off the devisghree part numerical code, -37-
11, is hidden behind the itiic 0| or pattern painted on the bo:
to arrange the boxes in the correct order and orientation to reveal the three part numerical
code required to complete this section of gameplay. Once revealed, the audience uses the
cod@&3M20 to unlock the corresponubiestent shi el d
light tube This challenge requires the audience to use their spatial reasoning skills to

recognize segmented numerical digits regardless of proper orientation.
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lllustration Six Boxes properly aligned e ve al-3774 4 0 i 2 7

The third section of gameplay consisted of arcane symbols and arrows painted in
fluorescent paint on the walls, ceiling and floor of a dark space under the B. Iden Payne
Theatre stage. Each symbol exisext to a corresponding arrow. large sign painted
with six of the arcane symbols is posted above the shield source for this third section of
gameplay. This sign is key that displays six authentic symbols in the correct aer
open the directional comi nat i on devi gaalis tordiseoveathedik @gitc e 6 s
directional code comprised directionalarrows matched to the authentic symbetsl
arranged in the correct ordérhe audience uses provided ultraviolet flashlights to locate
the fluoresent symbols and arrowsdden on various surfaces within the dark spabe

six digit directional code unlocks the padlock protecting the second shield source.
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WEPEY

lllustration Seven: The six correct symbols

Audiences responded to this challenge in differeays. Some audiences used
their smartphones to photograph theymbolkey and compared the photograph to each
discovered symbol. Another audience sketched the six synilmis the key onto
provided paperand compared their drawings each symbol they wovered in the
performance spacé he first audience to encounter this puzzle designated one person to
stand at the key, and then as the other audience members discovered symbols they would
authenticate these discoveries based t hei r t e a ommafteach sewlg e scr i pi

found symbol

lllustration Eight: ~ Symbol and arrow illuminated by ultraviolet flashlight

After disabling the two shield sources protecting the Lab Theatre the audience
comes face to face with theediated character of tighadow Steaf. In a projected
video the Shadow Stealer taunts the audience and invites them to try to disable his larger
shadow stealing device hidderside the Lab Theatre. The goal of the final section of
gameplay is to disable the shadow stealing device befomeggers and steals the

shadows of each audience member permanently
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As in the proceeding gameplay sections the ultimate goal of this final gameplay
section was to discover the combination to a padlock protecting a switch that controlled
the lights irsidethe shadow stealing device. When the audienceeshtee Lab Theatre
the lights withinthe device werdluminated and to win theentire overarching narrative

game ofWhere Have All the Shadows Goneh e audi e n c ai@ablelightss k wa's

inside the dvice

lllustration Nine: Final shadow stealing devieehile illuminated

As initially designed the final section of gameplay comprised of five grids of one
inch diameter PVC pipe each attached to a separate four foot wide by eight foot tall piece
of plywo o d . Each vertex of the grid was a 6T06 s
freely when manipulated by an audience member. These vedamsred inthree
varieties: clear open pipe, pipe with a mirror at a foistg degree angle, and pipe with
oneam of the O0T6 junction completely blocked

hidden within this grid structure. The audi

pathways that directed each source of light to a colored target, either by beedightth
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with mirrors or by removing obstacles to the
appropri at e teEafEgReOt wtolué dc beke rePeal ed by the
colors to letters provided through QR codBsis letter based code wd then be inputted

into the letter combination device protecting the light switch controlling the illumination

of the shadow stealing device.
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lllustration Ten: Elevation of PVC grid

The final version of this light maze puzzle appearinghthere HaveAll the
Shadows Goneas quite different from this designed version. After building the body of
the light maze it became apparent that the junctions of the grid were not aligned properly;
too much light dispersed from between the pipes at each junatiday, the time the light

reached thentendedarget it was far too dim to be perceived.
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The redesign of thisection of gameplayncorporated elements froeachof the
previous sections of gameplay. | placed a QR code similar to the first section otagamep
on the center of each of the five pieces of plywood that supported the PVC grids. By
scanning the QR codes the audience discovered which position in the code that section
of pipe gridrevealedonce solvedThe center of each vertex was labeled wikbti@r, and
the connection points of each vertex were labeled with symbols or arrows from the third
section of gameplay. The audietctask was to use their spatial reasoning skills, first
employed in the second section of gameplay, to rotate the getidiedétempt to match the
symbol on each arm of the O6T®& junction with
five junctions, one on each sepa@¥C grid, could possibly align with all three symbols
on each arm of the verteWhen each letter was dis@ed and placed in its proper order
the fi naBT-ER®DdewasiPh eveal ed. The audience us:
letter combination devicprotecting the switch that powered the shadow stealing device.
The audience had seven minutes to complesetéisk marked bya video projection of a

large timercounting down
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Prototyping and Iteration

Jesse Schell describes the process of prototyping and iteration as essential to
creating successful, engaging gamepkgcording to Jesse Schelbrfevery antiipated
problem of gameplay a simple model should be created to evaluate and solve that
problem. InThe Art of Game Desig8chell suggests several ways to prototype a game,
including creating a paper model that follows the same rafethe final resultant
gameplaybut housedn a different simplermedium.

