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Abstract: 

 

With a growing number of embedded digital experiences in arts and heritage settings, 

creating a broad global field, this article focuses on the use of mobile phones in the 

engagement of humans with the cultural heritage of public spaces, specifically those that 

require a promenade from one outdoor space to another. This article describes findings from 

a recent promenade initiative, commissioned for a UK arts festival, along with a review of 

literature, to critically engage with growing evidence of the diverse ways in which technology 

is integrated at direct user level. Concepts of ‘hybrid spaces’ and ‘user agency’ are discussed, 

along with the ‘performativity’ of spaces. Central to the discussion is the function of narrative 

in engaging the participant to construct new perspectives, which are facilitated by the 

mediating role of personal media devices between subject, narrative, space, and community. 
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Introduction 

 

What the map cuts up, the story cuts across...Narration...establishes an 

itinerary (it ‘guides’) and it passes through (it ‘transgresses’)...It plays a 

double game...It hands the place over to the foreigner that it gives the 

impression of throwing out. (de Certeau 1984:129) 

 

The use of personal media devices 

In recent years, advances in mobile phone and other personal media devices have sat 

alongside an increased use, funding, and research of digital technology and the arts. In the 

UK, new national strategies for arts and heritage paid particular attention to the possibilities 

of digital technology, as highlighted by Arts Council England, stating that ‘at a time when the 

dizzying potential of digital technology is transforming the way we make, distribute, receive 

and exchange art it would be absurd to define excellence in the language of the conventional 

art forms’ (Arts Council England 2010:3). In 2011, the UK Heritage Lottery Fund published a 



report on Digital Participation and Learning. In it, artists, curators, and project leaders were 

encouraged to consider the motivating power of challenging participating audiences, and 

inviting them to contribute to a wider body of knowledge. They encouraged the embedding of 

digital experiences in the real world and sharing of and reflecting on material via online 

interfaces (Heritage Lottery Fund 2011).  

With a growing number of such approaches creating a broad global field, a particular area of 

study of the use of personal media devices in the engagement of humans with the cultural 

heritage of public spaces, specifically those that require a promenade from one outdoor space 

to another. Such embedding of technology into the user experience can be conceptualised as 

creating ‘hybrid spaces’ used by Kluitenberg (2006) to describe not only the meshing of 

physical and online spaces, but also the multiple networks between human users that facilitate 

differing degrees and connections. Therefore the user’s own appropriation of the media tool is 

has a bearing on their experience of the real and virtual, and the personal and social 

interaction with the content and creators or ‘facilitators’.  This then raises the notion of 

agency in terms of design on the part of the curator and choice afforded the user. Burgess et al 

(2006) argue that civic engagement can be fostered through entertainment, leisure, and even 

everyday activities, as much as with more overt political activity. Aside from being influential 

in the subject’s engagement with external matter and its interaction with its environment, 

creating a virtual space for the sharing of cultures and beliefs can be an important part of 

developing a sense of agency in civic engagement.  

 

Space and performativity 

An individual’s engagement with a space assumes a forming – and reforming – of perceptions 

of that space. Spaces have a ‘performativity’ that is facilitated by the technology and co-

constructed narrative as the individual moves about each space and from one to the next, re-

imagining spaces with a view to their social and historical context. Performativity also refers 

to the device and built experience’s potential to shift perceptions of artefacts, which can mean 

buildings, sculptures, and even people and their shared memories. Narratives are constructed 

during the experiences that are multi-modal at the intersection of user, device, human 

facilitator, and artefact. User experiences are also not just individual. Often experiences are 

undertaken as part of a group - families, adults, school pupils, and tourists - and each with 

their distinct dynamics which has implications for the nature of collaborative work and 



collective meaning making as an additional layer to the narratives embedded in the 

experiences. 

This article examines findings from a recent promenade initiative, commissioned for a UK 

arts festival, to critically engage with growing evidence of the diverse ways in which 

technology is integrated at direct user level. Central to the discussion is the function of 

narrative in engaging the participant to construct new perspectives, which are facilitated by 

the mediating role of personal media devices between subject, artefact, space, and community. 

