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ABSTRACT

The works discussed in this paper proposes a prototype design by applying pseudo-3D representation to
build up a mobile wayfinding system. First, three particular aspects which could be helpful to construct
individuals’ spatial knowledge and assist users in learning digital media/resource, including perception,
city images and multimedia learning are considered. Second, the knowledge and experience derived
from the previous studies are applied to design the model for pedestrians use. Third, the issues
concerning the way of using the model, the interface arrangement and the effectiveness in wayfinding
are evaluated within a field using context. Overall, the results and feedback show that pseudo-3D is one
of the alternative techniques in the design of a mobile guide.

Keywords: mobile, interactive, interface, pseudo-3D.

1. Introduction

The wireless networks and mobile devices have
increasingly spread all over the world. Many
online resources have provided examples which
involve accessible city information and
geometric data for retrieving via mobile
computers (for instance Google Maps and
MGMaps). Therefore, the use of mobile compu-
ting systems in the scenarios of city trips by
integrating GIS or location-based information
(Realinho et al.,, 2011), campus tours or
actual/virtual museum visits (Belinky et al.,
2012) and obtaining the related information
from the Internet or from standalone systems are
viable.

The research conducted by Maver (2000) have
pointed out that additional services such as
textual and graphical data could be added to
describe a city in order to provide enriched city
information to users. In addition, the integration
of GPS data could be delivered to mobile
devices with the intention of acquiring
location-based information (Rakkolainen &
Vainio, 2001). Moreover, the delivery of
interactive city models in an effective way and
provide an on-location visualisation is suggested
by Fukuda et al. (2006).

Furthermore, there are more studies considering
using three-dimensional graphics and models to
enrich the feeling of presence and the reality.
For example, Umlauft et al. (2003) indicated
that three-dimensional models could offer better
representations for identifying the real world

scene when comparing to two-dimensional maps.

Moreover, the research conducted by Berridge
& Brown (2002) has developed a prototype

which integrates enhanced local information,
two-dimensional images and three-dimensional
model.

Currently available commercial navigation
assistants, for example Garmin, PaPaGo,
TomTom and so forth, have applied multiple
visualisations and navigation aids to design their
systems. The representations of the reality and
interface are modified and simplified in order to
help users to view, recognise and manage the
information in a short time in the context of
driving. However, instead of designing a
pedestrian navigation application, most of the
previous examples are developed for in-vehicle
scenarios. Subsequently, the later design of
Google Maps has the potential to deliver both
vocal and graphical turn-by-turn instructions, as
well as optimised routes to mobile users in the
context of walking and biking (Google Inc.,
2014).

The screen size and resolution of a mobile
device has increased in the recent developments,
but the general problems of small-screen devices
remain. It is clear that the next generation
mobile technologies will involve more functions,
services and capabilities in their developments.
Moreover, the problem of customising city
information and providing better representation
of textual and graphical information remains. It
is still important to investigate the alternative
means or techniques in order to deliver a light
service and available visualisation with useful
wayfinding and navigation details to mobile
users.

A number of issues considering perception,
wayfinding, multimedia learning and visual
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representation are discussed as they apply within
the scope of this study. The investigation is
covered previous works applying two-
dimensional, three-dimensional and mixed
techniques in their developments in order to
design the mobile system used in this work. The
results could be broader implications for other
applications of the research related to mobile
pedestrian guides.

2. Perception

The understanding of three-dimensional and
two-dimensional representations, as well as the
recognition between the graphical visualisations
and the real world scene is closely associated to
individuals’ visual perception. In addition,
vision ‘begins with a two-dimensional image on
the retina but ends up as a three-dimensional
scene in which there is depth, colour, movement,
and so on’ indicated by Parkin (2000: 27)
provide a clear picture about how to recognise
the world in a three-dimensional way. Therefore,
the images which are presented as flat or
two-dimensional  representations could be
transferred to three-dimensional views via
individuals’ cognitive and perceptual system.

There is a complex cognitive process involved
in recognising and understanding two-
dimensional and three-dimensional information.
Marr (1982) has categorised the fundamental
framework — primal sketch, 2% sketch and 3D
sketch (see Figure 2.1) which is helpful to
construct a three-dimensional feeling in visual
perception (Eysenck & Keane, 2005; Parkin,
2000). When considering the design of complex
three-dimensional images and models in a
small-screen device, the application of these
sketches could be one of the ways to visualise
the real world environments. Moreover, it is
helpful to increase the transmission rates and
reduce the file sizes to be delivered to mobile
systems.

Figure 2.1 Marr’s framework (Adapted from
Parkin, 2000: 29)

3. City Images

2 International Journal of Digital Media Design

In the context of this paper, the design of a
mobile guide is associated to the concepts
relating to wayfinding and navigation in a city
or an urban area. In order to provide useful
wayfinding and navigation details, as well as
render understandable city or urban represen-
tations in mobile devices, it is clear that the
investigations of how city images and the real
world scene could be formed and memorised as
individuals’ spatial knowledge and considered
some associated problems such as the sequence
of constructing the knowledge are important.

Lynch (1960) had indicated that there are five
fundamental elements — path, edge, landmark,
node and district which could be used to
construct individuals’ mental images about cities.
Moreover, these elements could be shaped in a
graphical way and used to assist in wayfinding
scenarios. Additionally, a particular framework,
named Landmark-Route-Survey (LRS) model,
concluded by Siegel and White (1975) is useful
to understand the stage of recognising,
memorising the urban environment, and then
applying this knowledge to construct a survey
map of the real world.

4. Multimedia Learning

In order to get a mobile user to engage with the
materials and representations displayed in a
small-screen devices, the design of the interface,
the preparation of graphical data and the
arrangement of the functionality may need to
reconsider. The study conducted by Mayer
(2001) has identified twelve principles which
are helpful to improve the design of multimedia
presentations.

In the context of developing a small-screen
display, there six principles could be taken as
the key issues for further discussion. They are: 1)
Signalling Principle; 2) Spatial Contiguity
Principle; 3) Temporal Contiguity Principle; 4)
Segmenting Principle; 5) Modality Principle; 6)
Multimedia ~ Principle.  These  principles
concerning the importance of using highlighting
the essential materials, placing the associated
information at the same screen or near to each
other, and customised design which could be
helpful to learn better from multimedia
presentations. Therefore, the key issues
discussed here could be applied to the design of
the mobile interface and the functionality
engaged in the development.

5. Mapping and Modelling

There are a wide range of techniques which
could be beneficial to design a useful mobile
navigation system with the improvement of
Computer Aided Architectural Design (CAAD)
tools and mobile technologies. The design of
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mobile mapping and modelling aims to generate
a platform and provide city and location-based
information or services to users. Moreover, it is
clear that these data is not only helpful to find
the directions and paths, but also useful to
identify the surroundings in the context of
wayfinding and navigation. Some examples
such as Google Earth and Microsoft Virtual
Earth also offer detailed city information with
high-quality mapping and modelling.

It is beneficial to consider two-dimensional and
three-dimensional representations, as well as the
other alternative means in terms of developing
an appropriate and effective mobile navigation
system with easy-to-understand visualisations of
the real world and user-friendly interface.

5.1. Types

The improvement of mobile computing and
mapping and modelling technologies is making
the services such as rendering graphical
representations on mobile devices and delivering
images or models to mobile systems available.
Conventionally, some online mapping services —
Google Maps, Bing Maps and so forth, have
supported two-dimensional maps, photographs
and satellite images. Furthermore, these
mapping services can be retrieved through the
Internet and on mobile devices. The delivery of
two-dimensional and three-dimensional graphics
could be obtained and used in both online and
standalone systems.

The two-dimensional representations have been
applied to design many previous mobile
navigation systems, for example Cyberguide
(Abowd et al., 1997) and CitylnMyPocket
(Depuydt et al., 2006). Additionally, early
works have investigated the applications of
three-dimensional ~ modelling in  mobile
computers, such as m-LOMA (Nurminen, 2006)
and 3D City Info (Rakkolainen & Vainio, 2001).
The VRML model is used as the main
representations in their developments. Also,
there are designs of mixing two-dimensional
images, location-based information and the
reality in order to provide services for way-
finding and navigation assistant (Fukuda et al.,
2006; Mountain & Liarokapis, 2007).

The combination of reality, position information
and the related wayfinding details has delivered
a close to reality experience and a compre-
hensive perception of the surroundings to
mobile devices. It is clear that both two-
dimensional and three-dimensional represen-
tations could be helpful to pedestrians in
wayfinding and navigation scenarios (Laakso,
2002). In addition, Laakso pointed out that the
advantage of two-dimensional maps is easy to

be read and understood, while the advantage of
three-dimensional visualisations is practical for
identifying the surroundings and the reality.

Previous work about this study is based on the
prototype development of Liverpool city tour.
The most important buildings and heritage
details are involved in the tour, ArchiTours
(Berridge & Brown, 2002). The goal of this
development is to deliver a recognisable and
understandable heritage walking tour which can
be transferred to mobile devices in a short time.
Moreover, the heritage and landmarks located in
the target areas are shaped in 2.5D represen-
tations which are placed together with the
associated information such as textual
descriptions and photographs (see Figure 5.1).

ol 1))

rvwepoclorchitechure com

Figure 5.1 ArchiTours

5.2. Small-Screen Devices

When dealing with the development of mobile
interface, there are several key issues required to
be considered in the first place. In addition, the
transmission speeds of wireless, the Level of
Details (LoD) of the two-dimensional mapping
and three-dimensional modelling, and the
arrangement of textual and graphical details in
mobile interface and so forth are the common
problems concerning the delivery, rendering and
interface design of different visualisations and
information. The wireless transmission may yet
be overcome by the next or future development
of mobile communication technologies, but this
study aims to design a practical tour which
could be delivered by currently available
wireless networks in a short time.

As more details are added to the maps and
models, the mobile computing systems needed
more resource to process and display the
representations, as well as the wireless networks
required more time to convey the services.
Additionally, the limited screen size has
restricted the arrangement of different types of
representation and details in the same screen at
the same time (Brown et al., 2006). As placing
excessive information within a mobile screen
could be found illegible, while representing
these services in different screens or sides may
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cause additional actions to scrolling, zoon-in and
-out in order to grasp the details. Therefore, the
organisation of textural, graphical and the
associated information in mobile devices
required further investigation.

Earlier works conducted by Berridge & Brown
(2002) and Brown et al. (2005) have developed
a pseudo-3D model and the associated city
information which could be retrieved and
viewed on mobile devices with wireless
connections (see Figure 5.2). The next step of
this study is to investigate the design of different
types of mobile representation and examine their
effectiveness in wayfinding and navigation
context.

