o,

Lol Siraflesker, TR67
Mferaciive farraffve g Qi saripd

TR Gl BRI 30 JRncs oF rROZER RS S Jad aradteer s SO I, segnd Grerd
S e sraadie grucesy, adtesitee arpslodgy, Rt itaaldvgn, s sameetar sevgranenin

Hello. Glad to be here. [ate.]
I'd Tike 1o transport you from the hesrt of America [Mebraska] to the heart of Eastern Europe : Budapest.
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"4 Different Train of Thought” ic a beginning application
in the genre of interactive narrative.
it poses a question:

How is it pessible to tell a story through an inherently random-access medium?

Dur concept of a story is of something defined by a beginning, 3 riddle, and an end.
But the videodisec by nature undermines this kind of linearity.

"We $ake advantage of this phenomenon
in considering possibilities for “personalization” in educational applications. ..
bt how do we create a new kind of “story” that can best be told through this new medium?

SHOW SLIDES OF GREEK VASES A0 1EDEVAL MARISLRIFTS

Those of you whe familiar with Janson's "History of Art” [1870. #Y, Hury K &brams, .}
may remermber his discussion of the evolution of Greek vase designs:

45 developing technelogy enabled trade to grow and flourish,
enposure to different oultures increased,

and representational styles merged

1z the need for new or differeat kinds of storytelling emerged.

The two Homeric epics, the /i and the ddypssey,
exemplify the new narrative complexity that the evolving culture demanded.

#isting vase designs , with their emphasis on geometric and decorative patterns,
could not satisfactorily capture that complexity.

The new stories demanded 2 shift of emphasis,
resulting in a new style for vase design:

Figures became the point of emphasiz,
now large and detailed enough that the decor ative patterns between them
r Tonger interfered with the urderstanding of the narrative.

L oalicmme Sm She Cnaen 78 varwaraetobine



Carol Strabookr, 1987
fateractive Marrative presontatin sorpt

In order 1o appreciate and extend our own new creations,
we rust, Tike our ancient and medieval predecessors,
2g3in alter our concept of “story”™.

Such a revolutionary--or perhaps evolutionary--attempt begins slowly
and ernerges through example.

08616 ‘Tuftarent Tram ™ itk

In 1985, | proposed to work with interactive videodise
by establishing a storyline in the iraditional sense,

but embedding within it
images of the thoughts of different characters.

The result is not really 3 reprezentation of different points of view
{though at times it ray seem that way),

but 3 urdque kind of character development

and perhaps 2 visual simulation of “stream of consciousness”.

{ fook rragseif to Budapest
with a consurner-format YHS camera and a generous friend,
and we videotaped scenes of family life, city streets, and the military presence.

Then, with a group of actors in New York,
we re-enacted for the camera events of 4 particular story--
about 3 train ride, one night, through part of Eastern Europe.

Then, with the help of

the MIT Film/'ideo Section,
the Council for the Aris st MIT,
and Digital Techniques, Inc.,

| developed 3 low-budget (DRAYW) videodise
and orchestrated through a computer program
an initial example of an interactive movie.

SHOW 58" TAFE 1 ot 2 t5low advation)
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The usefulness of this presentation

as a model for the design of other interactive-videe applications
has to do with two considerations:

structure, '

and the signalling of posgibilities for interaction.
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Educatienal psyehology--or ary psychology--

makes use of symbols

through metaphors, analogies, and individuals’ ways of representing ideas to themselves,
based on previous experience and imaginings of the future.

instruectional design relies on symbols such as
icons, meszages to the “learner”, and
ways of signalling possibilities for interaction.

Computer programmving is perhaps nothing

if not an exploration of symbolic activity.

The dezign and use of computer languages,

the algebraic expression of concept-relationships,

the varied uses of the keyboard--

all are exercises in the very human process of representation.

Az we look at current trends within our culture,
we see a greater and growing tendency toward “self-reflection”--
we see many expressions of the desire to "know thyself” in the Shakespearean sense.

To open an issue of 72 or Aewswodk,

to scan the Mew Vork Fimes or any number of books or journals

is 10 zee reference after reference 1o "artificial intelligence”,
“brain science” , and questions about

how we think, or what it means to “know”.

We see Woody Allen,

either literally “on the couch”

or sirnply talking to us through hiz images and characlers,
and we becorne his “analyst”

i the rridst of the everyday activity of seeing a film.

Sherry Turkle offers an explanation
for the widespread acceptance of such an activity:

* . when we reflect on the social impact of psychoanalysis,

it makes more sense to speak of the development of 2 psychoanalytic culture
than to talk about the truth of particular psychoanalytic ideas.

Wwhat fueled the development of 3 psychoanalytic culture

iz not the wvalidity of psychoanalysis as a science,

but the power of its psychology of everyday life.

Freud's theory of dreams, jokes, puns, and slips

aWows people 1o take it up as a fascinating plaything.

The theory i5 evocative.

1t gives people new ways o think about themselves.”

[1978. Fsychoanalytic Folitios Frouds Fronch Revolution. Cambriggs: The MIT Fress. p. 24707

“& Different Train of Thought"
irvrites this kind of self-reflection
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Sara, the French Yieutenant's woman, is in the "wirtual text”,
that meta-area of suspended disbelief that each viewer must create.

About the film, Buzzard says:

Vapprised of cinematic trickery and of movie rmaking in general,
a viewer enjoys a pleasant sense of distance fror the crises in this text
and his /her position a5 a mere spectator iz affirmed.
At the same tire, howewer , the narrative siructurse has been at work on hirn/her,
encour aging the making of a virtual text.
To do 50 involves a suspension of the self-conscious act of watching a movie.
The experience of these two roles—~one in and one out of the film—-
indicates the viewer has been able 1o enijoy the figure-ground perceptual phenomenon....
Up until the final shot, however,
he /she has not been asked 1o experience the moment when figure becomes ground,
when object and virtual text meet. "

[ Viswer-response " and e Boffxive Harrafive : Db He Gap betwesn Fheory and Fadagogy.
Linpub listent paper obtatnad fhrowph the MIT Foreign Limpuages and L iteratwes Sectin. ]

| suggest that “A Different Train of Thought”
iz sttuated precizely at that rmorment.

The player’s siream of consciousaess
becormes as inporiand--

even rore irnportant--

than that of the characters in the movie.

| suggest that interactive technologies
az media for art, erderiainment, and education
invite self-reflection as an element common to all of the applications,

10 such an extent that the boundaries between these realms
are becorning fuzzier and fuzzier...

and, | suggest that as designers of presentations in such media

we roust consider our own

conscious and subconseious processes of thought and feeling,

in addition to those of the people for whorn the presentations are being created:

maore and more,
they are the ones whe are really the makers of these presentatiens.

Extra fims

Sherw other parts of the disc ("thought-images™). 20767 Budapest/dreams; 00140 family.
Frapuantly raiad guestions.

cordrast with "Rashormon”

prograraring sirategy (“random” within structure)
form/condent nesting: rilitary occupation like rape Yike player’s touch