 

Conceptualising hybrid spaces 

Contemporary scenography operates far beyond the theatre in all those areas of 

spatial design that have inscribed onto them elements of the mise en scène, of 

narrativity, transformativity and  mediality. Scenography is understood here as 

a practice that utilizes transdisciplinary strategies in the design of performative 

spaces at the interface of theatre, media, architecture and installation. (Brezjek 

2010:109 – original italics) 

Our relationship with the external physical world is continually and dynamically mediated by 

the technological tools we are both presented with and choose to carry about our person. 

Through our phones, tablets, and even simple cameras and music devices, we are able to 

reflect upon, capture, and connect with a place in a moment in time. Alternatively we can 

dually make connections to other networks and be transported elsewhere or bring that other to 

where we are (de Souza e Silva and Girlie C. Delacruz 2006). If we take place to be a 

geographical location, we define it as a ‘space’ when it is located in a specific time and with 

particular social, historical, and even political associations – made by the individual and/or 

the community as a whole (de Certeau 1984). Where technology and communication 

networks are interwoven with social and political functions, a hybrid space is created 

(Kluitenberg 2006). 

Given the proliferation of mobile phone usage (at the end of 2011 in the developed world 

there were 122 subscriptions per 100 people – Guardian 3/4/13) there is an enriching of such 

spaces with technology, and yet it is almost subconscious or invisible (Manovich 2002). 

When the technology performs a particular function – when it mediates a shifting relationship 

between the human and the space – the space itself can be said to be augmented (ibid).  

Augmented reality is a conceptual perspective that views our reality as the byproduct of the 



enmeshing of the on and offline (Jurgenson, 2011: 84) rather than their separation as in 

virtual reality and it is not solely in cyberspace that meaning is constructed. Therefore, the 

purposeful use of technology in encouraging shifting perspectives and the construction of 

narratives should not be perceived as a total leap away from the physical, real world, but an 

embedded tool in which to make potentially closer associations and experiences with and 

within it. 

In the case of museums and curated experiences, there is the problematic potential for the 

experience to become fragmented as the user is torn between environment, technology, 

artefact, and social interaction. It is here that enabling users to construct a narrative – a series 

of linked events - becomes important in bringing together different elements into a coherent 

yet subjective experience (Sharples et al 2007). The linear form of this narrative is potentially 

important in making more explicit the way views and experiences are constructed and 

developed over time. Curated spaces strongly suggest (though do not force) a user to take a 

specific path, thereby controlling the user’s own narrative – or journey – through the space. 

Museums, however, might be seen as being in a privileged position as they are able to 

manipulate and signpost their indoor spaces, compared to outdoor places of public and even 

institutional use such as cemeteries (Dow et al 2005), where narrative can play a crucial role 

in the same linking of experiences.  

Conceived in this way, the narrative of a space is hybrid in that it refers to both the content 

chosen or imposed on the user to guide their experience, as well as the social and historical 

narrative of the space itself that the user comes to know, explore and freely interpret.  The 

Voices of Oakland was an audio promenade experiences created for Oakland Cemetery in 

Atlanta, USA. Visitors were guided to gravesites of people involved in key historical events 

and listened to dramatised version of their stories. These narratives combined to form a whole 

unfolding drama, aiming to engage and entertain the visitor whilst learning about significant 

local historical events. Without signage, the narrative was seen as an important tool for 

guiding the visit, but, more importantly, for making a connection through the participant 

between past and present and between physical space and the human subjects (Dow et al 

2005). A sense of time – when we are, what a location has been – transforms a place into a 

space. Therefore, digital technology enables narratives the ability to transform place into 

space and locate it culturally and temporally. Additionally, the presence of mobile phones 

and other devices allow us to continually reach far away from a space at the same time as 

being in it.  