Figure 5.2 web-based tour

5.3. The Design

The previous design of the tour is a web-based
walking assistant. When accessing the tour
through mobile devices, a number of problems
were found, such as the additional actions are
required in order to magnify the details and to
scroll up and down and/or left and right for
browsing the information, as well as the
appearing of the pop-up windows may ask the
users to switch between different windows for
retrieving data.

Therefore, the following development aims to
translate the previous prototype to a mobile
format in order to avoid the problems in the
previous version. A mobile-based interface
design is generated with the purpose of helping
the viewers to read the content, representations
and functionality involved in ArchiTours, as
shown in Figure 5.3.

Figure 5.3 city tour

4 International Journal of Digital Media Design

In terms of the safety and security reason
throughout the processes of the examination and
data collection, the next development of the
mobile guide is located in the campus of the
University of Liverpool instead of applying city
centre as the target area. Moreover, the second
prototype has integrated pseudo-3D models or
maps and textural information together in the
same screen in a relatively restricted area. Users
need to switch between maps and models in
order to compare these representations and
identify their position and the right heritage
which is located in front of them. However, the
version which is based on the campus map has
applied a pseudo-3D map as the key navigation
aid. Furthermore, the pseudo-3D map is
represented in a full screen size, as illustrated in
Figure 5.4. The other navigation and wayfinding
aids concerning graphical information, texts and
the associated functionality for reading the
details are added to this prototype.

CAMPUSguide v0.50
wll

Figure 5.4 campus tour

In order to provide a navigation system which
offers understandable city/campus information
and effective location details to users, the
principles stated in Mayer’s study were applied
to generate and design the main representations
and interface of the development discussed in
this study. The features of highlighted cues and
coloured buildings/routes in the design are
derived from the Signalling Principle. In
addition, three principles including the Spatial
Contiguity, Temporal Contiguity, and Multi-
media Principles are applied to manage and
arrange the texts, descriptions, functionality and
the associated representations which are placed
near to one another in the same screen. Finally,
users may walk around in the city/campus at
their own pace by following the instructions and
directions displayed on the screen. These
instructions and directions related to navigation
and wayfinding aids are visualised as static
graphical representations instead of animations
which are consistent with the Segmenting and
Modality Principles.

6. Evaluation
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After introducing of the goal and procedure of
the testing and how to operate the device, the
participants were asked to find their way from
one building to another in the campus by using
the walking guide. In order to simulate the
actual wayfinding and navigation context, the
participants were asked to follow the pre-
defined paths shown on the mobile screen.

After completing the tour, the evaluation
concerning the questions about the effectiveness
of the design, the use of the guide and any
problem occurred during the tour is record
through the mobile devices. In addition, the
survey is designed in both closed and
open-ended formats in order to receive the
opinions and experience in details. To fill in the
questionnaire and receive immediate feedback,
the survey is located on mobile devices.
Therefore, users can respond the survey after
finishing the tour straightaway.

6.1. Feedback

The prototype design of the campus tour of the
University of Liverpool is applied to field use
and examination. There were nine participants
taking part in the test and provided their
opinions about the design. Although the
participant group size is relatively small, the
feedback retrieved from individual participant
has illustrated multiple views and distinctive
personal experience about the use of this system
in details which is worth of further investigation
and keep improving the design.

The evaluation of questionnaires from the
testing revealed that the pseudo-3D modelling
could be one of the useful assistant in
wayfinding and navigation context. Moreover,
the participants gave positive feedback about
using pseudo-3D graphics as the key
representation. It is clear that this particular
technique is understandable in both identifying
individuals’ location and recognising the facade
of buildings. However, the identification of each
building through photographs only is difficult
for three participants. Six participants indicated
that the combination of pseudo-3D map and
photographs could be helpful to complete the
wayfinding task. The paths between buildings
are highlighted and coloured are found helpful
to identify the directions and grasp the
connections  between different areas and
buildings.

The feedback collected from the open-ended
questionnaire is beneficial to modify and
reorganise the next development. In addition,
the participants have provided the following
useful suggestions, for example:

® Using pseudo-3D map - ‘gives good
information about the surrounding area
that people may not think about’ and ‘as a
map as well as a guide’.

® Highlighting distinct features — ‘the colour
of position is easy to recognise’ and ‘the
way the route was shown using colours is
useful’.

® Overlaying maps, images and texts — ‘put
in a street’s name is good to recognise this
area’ and ‘showing buildings’ names on
the map is practical’.

® Requiring effective map tools — “‘there was
not much difference in detail between when
zoom in and out’ and ‘being able to see the
whole tour’.

These opinions are considered as the key
findings in order to improve the design of the
future walking guide.

7. Conclusions

The aim of this study is to investigate the
alternative option for developing the next
mobile pedestrian guide. Finally, the idea is to
deliver appropriate position information, easy to
be accessed gateway and practical data which
could be retrieved instantaneously.

The development of mobile walking guides is
always related to the limitations of the screen
size and mobile communicating technologies.
Although, the improvement of the next-
generation mobile systems may reduce the
impact of the problems remarked currently,
these issues require reconsider and involve more
designers to work with and within the
constraints. The investigation discussed in this
paper shows the alternative technique to fulfil
the delivery of a mobile campus guide in an
acceptable time. The prototype could be
examined by wider users in different back-
ground in order to receive more opinions from a
wider base of user types.
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Abstract

The digital storytelling of transmedia is a new form deconstructing and reconstructing the stories. The
narrative system of transmedia features a process of breaking a whole story into multiple single
elements and systematically spreading them into each story line with the purpose of creating a media
experience which combines various elements while maintaining the entirety. The main characteristic of
transmedia lies in its ability to meet the needs of differentiated development of the same content across
different platforms. Therefore, the transmedia storytelling represents an organic process through which
fictional and disperse storytelling systems are organized into channels across many a platform to create
a uniform and harmonious new entertainment experience, namely, the new “Interactive Aesthetics”.

Keywords: Digital Storytelling, Hypertext Study, Interactive Aesthetics, Transmedia, User Participation

1. Research Motives

The American Media Strategist Nick DeMartino
delivered a keynote speech  “Tracking
Tomorrow’s Television Today” in the Academy
of Television Arts & Sciences (ATAS) on
Nov.10th, 2011. He began by saying: “I hate the
future because it’s always wrong. And yet,
perhaps foolishly, I’m going to talk about the
future of television. Some of the trends we’ll
explore are here already, at least for some
people, but how they evolve for the mass
audience is a question. Others are perhaps ten
years out, which means, maybe never.

DeMartino holds that the directions of all the
major media, including movies, TV, digital
contents, interactive media, news, internet
applications and education R&D can be seen as
an innovative trend of mega convergence. The
concept of traditional UGC ( User Generated
Content) first originated from the internet world
where the users displayed or provided to other
users their original works through the network
platform. This will mean the end of the
traditional single-line communication as the era
of transmedia is advent in silence.

The American media analyst Henry Jenkins
believes that a new cultural blending is taking
place in a deconstructive way. The transition
from the old media to the new media, the
exchanges between the grass roots and corporate

media and the selection of media producers and
consumers are intertwining in an unpredictable
way. The cultural change is being manifested in
the compatibility across different media for
creating more possibilities in the virtual world to
allow consumers to experience stories through
different channels and producers to expand
revenues and market.

As consumers think about deregulation of the
public domain and internet control in a disperse
media environment, the efforts of corporations
and grass roots are influencing each other while
a closer and more valuable relationship has been
established between the media producers and
consumers.

With the digital media technology booming,
artists have begun to interact with the audience
through digital media materials. Moreover, the
maturity of the development of the related
technologies and the knowledge of the artists in
digital media materials has made the digital
media narrative one of today’s most important
forms of expression (Lin and Fan, 2004).
Transmedia came forth when broadband
networks were able to transmit video signals.
The term “transmedia storytelling” was created
in 1991 by USC professor Marsha Kinder, which
embodies digital technologies and the digital
media features generated by computer games in
the 1980s, including media communications,
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media installation art and internet media art; the
media can be integrated through technologies.

Both movies and TV do the storytelling via
specific media platform or in a prearranged way.
The audience can passively accept the
arrangement of the producer or view the content
in an established order. Transmedia, however,
have brought about a revolutionary change to the
electronic media which feature dynamic images
and replaced the single-line logic with multiple
narratives. The participation of the audience, as a
result, has shifted from passive acceptance to
active interaction with the media. In 2002, the
first interactive program in America was born.
American Idol, a reality singing competition
show produced by Fox Broadcasting Company,
allowed the audience to choose whether they
wanted to receive the latest information of the
competitors and the program through wireless
interaction services. The end result was more
than 4,000 viewers voted their favorite singers
with text messages, an ample evidence of the
audience’s willingness to participate and select
their superstars of tomorrow. The text message
voting of the show has thus become a new
transmedia platform participated by the mass
audience.

This phenomenon is a reflection of a new trend
the single-way communication model is giving
way to the current transmedia logic as
demonstrated.

An interactive art features a situation or scenario
provided by the creators for guiding the users
into the situation or scenario to interact with the
works or other people. A mechanism will be
established in the process to help users become
involved in the works and there will be proper
feedbacks to allow the users to generate new
interpretations during their participation. The
new connections and thoughts are formed
through the transformation and change of the
users’ consciousness (Lin and Fan, 2004). The
transmedia model has expanded the traditional
realm of fixed functions by bringing about the
enhancement of multimedia functions and
created a unique effect from different carriers.
The old idea usually focuses on the functions of
a single platform while the new conception is
about creating an integrated platform of
multiplicity, diversity and mixture.

2. Literature Review

With the visual culture prevailing today, the
analysis of its content and method has developed
into a part of the post-modern art education with

8 International Journal of Digital Media Design

no more overemphasis on skilled techniques and
perception of media materials but with a focus
on the connection between the things in daily
lives and the art education (Chao, 2005). The
current studies on visual culture should not only
attend to the appearance of the reproduction but
also the elements behind the visual expressions;
attention should not be given to the subject of
the visual images, but how the visual image is
constructed based on knowledge and power
(Chen, 2005).