Several paper prototypes were created for this purfmys@/here Have All the
Shadows Goneand| adjustedgameplay mechanics based on the resfltsach paper
prototype. | discovered that unlike vidgames, however, where paper prototypes can
effectively asses digital gameplahe physical restraints of real audience interacting with
materialpuzzles created many new problems not present in the paper prototypes. This led
to a second round of protoiyyg and iteration after the build process Where Have All

the Shadows Gorneas complete.
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Incorporating Projections

In the narrative ofWhere Have All the Shadows Gotie character of the
Shadows Stealer exists as c h atthe begienmgd et er
the process | determined that Nathan Bowathere Have All the Shadows Goéng
primary actor should portray both roles. Because the Shadow Stealer was a shadow given
human form, | decided that the Shadow Stealer should exist only rasdatized
character. This inversion, a shadow represented only as light created a satisfying
resonance among my creative team.

| secured the use of a costume storage cage in the basement of the Winship
building to house a small filming set. Scenic Desigfames Ogden designed and created
the set, which was the laboratory where the Shadow Stealer had developed the shadow
stealing devices seen in the live performancé@/bére Have All the Shadows Gone

On October 22nd, 201ghy creative teantonducted a & shoot to test the
lighting, scenery, costumes, and primary actor Nathan Boyer. On November 19th after
several smalbhestheticadjustments to each of the design elements in the test shoot we

filmed the media fowWwhere Have All the Shadows Gone
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THE WORK IN PRODUCTION

Rehearsal

The rehearsal process was split into two halves. The first several weeks of
rehearsal focused on preparing primary actor, Nathan Boyer, for the filming process. At
each successive rehearsal | revised the script to clarify tregimarand dialogue. Each of
these rehearsals focused on characterizing the Shadow Stealer. This phase of rehearsal
culminated in a test shoot which was a full test of scenery, cinematography, director of

photography, costume and the primary actor.

[llustration Eleven: Still from test shoot

The second phase of rehearsals focused on Nathan Boyer as his live character, as
well as incorporating the two neplayer characters into the script. This period of
rehearsal focused on creating blocking for the charadn each scene. Additionally
these rehearsals allowed the actors to bec:
journey through the F. Loren Winship building.
In these rehearsals the nplayer characters, played by James Sandison and

Quinton Johnsanbegan to develop their characters into two distinct individuals.
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Additionally these two supporting actors prepared for unregulated audience interaction by
familiarizing themselves with the fictional world of the performance. Talésrnated
asking one amt her guestions such as AHow are
Doppeltec? 6 i nbe prepdred tprovide an immersive experience for any curious
audience members. In the final performance few audience members actually interacted

with the nonplayer chaacters.
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Build
Building the gameplay fowWhere Have All the Shadows Gawek place over
two weeks. Technical Director Mason Baker led several volunteers to build each of
physical pieces of gameplay: four shield sources, twelve small boxes with transparent
lids, and five PVC pipe mazes mounted on pieces of plywood. Because the audience
would need to be able to handle each piece of gameplay special care was taken to sand

off splinters, pad sharp edges, and cover any dangerous hardware.
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The Performance

There were three performances, one preview, and one final dress rehearsal of
Where Have All the Shadows Gosxty people experienced the performancé\ibiere
Have All the Shadows Gorwver the course of five nights. Each performance lasted
between sixty and nety minutes, depending on the number and composition of the
group. The smallest group of audience had six members, and the largest had eighteen.
One audience member responded:
It was a great performanedthin-a-performance: going through the journey of
the show itself, but also watching everyone else go through it, seeing their
personalities and skills emerge. And it was so fantastic to experience the Winship

building in a compl edmading a buikding Ithaugté | t o
knew so well it was a real gift.
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Production Photographs

lllustration Twelve: Actors examine shadow stealing prototype

lllustration Thirteen: A spectator scans a QR code
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lllustration Fifteen: Audience menbers solve gameplay section two
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lllustration Sixteen: Audience members search for matching symbols

lllustration Seventeen: Peter Morgan confronts his shadow
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lllustration Eighteen:An audience member attempts to solve gameplay
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