What is also important about the particular functions that mobile devices and other online 

technology facilitate is the sharing of personal views and constructed meanings with others. 

These others are humans one is connected to through platforms such as mobile phone 

networks and social media sites. Here the individual experience with the real space is not 

only negotiated with others one might be in the space with, but is also interpreted and 

transferred – individually or collaboratively - into a virtual space. As an example, in 2009, 

London’s National Gallery created a Grand Tour by installing copies of 44 paintings on 

buildings along public streets. Participants could download information at each location, but 

were also invited to upload their own photos of the paintings in situ, re-presenting back to the 

original creators and the online public, a sense of the art work in its hybrid and culturally-

shared space. 

By conceptualising the human-tool interface as operating in a hybrid space of multiple 

dimensions, we are moving towards an understanding of communication and public ‘voice’ 

not so much objectively mediated by tools as political and social acts taking place in the same 

virtual reality space as the mundane and everyday acts that are shared and commented on by 

individuals and their friends. This shift is an important element to consider in the sense of 

agency afforded by these tools. 

 

The Research Project 

 

Research Context 

The city of Coventry lies in the heart of England. Although it has a rich heritage of industry 

dating back to the 8
th

 century, it is often overshadowed by nearby Stratford-upon-Avon and 

Birmingham. In the medieval times, the city was booming and hosted the famous Mystery 

Plays – Christian stories enacted in great spectacles to large crowds and even Royalty. In the 

19
th

 century, it was a city of invention for watches, ribbons, and bicycles. In 1940, the city 

centre was destroyed by foreign bombs and replaced with a concrete shopping centre. Later, 

motor industry declined and many became unemployed, including some from the thousands 

who had migrated from all over the world.  The city is culturally diverse with over 140 

languages spoken. It is desperate to improve its reputation and aspirations and the negative 

attitudes of some of its citizens, which conflict with the pride that others feel. The city is 

home to many artists and arts organisations that work closely with schools and community 



groups throughout the year as well as on themed festival projects. There is strong evidence 

from these projects that such partnerships are crucial in offering young people and adults 

highly personal, artistic, cultural, and educational experiences they would not otherwise have.  

 

In 2010, a small festival company was founded to address a number of issues and desires: to 

increase engagement with the city as a place of historical and cultural value; to engage its 

citizens with social and moral issues through the arts, as the medieval Mystery Plays once 

did; and to provide a vibrant and engaging series of events in the city centre that would 

transform the urban spaces, shift perspectives, and offer opportunities to the public that they 

might not otherwise have. A partnership between the city council, the two universities, and a 

local charity seeks to fund commissions and collaborative projects that purposefully work on 

these aims. The festival – with hundreds of professional and amateur performers and 

creatives - currently takes place for one week in June and all events – drama, dance, music, 

poetry, film, digital media - are free of charge. 

 

The Mystery Trail 

Whilst considering the broader question of the city’s aims and the capacity for the arts to 

address these issues, the research focused on a new but central initiative of the festival – the 

Mystery Trail. This was created by interactive digital media company ‘Ludic Rooms’, who 

seek to transform spaces through technology and play, enabling the audience to co-create and 

author their own interpretation. In their own words, "We make playful experiences and try to 

uncover the little moments of joy that hide somewhere between digital things and the real 

world" (Ludic Rooms 2013). The Trail invites members of the public to visit sites around the 

city, reflect on its history and present state, and provide responses to ‘challenges’, set by the 

curators who are based at a ‘Hub’ – a vacant shop in the city centre.  

Communication with the players is effected by mobile phones and the curators track their 

participants’ journeys, building an experience by entering into a dialogue. For the most part, 

participants visit the Hub where the curators are, and meet with them personally, in order to 

find out about the Trail. Around the city are placed yellow discs - about the size of a saucer - 

asking the participant to text hashtag-the word trail- and the number. A challenge is then sent 

back - by text message or by a curator calling the participant and their group. A few sites 

avoid this by having a scrolling LED social or personal question in the disc. The curators 



choose sites based on their potential to stimulate a dialogue or debate - a building or site of 

interest, a shop that a social question could relate to, or a site where live performance is 

taking place. A further level of curation then takes place as the curators talk to or text the 

participants following their response, often as the move to the next site. 