This study attempts to provide an analysis and
comparison on transmedia movies and TV
programs based on the digitalization of the
narratives of interactive films. In nature,
transmedia adopt changes of narrative
expressions based on a same story but difference
among the media. The difference in texts will be
the basis of the narrative difference. Therefore,
the authors try to capture the characteristics of
transmedia movie and TV program creation by
analyzing the text information. Through broad
collection of transmedia cases around the world
and with a focus on the text differences and
visual presentation features of different media,
various parts of the production such as sounds,
special visual effects and narrative interaction
are induced in an innovative manner.

The Interactive Theatre by Tamara in 1991 was a
real-time interactive production with
multi-layered storytelling. This detective drama
was a combination of complex and strong
political elements. The leading man, Gabriele
D'Annunzio, a poet, novelist, womanizer and
adventurist, was under house arrest in his villa.
This work was unique for the 9 scenes, 13
guestrooms and the corridors of the three-story
mansion. The story could develop in accordance
with the word symbol chosen by each viewer
who could also switch among different word
symbol to satisfy his/her expectation or curiosity.
In this multi-layered narrative structure, any plot
was unpredictable. Many story development
possibilities therefore existed in this interactive
theatre, thus establishing an interactive
relationship between the work and the users as
they entered a scenario both virtual and real.

Satire master Douglas Adams depicted things of
his interest with a sci-fi approach. He is the first
writer to combine comedy and sci-fi with
success. His work, The Hitchhiker’s Guide to the
Galaxy, with a wide feverish readership around
the world, is regarded as the classic sci-fi
masterpiece. The novel took the form of a radio
script as the earliest performance version and
was adapted into a TV drama, stage play and
computer game after its sweeping popularity in
Europe and North America in 1980s. The



broadcast version of this novel was a BBC
broadcast project titled “The Ends of the Earth”
with six endings for independent plots of the
world’s destruction as the most outstanding
feature. The project marked an era of interactive
media initiated by BBC with an attempt to
explore the possibility of multi-platform media
and connect to different environments and end
users with supra-traditional text linking methods.

“Hyperland”, a 50-minute documentary film by
Douglas Adams in 1990, addressed the issue of
hypertext and peripheral technologies. A
computer user, Adams already had a well-known
work titled Doctor Who. He referred to this work
as a “fantasy documentary”. The film began with
Adams falling asleep by the fireside with the TV
still turned on. In his dream, Adam, tired of the
game shows, generic commercial and
non-crossing linear contents, came to a waste
yard and bumped into Tom, a software
distributor, who told him the future TV would be
“interactive multimedia” and the so-called
“storytelling without bounds” would become a
new form of narratives.

Lance Weiler, a well-acclaimed filmmaker
created a new form of storytelling by applying
new technologies to the narratives for exploring
the nature of digital media culture and providing
interactivity to the users. So far, Weiler has
achieved the milestone of millions of people
experiencing through the interactive theatre. The

WIRED magazine named him  “One of
twenty-five people helping to re-invent
entertainment and change the face of
Hollywood.”  The achievement of one of

Weiler’ s innovations was to make movies a

“big communication platform” for  the
images to break away from the single-line
narrative function and become a even more
complex multi-line  “interactive” component,
surpassing the solely “acceptance” narrative
model found in traditional movies.

Nokia sponsored an interactive film “Conspiracy
for Good” created by Tim Kring, which
contained the choices of all the heroes in the
conspiracy for a multiple-line story. Rich in
on-the-scene incidents, the film abounded in
clues for search. The figurative scenarios were
imbuned complex description and designs for
the evil organization, allowing users to enhance
the reality effects through mobile virtual reality
techniques to find about the truth or falsehood of
many events.

The famous transmedia narrative theory
periodical ~ “Storywolrds”  published  an
avant-garde narrative approach and built a new
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transmedia  framework, or a composite
framework beyond the transmedia discipline
based on the trend combining various media
from traditional literature writing, movies and
TV, virtual environment , history, journalism,
graphic depiction to face-to-face interactivity.
Therefore, Rezabek (1999) defined “visual
literacy” to be the ability to correctly interpret
and create the visually communicated
information by drawing applying the information
transmission system instead of relying on the
traditional texts based on alphabets or digital
codes (Shu and Shen, 2004).

3. Research Discovery: Trans- media
Digital Narratives of Interactive
Films

Nick DeMartino raised ten questions about the
future media and technology development:
“What is a channel?”, “What is remote?”, “What
is a screen?”, “What is an ad?”, “How do you
watch?”, “How do you share?”, “Where do you
watch?”, “How do you create?”, “How do you
participate?” and “What is reality?”. Nowadays,
a “channel”, the so-called platform, has been
added to the internet in large numbers with a
feature of convenient video download, sharing
and selection, which has brought about a
revolutionary shift of time and space.

Transmedia storytelling is defined as rendering
of “ storytelling” on a multimedia platform
which integrates with every new element (text)
to form a unique and precious contribution
(Henry Jenkins - 2003). The “interaction” and
“choice” of the text clues emerging on an
on-going basis, therefore, have become new
fields deriving from the trend. The process of
visual communication design is a creation of
visual languages and the “technique of
expression” in the visual rhetoric and art design
is meant to be widely communicated and used
more effectively. Rieger & Gay (2001) believed
that when interactive media were used for
storytelling, the users would be able to alter the
plot and direction of the story and change the
actions of the characters and become active
participants (Shi, 1998). In other words, the
researches on the content and form digital
storytelling, interactive aesthetics or user
participation including active narrative system,
combination of TV and games, new digital
storytelling boundary, have changed due to this
storytelling blueprint.

3.1 Active Storytelling System
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French literature critic Roland Barthes brought
up a viewpoint of “The Death of the Author” in
1968. Barthes substituted the “author” with
“text” in order to heighten our awareness that a
text was a multi-facet space, not a combination
of words or a meaning given the author. In
addition, a text was a set of quotations from
many cultures and consists of multiple writings
with diversity falling upon the readers not the
author. So the readers were born at the cost of
the death of the author (Chi, 2013). The reading
and thoughts of the readers regained a position
for story recreation.

The movie and TV storytelling time is a
composite time conception of both the time of
original events and the time of text narration
(Song, 2007). The times of the two storytelling
texts were originally deliberately arranged by the
creator. However, with the “Active Story
System” gradually taking shape, the users can
start to intervene with the contexts of the story.
In other words, they can choose to control the
time flow of the narrative text. The texts with
time and space “reshaped” represent a
revolutionary idea of “interactivity”. Since the
development of the digital art generated from the
Interactive Media Service (IMS), Rov Ascott, a
new media art pioneer, has divided the media
into 5 stages of creation: “Connection”,
“immersion”, “Interaction”, “Transformation”
and “Emergence”. One needs to connect with the
story, be fully immersed into it (not just viewing
it from afar) and interact with the system and
others. This will cause a transformation of the
work and your consciousness. A brand new
image, relationship, thinking and experience will
come at last (Rov Ascott, 2003). These five
stages will form an active story system.

4. Interactive Storytelling: Multi-
formation of Deconstruction and
Reconstruction

The transmedia digital storytelling is currently a
new form of storytelling. In a speech titled
“Convergence Culture” , Henry Jenkins raised
a  viewpoint; “Transmedia  storytelling
represents a process where integral elements of a
fiction get dispersed systematically across
multiple delivery channels for the purpose of
creating a unified and coordinated entertainment
experience.” The  transmedia  storytelling
presents the story through multiple platforms
despite this method is not applied every time.
However, it allows the users to be deeply
involved in the development of the story for
active exchanges with the story. This is a
revolutionary difference from the traditional
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movies with only a single-line narrative
structure.

The forms of active storytelling system include
straight chain, crossing, game and distribution
clues which allow active participation by the
users with the biggest feature of innovating the
story with the author. The formation of the story,
creation of new forms and participation and
interaction of the users can be observed from the
development of the game. The users’
breakaway from the role of mere a passive
receiver of messages with their active
participation symbolizes the triumph of reality
and technologies as they use an interactive form
to complete a new storytelling system. To make
sure that each platform can communicate the
messages with success for the users to have a
better understanding of, a better enjoyment and a
more concrete feeling of the full content of
storytelling, each platform of transmedia must
use its own features to clearly present the heart
and soul of the story.

The main benefit of transmedia is to enable the
viewers to view more and more contents among
different  platforms  because  transmedia
storytelling represents a process of organic
combination by integrating the scattered
storytelling systems into a channel consisting of
various platforms to build a uniform and
coordinated new entertainment experience. Jeff
Gomez holds that the use of multimedia
platforms such as advertisements, books,
computer games, comics, movies and TVs
convey rich artistic themes, story plots or
important messages to the wide users.

In a single storyworld, there are numerous story
arcs describing the story plots and types. No
matter what the carrier (such as films, books,
experiences, games and products) of the
storytelling text is, these story arcs cross and link
with one another. The crossed part can be a role,
place or time axis and this forms a transmedia

“story worlds” . The “interaction” brought
up by Stephen Wilson (1993) suggests that the
controllers, browsing interfaces and users have
the ability to generate influence over the process
of the occurrence of events and modify their
forms ( Stephen Wilson,1993) .

3.1.1 Syncronicity
Reinterpretation

Storytelling:

The change of storytelling texts has had three
revolutionary factors on the storytelling
framework:  “control”,  “influence” and
“content”. The “control” refers to the degree of
freedom the users have in creating their own



experiences. Conversely, this could mean how
control the author has over his work. The
“influene” means how long the influence will
last when the creation experience of the author is
extended. The “content” denotes to how many
experiences come from the real world and how
many experiences exist in the real world. The
effect of syncronicity storytelling is affected by
these revolutionary factors.

Heinich, Molenda and Russel came up with the
term “visual literacy” in the article titled
“Instructional Media and the New Technologies
of Instruction” in 1982. They believed that the
“”_For example, the specially designed imaged
are often combined in an organic way in the
advertisement  design to convey specific
messages, which create a refreshing arrangement
of new interpretation, understanding, feelings
and order of experiences. When this kind of
image combination attempts to understand
another type of things based on a certain type of
things, the image combination is called “pictorial
metaphor” (Deng & Sun, 1999). However, the
real effect of visual art does not come from the
“images” but the “forms” (Chian, 2006). The
visual psychology has proved that the “forms”
have had an active effect on thinking. As a
result, the traditional single-line story telling
approach has evolved into a multi-line
story-telling text.

Pratten (2010) held that a transmedia
multiplatform can create a collective personal
experience. For example, a comic strip can be
adapted into a film by expanding the characters
while internet series films can also be developed
into narrative films and sequels. Of course this
includes the model of computer games evolving
into films.

3.1.3 Organic Storytelling Texts:
Writings of Type Liberation

For the forms of organic storytelling, by
analyzing the transmedia texts including the
experience factors such as types, roles, places,
time and plots and sticking to the timeliness
principle of commerciality, trendiness and
practicality, the interactive or cooperative media
effect is achieved through media, technologies
and personal platforms. “Lowlifes” is a very
good example of transmedia storytelling which
organically combines novels, films and blogs.

The film “Lowlifes” begins with a single
story but the beginning features the three
viewpoints or storytelling points (story, universe
and store). Despite that the author controls all
the storytelling plots, it is the users’
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“choice” that decides the direction of future
development. Each storyline of the film is
closely linked but can be separately independent,
a superb combination of storytelling texts. The
prototype of the story is a mid-length murder
novel about a fight for the children” s fostering
between a drug addict and his ex-wife and the
private eye she hires. This is only the beginning
of the story. When waking up accidentally in the
street one day, the detective finds himself losing
the last four-hour memory. Meanwhile, just 2
blocks away, his informants and some related
persons die one after another. So, who is the
murderer? Despite there are more and more
evidences  pointing to  somebody, the
science-based investigation can only be carried
out pursuant to the standard process.
Concurrently, the blog will have a discussion
area for exploration of the characters in the film
and the future development of the story. The
clues of augmented reality (AR) and cellphone
messages will provide more plot analysis
information.

Therefore, Pratten (2010) presented an idea of
“Transmedia Radar Diagram” which is
surrounded by 4 organic storytelling elements:
story, real-world, participation and gaming.
“Story” is the most important narrative event as
it allows users to go deep into the scenarios and
control the development direction of the stories;
“Real- world” allows the story to create real
places and experiences of the event;
“Participation” allows the users to change or
provide choices of the development of the story;
“Gaming” allows users to use puzzles, games or
quizzes to enter a leadership where they direct
the development of the story.

3.2 Fusion of Videos and Games

“Visual literacy” is an ability to understand
images, including the qualities of thinking,
learning and expressing images and the abilities
to use images to communicate and receive
messages. Many researchers have expounded
visual literacy. For example, Pinkel (1978),
drawing on the basic elements of vision, held
that visual literacy is an ability to comprehend
the meanings and elements of images through
vision; Horton (1983) believed that visual
literacy is the ability to understand (read) and
use (write) pictures, think and learn things about
pictures; Greenway (1997) highlighted the core
function of visual thinking in the visual elements
with the belief that visual literacy is the ability to
apply visual thinking via vision analysis and
vision creation skills.

The interactive media presented in the forms of
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movies, TV, computer games or internet are a
type of “media esthetics” , which determines
the how the images and voices on the screen are
understood. Media esthetics emphasizes the
effective viewing based on the diversity of
vision and hearing. As people constantly
comprehend or identify the objects of the
physical world and sense the clues extended
from vision and hearing. The main esthetical
elements used to describe images include aspects
such as lights and colors, time and space as well
as movement and voice. These clues of the
physical world and their influence become
effective media esthetical functions. The
specially created physical property and the
expression capability of the property in
traditional media usually mean the connection
between the symbols and the things being
symbolized. In the generally perceived
traditional esthetics, this conception encourages
us to think about the intension of the author, the
form of pictures while the esthetical
consciousness of the media displays the
storytelling methods and techniques in TV,
cyberspace and movies, bringing about the
nature change of the traditional viewing method.

“Viewing” is a process of perception as the
visual signals pass through the senses and are
interpreted in the established cultural context.
Therefore, “vision” has become an important
medium for communication with the world. In
the modern society, vision has gradually
replaced “reading and writing” to become the
main vessel of information communication and
the “vision culture” has become the basic
ability to understand how the society works. The
designed carriers of vision have formed a new
era of fast revolutions. Alternate reality gaming
(ARG), a powerful marketing tool, has been
widely applied in multimedia interfaces such as
handsets, computers, etc. However, it must rely
on the internet as the central integrating medium.
It is an interactive storytelling network platform
based on the real world, adopting transmedia
narrative structures for providing a story which
may change the thoughts or actions of the users
who can respond to the story or influence the
development of the story.

3.21 The Screen:
beyond the Frame

Storytelling

A new interface through which signals are
received by the use of gestures has emerged,
providing also the functions of voice command
and face recognition. The transmission terminal
(remote control) used by the users has added
versatile features to the interface. The remote
control is a revolutionary device which allows
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the users to capture the digital content in a more
convenient way. As for the screen, the reception
terminal, it is no longer the user interface
exclusive to TV. From the perspective of
displaying contents with screens, TV is another
application interface and it has therefore gone
beyond its traditional functions as a device. With
the advancement of technologies, the screens are
ubiquitous in our everyday life. The screens are
getting bigger in one way and small enough to
be tucked into our pockets. The platform has
gone through a turning point of “from large
screens to small ones” to form the conception of
“second screen” as interfaces such as computers
and smartphones have been born. The
“double-screen entertainment”, also known as
the real-time cross-media “social TV” is an
indication that screens play the role of “social
communication”.

These updates, different from the traditional
media application pattern, have given birth to the
idea of “post media aesthetics” which explains
the media concept of computers and internet
channels. The concept involves new media and
operations, such as interactions, information,
human-machine interface, bandwidth, stream
media, databank and small groups. The “post
media aesthetics” needs a philosophical thinking
which describes how a cultural object organizes
information and constructs the user experiences
of the information. The realm of post media
aesthetics should not be limited to specific
storage or communication media. For example,
“random entry” should be regarded as a kind of
basic strategy for information organization rather
than a specific characteristic of computer media.
It is adopted by traditional books and media and
a distinct user behavior which generates the
interactive characteristics of the ubiquity and
omniscience of the “screens”.

3.2.2 Real and Virtual: Content
Sharing Bonus

British art critic John Berger said: “Today we
see the art of the past as nobody saw it before.
We actually perceive it in a different way” . He
interprets the virtual cultural changes through
perspectives and the general rule is to absorb
everything with the viewer’ s eyes as the center.
Traditionally, these phenomena are called

“reality” . The perspective approach, on the
other hand, makes the eye the center of the
world and does not exist in visual interaction.
The phenomena are different from creations. The
virtual culture interprets the video structure to
provide characters and scenarios to the users for
value positioning. There are many non-culture
factors contributing to the differences in the



perception of the meaning of the existence of
works by images, including professionalism and
environmental messages. The dismantling of
cultural symbols is a general process of visual
restoration and a function of the visual culture.

Modern media have undergone tremendous
changes with the emergence of information
technologies and the internet. Therefore, the
interactive  “viewing” in the visual culture
must effectively combine reality and virtuality.
Through the interactivity of transmedia and the
content interface, viewing has become a
persistent and true experience as if the viewers
are in the real scene. The increasing interplay
between virtuality and reality has formed a true
relation of cause and effect. The comprehensive
3D technology provides a true experience for
multiple senses such as smelling and touching.
As a result, it has changed the traditional
concept of reality and the way reality is
understood (Min, 2010). With the function of

“sharing” , the interactive aesthetics presents
the social groups with value-added services of
the content and forms a social phenomenon of
all aspects. The social websites are a system
serving the public. They can extend to
interfaces such as TV and second screen with
IPs and allow participation anytime and
anywhere. As a newly emerging media form
with a higher speed, better quality and lower
costs, these media create sources of multitudes
and expand the network coverage. The advent
of YouTube is a remarkable revolution which
redefines the content production of traditional
media as we used to know.

The TIME magazine selected Mark Zuckerberg,
Chairman of Facebook as one of the most
influential persons in 2010 as the world" s
biggest social media already had users in 140
countries with the number of active fans
surpassing 1 billion in Oct. 2012. The
interpersonal activities of virtual communities
have become an important part of the daily life.
The forms of the social media take with the
development of technologies has changed the
way we view the environment. An eMarket
economy analyst said: “Social websites are
very likely to become the world® s most
frequently used channels for internet
activities.”  Another well-known social media
Sina Weibo, established in Aug. 2009, has
accumulated more than 250 million registrations
as of January 2013 with nearly 100 million
micro blog entries generated per day.

3.2.3 Interactive Aesthetics: the

Work Is Not an Object
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Manipulated by the Author

The connectional design of videos with an
interactive structure must start from the
viewpoint of the audience; the major scope of
research of video audience study includes the
composition of video audience, video viewing
psychology, aesthetical requirement and
psychological traits, audience expectation
mentality, evolution of audience composition,
forecast of transformation of potential audience
into potential audience and video consumption
needs of audience of different cultures and age
groups (Chang & Chang, 1994 ) . Therefore, the
West attaches great importance to the research
and analysis of the audience pyschology and
explores the audience adaptability to embrace
new things. When vision increasingly becomes
the mainstream of reading, the carriers face a
transmedia age of digital convergence.

The greatest change in digital art is the two-way
interactive aesthetics which thoroughly changed
the traditional video watching pattern. The
interactive multimedia engages in feedback with
audience in the forms of vision, hearing and
touching. Therefore, the age of technology
changing the forms has arrived. In 1987,
Amanda Goodenough designed an adventure
game named “Inigo Gets Out” , a first
interactive expedition game of its kind, allowing
the kids to complete a series of missions through
the cat Inigo. Its versatile interactive storytelling
structure has formed an aesthetical model.

3.2.4 User Participation: a Peeking
and Participation Virtual
Identity

From the perspective of advertisement
pyschology, advertisements have the effects of
self-virtualization and interactive participation of
the target audience. Studies show that
storytelling and graphic arrangement affects the
visual focus and reading direction of the readers
and advertisement effects concentrate on
whether there is a close connection with the
audience (Tang, Huang and Tang, 2006). The
interactive behavior model of the internet
expands the physical interactive relation of the
audience vis-a-vis the works. In the cyberspace,
the real space dissolves into a virtual structure
where the author does not participate in the work
in a physical way while the audience enters the
work in a different way by “peeking” and
“participating” in the work with the mind and
virtual identity (“Zeng”, 2003). Therefore, the
exposure of advertisements or videos is
augmented and the near-reality plots are
designed through the integration of cross-media
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platforms to allow true involvement and
personal participation by the users for generating
business opportunities and effects. This creates a
nearly true interactive platform for the
self-interpretation of users to produce a new
connection with both the users and the author
becoming the participants.