The ‘challenges’ invite the participants to reflect on not only the physical space and 

buildings, but also their broader personal attitudes and ideas. Questions include: 

- If you had an Empty Shop, what would you do with it? (the city has several 

retail units laying unused) 

- When was the last time you tried something new? 

- How do you want Theatre to make you feel? (This was outside a small shop 

front theatre known for its new writing programmers) 

Challenges could be responded to by texting, by phoning up to record a message, by using 

Twitter, or sharing an image that encapsulated their response on Instagram or a 15sec video 

on Vine. 

All of the challenges fell under the 2013 Festival themes of 'Re-creation', enabling a thread to 

be woven through the discussions that teams had. Not only this, but in the absence of a 

prescribed pathway, the challenge as one in a non-defined series, prompted the participant 

onwards - to 'what next'? 

 

Research Methodology 

The research began with a review of literature and of recent similar promenade initiatives in 

other cities across the globe. These included: China Heart (Sydney, Australia), Voices of 

Oakland (Atlanta, USA), RExplorer (Regensbrug, Germany), en route (Auckland, New 

Zealand, and others), [murmur] (Toronto, Canada), and Enact, the 2012 forerunner to the 

Mystery Trail 2013 project. Over the course of the 3-week Trail event a number of 

participants were accompanied by the researcher - some alone, some in family or friendship 

groups - as they experienced the challenges and the self-directed journey inbetween. 

Participants were observed, asked questions during the Trail, and had still images taken of 

their interaction with each other, the mobiles phones, and the spaces they visited. The 

participants were interviewed at the end of their experience. The curators’ database of 

responses was made available in order to re-examine their SMS, Twitter, Instagram, and Vine 



responses after the event. This multimedia data was coded according to emerging themes and 

those proposed by the literature and other promenade initiative evaluations.  

This discussion is framed by the themed areas of: narrative and knowledge; sense of self and 

interpersonal relationships; aesthetic responses; ‘performativity’ and game play; and social 

engagement and responsibility. It concludes with a consideration of the use of digital media 

in curating urban knowledge spaces and the possibilities for digital creativity in cultural 

tourism. 

  

Findings 

 

Narrative and Knowledge-Building 

In engaging with cultural history, creating a sense of narrative was imperative to the curators. 

Some challenges would start with a story from the city's past, sometimes even accompanied 

by images or links to websites that those with smartphones could access. Examples include 

the transfer of the city’s popular disco to the Central Library, and the design of the new 

shopping centre based on an Egyptian city. 

This placed a space in historical and cultural context, adding a surprising layer to the text of 

the participant's journey. A favourite previously unknown narrative with players was the 

story of the musician John Lennon and Yoko Ono, who visited Coventry in 1968 to plant two 

acorns of peace alongside a seat. Within a week both the acorns and the seat were stolen. In 

2005 Yoko Ono returned to plant two more and now by the Cathedral stand two trees 

representing her and John. Once the participant had got over their initial surprise at the 

revelation that they were standing on the very site of that narrative, looking at those trees, the 

curators then asked: What seed have you planted in your own life that has grown into 

something big? Many participants then went into a period of quiet but intense reflection, 

thinking about and describing out loud personal memories and achievements. 

 



 

Figure 1 – John Lennon and Yoko Ono, and the trees planted by Coventry Cathedral 

Source: Researcher photo and www.imaginepeace.com 

 

Participants were in no doubt that they had acquired new knowledge during the Trail and this 

was often expressed with surprise and obvious pleasure. They feel that the city has a poor 

reputation for being a dull location compared to its neighbouring towns and cities, but this 

was counteracted by the facts that were discovered. To pinpoint something particular to this 

type of experience, participants added that part of the enjoyment was the sense of unfolding 

pathway that they would not normally take and added to that, the curiosity sparked by not 

knowing what challenge or piece of narrative was coming next. 