To increase the motivation of the users or new
users for participation, many films are designed
with preludes or story introductions while
multi-layered storytelling of suspension and
inference and dazzling 3-D effects are
incorporated into the story. With the active
element of interactivity added to the traditional
non-interactive media, the senses of personal
participation (such as game selection, role play,
place changing and storytelling end), satisfaction
and freshness of the users can be strengthened.
In a virtual space, what' s important is not the
artistic value of the subjects but the interactivity
of audience participation (Binkley, T, 1997). The
existence of a platform is essential to interaction.
Humanity is the benchmark for judging whether
the interactive art is mature and whether the
designed interface is natural. The best interface
design, however, is to allow users to interact
naturally when they are attracted by the works
(Luo, 2003).

A successful storytelling or true-to-life plot can
be rendered in both the cyber and real world.
After a few weeks or months, hundreds,
thousands or even tens of thousands of users
participate online. The real phenomenon
revealed is not the role-play itself, but the
common  social network  forming this
unusualness and the collective consciousness
to collaboratively solve a puzzle or find an
answer. Therefore, the participation of users is
also a major feature of cross-media storytelling.

4, New Boundaries of
Storytelling

Digital

4.1 Hypertext Research: Type Mixing
of Intertextuality

Sturken and Cartwright believe the study means
of visual culture can be divided into three types:
1. Use of theories to discuss images and the
meanings of the text; 2. Study of different
visuality models of viewers or audience; 3.How
texts and programs cross different social fields
and engage in cross-culture movements.
Therefore, the essence of communication is idea
of hypertexts. The U.S. scholar Robert Winter
who has outstanding performance in music and
interactive art, completed his first original
interactive music software, which broadly
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viewed as the first commercial interactive
publication for the production of the interactive
version of Beethoven’s “Symphony No0.9”. The
interactive content and artistic creation has
created possibilities for hypertexts.

The famous U.S. visual design and interactive
media animator Robert Abel invented the touch
control interactive multimedia technologies in
1990s and created the education projects of
“Columbus: Discovery, Encounter and Beyond”
and “Evolution/Revolution” and launched the
multimedia  version of Picasso’s  work
“Guernica”. The Multimedia Lab Researchers of
AppleSteve Gano, Kristee Kreitman, Kristina
Hooper, Michael Naimark and Fabrice Florin
explored on the 1953 BBC TV
series/“Discovering the DNA Structure” and
integrated the multimedia technology to
re-explore the stories about “life”.

The YouTube video “Play the Piano”
produced by the  Swedish  company
KOKOKAKA is indeed a “virtual piano”
which allows users to operate the YouTube
video imbedded in the beginning part of the text.
When the demonstrative film finishes running,
the user can move the cursor to any key where
an interactive box will appear. The user can
press the key to play the corresponding note.
Basically there is a complete octave, making it
possible for rendition of a simple melody. The
change of the video into a virtual keyboard is
one of the creative trends of YouTube videos.

Gillian Rose holds the visual things per se to be
confusing. The so-called visual literacy is full of
controversies, an emphasis on the visual
grammar between texts and numbers. The
dictionary definitions of rhetoric includes: 1. The
art of using the language to persuade or
influence others; 2.The rules for making the
expression of spoken or written words fluent;
3.The retouching or exaggeration of words for
making them flowery, elegant or vivid. The third
definition, though developed the latest, is most
widely accepted (Kinross, 1985). Kurt
\Vonneguet, by converging his speeches, proses,
letters and other writing forms, raised a
disruptive viewpoint in his work Palm Sunday in
1981: “Story have many shapes that can be
drawn on graph paper” , which allows the
possibility of storytelling to transcend many
texts.

4.2 Meta Storytelling: Postmodern
Contextual Break

Visual methodology focuses on various issues
presented by the visual things. The methods
allow more adequate and accurate interpretation



of the issues while visual literacy and visual
rhetoric can be used to interpret visual images so
the interpretation is back to the its essence
instead of finding the truth. Postmodernism
denotes to pastiche, decentralization, fusion,
intermittence and anti-dualism theories. The
current media have been penetrated by various
ideologies and become the product of the
interplay among different power relations.
Therefore, Gillian Rose has particularly
reminded us to distinguish between vision which
comes from what the eyes see and visuality or
scopic regime which is constructed through
different methods. Only by discerning the hidden
operation of powers as seen every day, can we
avoid being unknowingly indulged in the
illusion of the images (Feng & Chao, 2011).

With the transmedia storytelling experiences
becoming increasingly mature, more transmedia
films or videos in more diverse styles will be
inevitable. When transmedia film extends to
another screen or crosses a second one, the
change of video storytelling becomes
increasingly versatile while the creation process
and storytelling with transmedia features (e.g.
user participation and meta storytelling) will
slowly be accepted. “Meta” denotes to the
self-awareness of the users. After the author
clearly explains the creation process to the users,
he/she invites the users to take part in the
creation to generate the so-called “open
ending” . A transmedia film fully matches the
meta storytelling style. The transmedia
communication delivers the characteristic of
joint participation of the audience and users,
infusing the users’ reactions and participation
experiences in the film to manifest the control
power of the users.

4.3 Interactive Non-linear Storytelling:
Users’ Control Power

Postmodern  constructionist Roland Barthes
raised the concept of “death of the author” to
return the right to reconstruct the storytelling
text to the readers for open deconstruction and
creation. The interpretation right of the artistic
works is explored from the interactive concept
and media while the work undergoes a transition
from the author’s ownership to the users’
ownership. The tangible and substantial
interaction is developed between the author and
audience through the “media”. The interaction is
presented via interactive installation arts,
computer multimedia and internet art (Lin &
Fan, 2004). One of the biggest features of
interactive non-linear storytelling lies in the
“multiple options” for the participants to choose
the direction of the plot at the key junctions of
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each film. The intervention of participants will
affect the development and ending of the plot.
Therefore, the biggest difference between the
interactive film and the traditional micro movie
is that the former provides the selection of one’s
own destiny and fun. The text formats of the
interactive films establish storytelling plots with
multiple possibilities most through an interactive
storytelling structure and connect them to a
related YouTube platform, channel or provide
the search function in them film for abundant
interaction between the films linked and the
users, communication of information and
experiencing of participation. As a result,
interactive game movies such as Final Fight
(1997) have become the trend.

The interactive non-storytelling  structure
basically has the two main features of
“layering” and  “continuity” . The micro
movie The Last 120 Hours of a Geek of the
Geek Series selected by the Hong Kong Tourism
Board features an 8-layer storytelling structure
to provide the ending as an interactive game.
The film also provides close-caption clicking
function on the YouTube platform for
participation in the development of the story and
has had more than 2 million visits. So, when the
“interactive” concept is added into a micro
movie, a two-way choice is brought to the
participants through the diverse angles of
“options”  for selection the story plots they
would like to view. Another example is the
Hong Kong interactive movie Dream Break
(2011) which consists of many segments. The
hero at the end of each segment faces the choices
of the next stage and the participant must make
the decision in 36.5 seconds to help the hero
escape the dangers until the end of the story.

The digital art does not emphasize the
chronological order of events but the ideas
formed and sensation during the interaction. The
viewers are sometimes just viewers and
sometimes participate in the creation. In a
non-specific interaction form, each feedback
leads to different results due to the differences
among the individual viewers (Liu, 2002). In
other words, in a digital work, the time is not
linear or the time can be cut, fast forward or
backward as the viewer pleases. Through the
interaction with the work, the users can arrange
the sequence of time, finding new ideas and
unlimited possibilities in the art in the
association and reorganization of different times
(Lin & Chuang). Now the close caption of
YouTube has transformed into a game method
and this type of interactivity has a very
promising future. Therefore, Google is planning
to upgrade YouTube to an interactive video game
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site with an emphasis on non-linear storytelling
interactions.  The “choice” has made
technologies more humanistic with the passive
acceptance being abandoned for proactive
thinking.

5. Conclusion: Analysis of the Authors

The booming new media industry has set off the
current wave of digital convergence and forged a
mobile and interactive technological
environment and  lifestyle.  With  the
popularization of the internet, fragmented
thinking and viewing are sweeping the world.
The “mini” or “micro” wave of mini blogs,
WeChat, mini movies and micro economics is
irresistable, thus accelerating the popularization
of various smart gadgets and creating a new type
of media distribution channel. This has brought
about unlimited possibilities for industries such
as mobile communication, media,
communication marketing and content service.

The development of a story in the transmedia
will definitely leave the plots which cannot be
viewed by the users at the same time. Since it is
impossible that everyone has seen all the
sections, then what will be the content of the
untold parts? Where in the story can the viewers
detach from the main storyline? These are the
key points the transmedia designers must
address. Do transmedia make the development
of stories even more complicated? What are the
differences among various media platforms? In a
framework of complicated story lines, this is
probably where the layered storytelling structure
needs to be contemplated more cleverly.

With  the intervention of the current
“interaction” element, the relation among the
“author” and  “user” ,  “work”  and
“storytelling”  has become even more

complicated. The author can become a user and

vice versa as another process of deconstruction
and reconstruction is formed through the
re-creation of both the old and new storytelling

logics. Both the author and user can become a

part of the storytelling work and the new linkage

generated in the process can give the user the
right to control, participate and speak. The

production of transmedia has thus become a

potential innovation experience. Against the

current backdrop of media segmentation and
fragmentation, to capitalize on the elements
which attract users, the smart media production
will be the trend to change the way the audio and
video contents are produced. From the
perspective of the trend of storytelling structure
coupled with technological development, the
gigantic wave of digital convergence is

16 International Journal of Digital Media Design

experiencing the deconstruction and

reconstruction.
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The Attention Examined by Distortion of Time-sense in
Flow Experience
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Taipei National University of the Arts, davidlin93@gmail.com

ABSTRACT

Based on concerning the essential attention in game-play, this paper focused on “Flow theory”,
and respectively estimated time information and subjective filling of subjects in Experience phase and
Effects phase of cognitive experiment consisted of “Color Legibility”, and converted above
independent variables into “Flow Index” and “Time-Distortion Index”. This paper attempted to
understand the contribution of that the distortion of time-sense can explain the attention in game-play.
The results found: (1)"Time-Distortion Index" had a significant explanatory power of 9.8% and
negative correlation for "Flow Index" ;(2)"Reaction Time" had a significant explanatory power of
34.1% for and negative correlation "Time-Distortion Index"; (3)"Reaction Time" had a significant
explanatory power of 39.7% for and positive correlation "Flow Index". Therefore, this paper suggested
that “Reaction Time” can be considered suitable for observation of people's attention in the interactive
behavior such as game-play in real-time.

Keywords: attention, subjective time-sense, distortion of time-sense, flow experience, reaction time
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55 | #9AL (conflict, 6. 22 (Conflict)
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- . 8. ZEH (Outcome)
5. I & (interaction) 9. H (Challenge)
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| (representation or story) |10. #5£&M: (Play)
)E%é 11. Fi#g (Premise)
EN 12. ff (Character)
= 13. {#§ZE (Story)
It 14, 57 (World
= Building)
15. EiZI4% (Dramatic Arc)
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ABSTRACT

The feature of trailers is to summarize the film in a short time and to intrigue audience to watch it in a
whole. The vital content of notice film is mostly selected by the editor based on his/her subjective
experience. However, literature concerning the editing of film trailers and the correlation between film
content and audience in terms of semantic awareness is rarely seen. This study is developed based on
semantic network, conducting literature review to collect, analyze, and conclude suggestions on the
editing of film for teaching. It adopts Taiwan Treasure: Rice released by Discovery as the theme and
applies content analysis to discover the existing semantic content of this film. Moreover, this study
collects the inspired vocabularies by means of experiment method and establishes the structure of
semantic network on the basis of Kawakita Jiro method. Initially, it develops three perspectives of
semantic word groups: rice cuisine, history background, and Taiwanese spirit, editing the film trailers
respectively. Afterwards, this study re-collects the inspired vocabularies of film trailers in the manner
of experiment method and narrative interview for the semantic network analysis of KJ method again.
Eventually, this study completes the semantic network map and presents the similarities and differences
of semantic network in the way of transactional analysis. The study results present that analyzing the
content of educational films prior to the semantic editing is beneficial to constructing the overall
process of film trailers. The editing of film for teaching shows the objective semantic association in the
manner of narrative montage. The inspired vocabularies of film for teaching and edited film trailers are

1JDMD/Vol.6/No.1/2014 31



DIGEEAE SR R Z S BT

close to the results of correspondent key frame comparison. This study proposes suggestions based on
the experience of integrating semantic network into the editing of film for teaching.

Keywords: Semantic Network, Film for Teaching, Notice Editing, Montage
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A Research of the Expression Design of Intelligent Agents
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ABSTRACT

With the developments of science and technology, there are more and more industries utilize the technology of artificial
intelligence to design various agents which can communicate with people. However, agents are often gave undue
emphasis on the inner program design and industrial technology, for example neglecting external model and appearance
for communication. Character design can be applied in very extensive areas, such as novel, drama, movie, animation,
caricature, illustration, education, computer, game and many industries that have close relation with character design.
This research is aimed at the expression design of agent role design. We design an expression-made method and
compare with other ways. This study is expected to provide some questions about role-expression design and research
achievements to be the reference of Intelligent Agent role’s expression design.

Keywords: Intelligent Agents, Character Design, Expression Design
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EE - RE—ESRTAENAG > WEN ANEEE
fte

AERET A ERERAS AR ERLEERR - RE
PiER T EZHEHESE N ENEERRIE > ~MEE
RfEE ARG BES S ERMmERst  AEnERT
B RE R EEAENESE (BF—2 > 2005) - &
2 —(EEF AN E TR RIS HEEE
BE FrVEEA K (HEEEHEEE TS L AE
BEERIZE (Baylor, 2011) - —{ERTHAVE BEA G
FrAR T > Hod—{E R R FE R Ry sz B AR AR [E] B



B > A FEEUEER - @ LIRS Btk
EERKH CEESERATH — (B E - PO TORER
o REBBEEMEER LG A0S - A B A
MHEE - SRt T —(E P Ra 4 -

—ER IR B A L B RV R - NIMPRE
HEAVRYE ~ & PEURAYCIN  BEARTTHIEREELEE
Mb > ([BEFRER 8 R SR AesE
EHOMENER : I8 - —(EE#E ] LA TR
ZICmAIERAT Ry - — (R o m] AR RGET S
NEEEHESE  EEEREERY - BrEsEsn
Rffe 2 8 > A ZEER R A AR B AR IR EL T

2.3 RiFETHBAF

FE R N B IR AR RO Y £
o EREAET I EEEEN AN RIEESTE
EAVEREREUBEHSMEFIR R T — (8 A2
BE OB ERISMEST B R — U2 LELEE)
» ERF R E ARG T RAVMERE (BF3
2005) ° PEHELRLIERAE KR AUE P RER AT R > DUJE
afier (Non-verbal) fYZERE ~ 1115 ~ F %7 =0
> s NSRS R AR > AR T T ABLA
IR LB - (EEEREA & e AT (5
SR~ 2R 0 2001) o AR o] DAy Bl A
FRIE RIFEZER S MM CREIEES2OR
PR EER R E RS - CRE T AN IRES K
TP EIERITE RG> SRR R A AR —
(EF3L > 2005) © FHIEEFIAT > —{ELFHIFRIBEREREN
FyfERTESE > NELFRIEER R st P G THY
HH -

TUE B PR E B TS EEE R60% > $E5220%

| B | SRRE |

» fE5E15% » PREE3% 0 REE2% o BARE A ILE
BeaT WRVERPY - AME ] LIERBIIMESEYIRIEAR - Bt
SRR > AURILMTEE—(E AGREE - [EIZRRES0IE B
Era BV - (BB RS B R

 REEEEEARBOY - FAURAEE (BT

0 2004) o HHIERTRIEF AR S - B RGN
Bh > AIDUE A 5 DR A RCRA AR R R 1B -
NIRFTE EH(E B iR ASWHIEIR ~ L8 ~ K/
E¥  REEE - DRSS RENEEENS

FHFAREE L BSET R e - AFIERes
RN ERERIE - FF SR HIR I 24
Himth i - S REHEn 240 AHYIET=
5 » BRT ATLUHIE L FHERIIESE - AR AR Rt
FEBEA VB eSS NFTFRHVE H2H R -

3 WA

NI € Z SR Re PN =l s O )N P!
HRTEANE  REIFRESGT ARG T H#R
15 SAE AR E ARV > MRS & S
MRt ARG T RIE AR NS > DU Fy
S E T ARG R AEE -

KPR ER L » Fheth @A SR ESGT
= S BARHERAEGT TA ~ B SRS R RS
HEEET 774 ~ Microsoft Outlook HomeStyle+Hyz5t 75
VEHLAvatarf Bg 1R T A 0 BT HUEAR [ERIAHE
ANFEWE (WFR]1) - BT B AN
EhEER T EEMSNAREA | B TEEMSE )
B EPRAEMSNAHE A A4k (JEl) >
FEESHEEMSN A B ASSEE PR R A R
G o GERGET ARG T 2 GBS ER S0 A
6 » HPILEMGERNSE » 26000005 -

* 1 MERFERNREAERSE

Microsoft Outlook
HomeStyle +

i

Avatar #ic £

i
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K M Q [REEBEAA] =3}
ERE #EE #iTw TROD HEO i
D .- 7o _ 7 " msn¥ HRAGRENS
20 mEREL B0 S0 SBO ABO ® 9 SELUARST A, R E LR R0 A B3 -
(zRszEw)| [(2EHz0)] [RHEG)
i M Q [HEEBAHRIEA ] ameng@hotmail coms e
o linliin T o L ET LIS -]
s et v | IR | | et \
BRI R L ARRE | B . - 11 T
[ == f [ ]
| S M) [ veaw ]
e | nEEE | TEH
A8 DR i B Ep [
R [ sres  [Es] [ wesss
e [ sxEmsg |[Bl] [ s5smTw
= [ ex=gmumm |[Es] [waisesites [Ei]
006416 T2 WEIRE—AERE 1A | | ok [ HE
| THBATERMN I AT 7 SSREAS S RIRIEE | S S T E
B 1 MSNAUGE AR A4
AW EER B T e R ERERT gratification - remorse - gratitude + anger ~ love - hate

NEE R - B A BRI
A ~ FIFARFEEHEHN AR ST EE
55 o TERIT DB IIARAONE - SR B —
TELFARHEA » [EMSNEEE/ N R T8 BEERA
REEARYK L 8~ (RIH B MR  » AHIERY
HIR & AR B B R AT - R E 8
RAE = (EEETE - BRI~ (REEIH BRI - AR
FHVEBIE A ERGT ARG T 2 REARE -
EISEET AR - G T ERERERREE -
TEAEBENRE FAERFERENRN - KER
rPAE IR VO SEE T T AR T RS - B RS
FrEf Vs ERFIERGET 5 » e E S
B EUE BRAYER T U704 » 58 = 1@ RyMicrosoft Outlook
HomeStyle+{lE P N\ ¥1a%atJ77% » 55 DU Ry Avatarfi i
HIRRET 7% o MAREIEA TUE  (EHE G =8
ANEAREEL - EHEESEEREAREIEE
B~ (EHEEGWEEAREGT - FHEEEE
FREARES E DR EAE G2 EAE AR
HIEES - R ATZEHY B B 40 Ky Flash Ay e 1
[H - EFHERSEEE BRI AR R/ rE - BRT
ERAFEG ARG ARE - EfrndE=EAS
OB DR A Es Se e —8 0 RILERAH
FeE B ERIEEIA -

ARG S - AamfEfEsst 7% - B
HIEE T EE TR ARYRAE - F DU E ARG
85t - Pelachaud (2009) & PAMERHEAEEHFE -
L —E a{EEFENRIFBE R - mOrtony -
Clore ~ Collinsji* 198842 HHYOCC (A. Ortony, G.
Clore, A. Collins) [F¢EfE A » H=t75 happy-for
resentment ~ gloating ~ pity - hope - fear - satisfaction
~ fears-confirmed - relief ~ disappointment ~ joy -
distress ~ pride -~ shame - admiration - reproach -
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TR o fEREEE (1999) #Y (AR
stEm2) —&d - KEEA\MRES BT
— RN R E RS = TR FSE S E - LEoh (
BT REE)  (1987) —FHPRHE&(E T R E M
B 7345 > 53 Bl A 48 Y IE 2 B g5 o W e e - 7
VOESRIRE R T BE ~ PRF ~ DRI A
T4k o LT FEbt e L BTy U574 - As
AR = At SR BETOE ] - EERHIEE
HE—ERS RS O L2 B LA Gy IB 4 77
PRtE > B sE T Ry A B E AR - AR
Moy Rofatid ~ = - PREE - R BE - F R
AIRIIHVIEATEERN - rHIFENEZ 1% > #EE(E
RHEEE R REE RS BLE43(E R 5 AR AR
» SERAEEARYIEGE BLEEREE - HERIUREA R
WEEEt AR EA > R EAMHEREERE -

3.1 AWIFEHIRIFERGETA

eSS IESS T SIN RSN
- HEARBERGT AR RS & 5 /e
% RS = (ET R - R BB
—fEJE B A E R ERTIIIE G IE ¢ IR 45 59
TEIRES - B TEIRIEEA & A FRIgHY L E ©
E & Ry 18T LS - S A E A E Ry
CENIE - RSNt T PSR B M (T R (F Rt
SR IFSEHIERED - RTINSy R24TERTR - (L EANY F522
HEAE  FEhHE T HEREEAREREEG:
NFR2) - HNREANLERBEETRIIE > 55
—(E{EETTER - MRS & B8 5573 HI4H & Ak
» INIEAWTFERT At 2 RydH &R GG 0% -

/\+
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R FTRAIER EBEERES o ARTFTRAIEH SRS
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5
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L
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L

BE i ¥} HE 40 Ky HomeStyle+ FyMicrosoft Office Ry
{ENACES A E e - HrpAYDIBRAE TEE - REAIE
FERHENIE R BEigER > Welin AR fEEER - 5
A BREE - = UBENRIKXER - e E8IESE

& 7 15 48 2 ME A =05 Bl 5 o AW g E 2 R A
HomeStyle+& L ER&G A FIFAYTNEE > BUHEH 540
—EHAERBARIEA - (a1F=4)

4 FIFHomeStyle+ » Frakst U+ =R E P HIVHERE

B¢ 1% Ry M1 AvatariE B8R AR 2 TRD.NET 22 =] a%
—E R AGET - HHAVELEH IS BMSN
HBRGR EIZEMEET - EEYRA SN/ DEIZESIH - 2

&5 FIFAvatar > Arakst 0+ =EREHHEERE

HI S EEl ~ BRI A A » B—ElEA
5 EFHVINES - AR EERRHIIIEE » 3G
58— 4HATERAG I ARBEN - 1E R B ERHTEE = (8%
Bl (41%s)

BT B

L A

A
,_-//_ 24

ZE

33 MEE

AWFERIRE EH S R El oy > 55— B3 Rl
FHEAFR - B BEREERMSNAEAE
TERE R R © 55— E o EHEEATR > &
{680 73 £ HLC R B YL R ~ AR {5 B 2 AR
YRR > DUROZ A A AR SR ACE A B B e aE Yy
&h > IANEBIIWIARRE © srhlEERER AER
MERETL R 8T 5T AE o DUR(EM

FL B EAESERIE R TR, T2, .
B T ER Sy BT (6 A A MSNAC B A 221550 5] B R
YRR > I FE S HAEEE - SRl EEREE
BEBREAEERESE - (FHEEEEEREA
FIEEEH - (FHEESREREARESGT - (£
AERGBEREARBEZEURFEREESESM
L ABEIEREEIR IS - TL(EE B A5 PA=(RIRE
IR AR E TR E A (Liker) BT AR
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BEMAEAZRESGTIR

C TEOAERE L~ TAEE L BEER
> HEHMEEE GRS - St 7B BT AR
BIHP AT -

4 ERPIHTELE

AW R BEIFEAEER » BRI ALLEE
B LU RS EfT 4 - BRAI4RETERAESPSS 11.0 DLR
Microsoft Excel{E B&fat 2 TE » BN RIGEE R #
1704 FREERHNER - SR AEETREARE
1% - BN - AR HRIEERATFFEH 2 S A
 BRAERTERZE M (One-Way ANOVA) HI4%
SR  EARE S E SR IURER G T AR L o AT
FM e et AR T AL, BEETEE
BUERS AR ET 7 ATE R " 5752, > HomeStyle+{UIBH
SEIThREsREt AR TOTA3 ) 0 AvatarfREE SR A
Tk T k4, -

41 FERERIN

4.1.]1 FHEECERNEARAGREE®E
T EREESERREARARERL, 8
 FEFSIZNEEGAEE CERREARARE
Sk - EE T AR R A s BRI
SMI Rl > EFIE SN T B MERERIEA, BA
WA R BLEE FIRE S » BUREER IS A ER
FEEREARARERL, EREFEEES > A
HABEER (R6) - LIMNEEA FHY ARGt
HERELARLYS - BOEHERAEER " 2R
HAREEE ) AlAEELPE > SHEAZHI
RHEEER (RT) - NI ISR CHE AR
RIFRIM Fof] > ERE SR T B MFEAEA
J HRRIEIRE » A KAREN o DA (E4Em T DL
SCRFAWTFERIRGE

58

®6 ERAEREREARAREE G ERTEREOH

ANOYA
FHESE A A AN
Suim of 3 guares df Pean & quare F Sig.
Eetween T ombmed] 25056 000 7 Bd5H 000 39143 Ji]Y]
Grroups Lingsr Term  Contrast 22375 25 1 27325 £25 151875 000
L 3630375 3 1210.125 8337 o2
Omadratic Contrast 3286 446 1 3286 446 22.357 000
Term Deviatinn 342929 2 171964 1.170 337
Within Grovps 2205 000 15 147.000
Tatal 28161000 19
Multiple Comparisons
D pend et ¥ eniab 1o {57 A2 SEEn 130 Ay SR S0
Mean Difference 85% Confidence Dnterval
REEE NMRAELEE - 3. Error Big. Liower Bound | Tpper Bownd
B3N] ﬁi = &nﬁﬁ =3 43 E00% ] ] 2523 Bl.77
HEER 84 000% 8573 oon B5.73 10227
HATHE 87.750% 8.573 oon £9.48 10602
TRz 95 000 8573 000 77.73 11427
BRam EE -42.500% G572 000 BLTT -25.23
EEE 401.500% 8573 000 2223 5877
HATHE 44 350% 8.573 oon 2598 62.52
TRE 52.500% 8.573 000 3423 .77
"EER A& -54.000% G572 000 10227 6573
HaR=E -40.500% 8573 000 5877 2223
AT HE 3750 8573 668 -14.52 2202
TRE 12.000 8.573 182 -6.27 30.27
e A -§7.750% X E] 000 -106.02 6048
HaRE -44 350% 8573 000 -62.52 -25.93
HEER -3.750 8573 668 2202 1452
TRz 8.250 8.573 351 -10.02 26.52
TR F&E -06.000% 6573 ] 11437 773
HaRE -52.500% 8573 000 077 -34.23
EEE -12.000 8573 182 -30.27 6.27
AT RS -8.250 8.572 351 -26.52 10.02

* The mean difference is significant at the 05 level.
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| B | SRRE |

®1 AETTE T EREERREANAREE L) ERTEREONER)

ANOYA
1 S e 1R\ R
Sum of Sguares df Iean Square F S1g.
Between {Combimed) 08 2 238 2028 151
Groups Linesr Term  Contrast 60 1 G600 5672 030
Reyistizn 047 2 024 204 818
Cuadratic Contrazt 044 il 044 374 549
Term Deviation 04 1 004 033 558
Within Groups 1863 16 118
Total 2570 19
1 FEHE "FEREEEREAGRER(L, ERTEREESTE
Multiple Comparizons
Diepend ent ¥ auiable: I P2 S8 1430 A gy i S0t
Mean Difference 95 % Confidence Interval
0 HES I HES -] =d. Exror 21 Lower Bonnd | Upper Bound,
LD Al s 0838000 2157956 ARG - 303566 551306
HiE 2193200 2157956 325 -.238146 B76786
Hikd ARQQ300% [ 2157956 034 042454 857386
i FiEl -.0933000 2157956 it -.5513060 303506
HiE 1254200 2157956 ] -.332046 5Bzeaa
Hikd ADB0200 2157956 7a - 051446 863486
HiE FiEl -.2193200 2157956 325 - BR7E0 238146
HiE -.1254200 2157956 it -.5828360 232046
Hikd 20000 2157956 212 - 176866 138066
FHiHE A&l - AD00A00* [ 2157954 034 - B573360 -042454
Hik - A0a0200 2157956 n7a - 863486 051446
HiE -.2806000 2157956 212 -.728006 1768060

¥ The mean difference iz significant at the 05 level.

2T
o a

e
aX i

4.12 ERERERSREARBEIEEH
TEREESRAAHE ARG ZIEZR, &
TGS ZAE RS M A
EIGHR o BETT > ARG
YA i Ry T I 8 - 502
» FEE R ITASFTEGTH ZAEEA - BRI TT A4

T 2 AREE A Ry ]
FIR A BT AR

FHAVRE AR Z

STHIMRERA - RS AILIRE] » AABEER > K
BRI AL - H AT RS A e AT R Haea T 5
% At AL R E R RIS - At iy
REEAEN - o DGR = wR R AR R A iR

o

®8 ERERSRGAREARETERER  ERTBREN

ANOYA
1 I B NS (38 o &
Sum of Sguares df Iean Square F Sig
Betaeen {Combined) 2044 3 EET 16.315 oo
{Froups Linear Term  Contrast 2035 1 2035 48801 o0
Hyiatin 09 2 104 73 30

Quadratic Contrast s 1 s g4 778

Term Deviation 004 1 04 a1 08
Within Groups 62 16 160
Total 3906 19
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Multiple Comparizons

Die pend ent ¥ artab le: 18 PR 25 B8 {438 \ O &

Mean Difference 95 % Confidence Interval

D HES D HEE i1-I) atd. Error g Lower Bonnd | Upper Bound,
LD Al HiE 208e000#* | 1551002 021 ) 27398
HiEs 048600+ [ 1551002 ona Ara0e2 1033658

i 1.0400200#%| 1551002 oan 11323 1.368818

HiE HiEl - 3086000% ) 1551002 021 - 727308 - 069302
HiE 3062600 1551002 a6 - 022538 635058

HiEd G414200% | 1551002 ool 212622 a70z1a

HE HiEl - 7048a600%* ) 1551002 ona -1.033658 - 37a062
A -. 3062600 1551002 a6 - 635058 022538

Hid 3351600 [ 1551002 n4a 006362 BB3053

HiR HiEl -1.0400200% [ 1551002 o0 -1.368818 -T2
HiE -6414200%( 1551002 001 - 970218 -.312622

HiE -.3351600#%| 1551002 046 - 603958 - 006362

¥ The mean difference iz significant at the 05 level.

4.13 ERHERERENBEAFRERE

£ TEAEEEREABEARERGT ) &y £
Fhabnz AIE B S ARG T RE AR B O
A HEGETRETRE - B80T - AT FEREA TS

REARZ » BEERITE et 2 AR - %
BT EATEGETHIAELA » (BROF A DURE] > A5
HIIRERRAL > FRE rTRE AT FERY ST T ARTaeE T H
HIAREAEN - ARt e (E b =

EIRETH AR BN B HERE » J7228G T R REDE -
R "HERABEREHREREARESGT ) EETEREESNT
ANOYA
1 i A e TR AR FE ERET
ZSum of Sguares df Iean Square F Sig
Betaween {Combined) ERET] 3 1213 11.061 ]
CGrroups Linger Term  Comtrast 3279 1 3279 20,905 .0oo
Hevon 360 2 180 1.640 225
Quadratic Comtrast e 1 e A93 416
Term Deviation 283 1 233 @58 128
Within Groups 1754 16 110
Total 5393 19
Multiple Comparizons
Die pend et ¥ aviab 1= {8 25 275 fE (38 AR FIEH ST
Mean Diffarence 059 Confidence Interval
T hES D EES -1 atd. Errox aig, Lower Bound | Upper Bound,
LD hidEl HiEL FOBRE00* | 2004263 004 254716 1142644
HiEs J416000#% | 2004263 0oz 2076236 1.185564
Hikd 1.1920000#% | 2094263 000 748936 1 626864
HiE HiEl - OB0B00* | 2094203 004 -1.1432044 - 254716
HiEs 0420200 2004262 840 - 401044 A86884
Hikd A042200#% | 20942603 021 050256 038184
FHiE HiEl - 7410000#% | 2094263 0oz -1.185504 - 297630
HiE - 0429200 2094263 840 - 486854 A01044
Hikd AS12000#% | 2094263 047 007236 895264
HH FiEl -1.1020000#% | 2004263 000 -1.030804 - 148930
HiE - 4042200% | 2094263 03 - 038154 - 050256
Hiks -A512000% | 20942632 047 - 805264 - 007336

¥ The mean difference iz significant at the 05 level.

4.14 EHERGR/AEARFEE
 MEREEAREREARESE ) W0 H
REABERBEHIAEAN (IR AT AR
% - REEEHERGEE - BEoT > AUgEEEs]
MR BGETHARR BRI EREEE - 77R2
ERG pan RN 'S 5 P brk |3 'y i P e
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N BIRIETTEARTSGETHIREEA - HRI10F AT LAR,
> EERIELE b > JE1 AN FREE SR > 75
LTI AE R A3 BI AR RE =
5o SRR R ARG TR BB RS E
ARSI AT FER G T AR SGTHIRTE - Bl
BRI S E AL -



| B | SRRE |

®10 "ERAERCESNEAREEE ) ERTERBOINE)

ANOYA
EAERATIES 13 \FiFdE
S of S quares df Iean & quare F g,
Between (_ombined) o A7E 3 K] 333 D46
Groups Linesr Term  Contrast 2512 1 2.512 8390 o7
L b 166 2 083 310 737
Cuadratic Comtrast o 1 Ly o3 Aa59
Term Deviatinn 165 1 165 618 443
Within Groups 4.280 16 2a7
Tiotal 6.957 19
®10 "FHEERGEBRREARBYEE | ERFEREEITC)
Multiple Comparisons
Depend ent ¥ anable: {f i 275 SR8 {438 A G EEE
Mean Differsince 95% Confidence Interval
I HikdE (RS {1-Th 3. Errox Big. Lower Bound | Upper Bownd
LsD AiE R ABTE000 09T 172 - 225818 1161016
HiEs 5406000 3270977 118 -.152816 1234016
HiE 1 0322000% | 3270977 0oa 338784 17725616
HE HiEl - 4676000 A70977 172 -1.161016 225816
HiEs 0730000 A270977 a6 - 620416 Thedln
HiE 5646000 3270977 104 -.128816 1258016
HE HiEl -.540a000 3270977 118 -1.234016 152816
HiE - 0730000 3270977 826 - hadl1e b20416
HiEd A916000 3270977 152 -20181e 1.185016
HiE FiEl -1 022000+ | 3E70077 0og -1.725616 -.338784
HiE - Sadan0n 3270977 104 -1.258016 128816
HiEs - 4916000 270977 152 -1.185016 201816

¥ The mean difference iz significant at the 05 level.

\\\\\\\

4.15 BEHER G RSNE N EHEEIRRS
£ T ERE RS R AR IERE ARG ) &

71 FEHEAEEGREREARREEL - BF

IEREHEIRTE S o ATHFTIEEAI A 7 A 15

aTHARRIBHVERE AR IEREIR & - J77R2
BARZ » #ER R Gt 2 REA - &2

REHHAIR

JiEAF STV ARELA - HRITFA DURE] - Ab5E
HIIRERRAL > FRE RTEE A FERY S T ARTaE T H
HREEARIE - A empl B A e R AR =
ERE IEREHIRTE LIS -

#11 "EAEEAEEREALETREEREYE  ERTFEEESN
ANOYA
i Fis 2 S0 1478 )\ 2 i T (EUR EE
Sum of Jguares af Tean 2 quare F Sig.
Between (Combined) 3265 3 1088 44 481 ]
Groups Lingar Term  Comtrast 2006 1 2006 122 469 100
Feiaton 268 3 134 5487 s

Cmad ratic Contrast a3 1 g3 3309 084

Term Dieviation 186 1 186 7.584 014
Within Grroups 301 16 024
Total 3656 19
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Multiple Comparisons

Die pend ent ¥ axiable: {8 A2 275 225 1138 5% (a2 (I (50 18
Mean Difference 95% Confidence Interval
I hiES D EESR J-I) atd. Error g Lower Bonnd | Upper Bound,
LD HiEl HiEd 3897a00% | 0939241 i 180010 599430
HiEs AT74600% | 0959241 oan 267750 BaT170
HiEd 1.1247200% [ 0939241 00n 815010 1234420
HiE HiEl - 3ROTI00% ) 0939241 001 -.500430 -.180010
HiE 0877400 0939241 288 -.121970 297450
Ak J7350000%| 0959241 oan 525290 244710
HiE HiEl - 4Tra00% | 0939241 ona - 687170 - 267750
HiE -.0877400 0939241 588 - 207450 121970
FiEd B472600% | 0939241 oan 437550 856970
i FiEl S 1247200% ] 0030241 o -1.224430 - 915010
HiE - 7350000% (0939241 ona -944710 -.525290
HiE -6472600% (0939241 ona - 856970 - 437550

¥ The mean difference iz significant at the 05 level.

4.1.6 VU{E J77ARPEE

FRBGTHAIREEARZ > FEE257R3FT

Rt

&

HEARBRIEE "M %EE ZEEA
TEREESEAAEAREE
A %mﬁﬁﬁﬁfik% aat, ~ TE

TEERIELE BRI 2 1% - REUERET 7 A% REA - BRI EAFTSGETRIEA - fHFR 129
Earth o fEnE P EE s T T AR R R e DB » AT BGERIL - s8I A e HEET T2
H » O TR TR S T T AR RIS EE  BERGEE Ry -
o AWFEREL T A E T AR R BV ER T E RS
#12 BSTES Tk
ANOYA
B RET LN
S of 3guares df Tean 3 quare F Sig
Between Combined) 2441 3 a14 5714 011
Groups Lingar Term  Comtrast 233 1 233 16595 o2
Reymtion 102 2 051 363 03
Cuadiratic Contrazt 000 il 0o 0o a5
Term Diewiation 102 1 102 35 411
Within Groups 1.491 12 141
Total 4133 15
Multiple Comparizons
Diepend extt ¥ aviable: BEHEEF L
Mean Difference Q5% Confidence Interval
I HES O HEE -1 &td. Error Big. Lower Bonnd | Upper Bownd.
LD AiEl s A88a75 2A5473 091 -.08974 1.06709
Hiks A1a150#* 205473 n3a 03773 1.19457
HiEd 1.097475% 205473 001 51906 167589
HE FiEl - 488675 2A5473 091 -1.0a709 08974
Hiks 127475 205473 Adn - 45094 0589
Hikd B0ea00* 205473 041 02038 1.18722
HiE FiEl -Blals0#* 205473 0z -1.19457 -3
Hik - 127475 205473 A0 - 70539 45094
Fikd 481325 205473 095 -.09709 1.05974
HHE HiEl -1.057477 5% 205473 o1 -1.67539 - 51906
HiE - Aaa00#* 205473 041 -1.18722 -.03038
HiE -4813235 205473 095 -1.05974 09709
¥ The mean difference iz significant at the 05 level.
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The Principles and Process of Stereoscopic Image
Display Based on One Pair of 2D Content
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ABSTRACT

In this article, we focus on the principles of stereoscopic photography and practical application of
related techniques. Without optical abstruse professional terminology, we just use simple trigonometric
functions to explain how our method comes up with the principles to export stereoscopic parameters
that could be used for filming stereoscopic videos or 3D animation in Maya. According to the principle
of the stereoscopic imaging and the requirements of stereoscopic film director, we calculate the
stereoscopic parameters (Maya Stereo Camera parameters), in order to formulate the standard process,
and to provide reliable information on the storyboard of stereoscopic film. By planning a proper scene,
the appropriate parameters, and good storyboard, we could actually mastered stereoscopic imaging
quality and improve the efficiency of the filming. So that the final 3D stereoscopic film can get high
quality and consistency of results.

Keywords: Stereoscopic photography, Stereoscopic parameter, Trigonometric functions, Maya Stereo
Camera
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Abstract

The aim of the paper is to investigate the work HERA about a fantasy-style adventurous story,
created as a 3D ARPG game. HERA implies “creation.” The adventurous story describes a prosperous
island nation where tons of fantastic creatures and cultures are created and at the same time light and
darkness occur. The gamer acts as the son of the island nation, Finbul (3575 &). The story focuses on
two knives, a sign of power, which stand for light and brightness respectively. As such, characters’ end
justifies their means in the game. The relationship among gamers in the story is addressed through the
internal narrator—the protagonist. The creation team hopes that the role play in the HERA can allow
gamers to enjoy its entertainment and pay attention to the narrator’s story through the special effects
and suspense narration in the game.

The research study reveals the creating process through the understanding of the fantasy-style
adventurous game, and offers relevant suggestions after data analysis that focuses on the imagination of
its plots, the design of barriers, the design of the characters’ scenes, the production of the view-finding
and photography-employing effects, the design of the characters’ acts, and so forth. Also, through the
careful and deep investigation, the study offers suggestions which can make the creation of a game
more story-like and dramatic, and thereby provides concrete strategies to improve the quality of game
works.

Keywords: 3D ARPG game, fantasy-style, HERA
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