As many interactive experiences are created with knowledge-building in mind, the 

importance of placing that learning within relevant meaningful, real world contexts cannot be 

underestimated: 

 

Situated learning is made possible by the mobility of users and the use of 

location-aware interfaces emphasizing the notion that learning occurs as a 



function of its context. By bringing the activity back into relevant physical 

locations, the game players’ activities are situated in their actual contexts, 

making the learning activity more meaningful. (de Souza e Silva and Girlie 

C. Delacruz 2006:234) 

 

Once a sense of relevance has been achieved, the addition of personal choice in the forming 

of one’s own learning experience can increase the sense of agency. 

Participants described memories of holidays, their children, career moves, and wove these 

into the narrative, all prompted by the challenges. However, some felt that this made the 

focus more about themselves as a journey of self-reflection, imagining themselves into other 

possibilities and failing to fully consider the city as a physical or cultural space. A striking 

observation from the participants' experiences was those who felt that their relationship with 

their family or friends had been changed due to approaching the challenges together and 

learning new things about each other that would not have normally found out. One mother 

was particularly moved by the responses of her daughters and in another instance a friend 

helped another to respond to a challenge in an emotionally charged moment. 

 

Aesthetic response 

A key feature of the experience was the challenge to respond to questions about the spaces 

but through the medium of the mobile-phone-as-camera. Participants were observed to 

engage sometimes on a deeply personal level and when they were also then asked for an 

artistic form of response - such as designing something or composing a photo - there became 

a potentially strong triangular relationship between self, city, and the aesthetic. 

Participants would be asked, for example, to stand and look at an old building with a large 

crack in the wall caused by bomb damage in the 1940s. The Gamemakers put forward the 

question “How would you mend the gap?” deliberately allowing for a wider interpretation of 

social issues. This, and other similar challenges, resulted in various photographs being sent 

back to the Curators whereby the participants used their own selves, articles found on their 

person, and the space around them to visually construct their response. Images from the 

Mystery Trail and the Enact projects included families hugging, holding up drawings, and in 

the case of the cracked wall, superimposing a sticky plaster by the creative use of perspective. 



 

Figure 2 – ‘Enact’ participants responding to a challenge in the space 

Source: http://vimeo.com/43787835 

 

Taking photographic images became significant process whereby participants were re-

constructing visual impressions of the city, purposefully placing their bodies in spaces to 

make meaning. The image is not just taken but processed – it is not a fixed entity but 

becomes dynamic - changing the role of viewer to a more active one by selecting what to 

compose, zoom in, and focus on (van Hooland 2006). Participants were not just internally 

reflecting on the spaces and its socio-historical narratives, but forming jointly constructed 

meanings, and then physically acting upon the space – and performing publicly within it - all 

in the same moment. Through the sharing of digital images, these acts were publicly shared 

further in a virtual (online) and then another remote physical (projected on the Hub wall) 

space. In this respect they then take on a new status as newly-created artefacts built into the 

experience of future participants. 

  

http://vimeo.com/43787835


 

Figure 3 – A father and daughter respond to an installed graffiti wall 

Source: Instagram / Trail database 

 

One might wonder how far the Trail might be constituted as an art installation in its own 

right? It exists within an Arts Festival and both uses and demands creative mixed media 

responses. It takes an artistic approach - weaving tales, selecting and situating narratives, and 

co-directing experiences that are alternative to the everyday. There is also a sense of 

performance in the symbolic nature of spaces, buildings, and objects. 

 

‘Performativity’ and the game frame 

 ‘Performativity’ is understood here as being the potential for a person, object or space – the 

latter being the interaction of people and artefacts developed over time – to make acts that do 

something in the world; that change it in some way to become a different world (Loxley 

2007). An Austinian (1975) perspective presents a blurred boundary between real and 

fictional worlds where the act of pretending may indeed involve the act of really doing – for 

example an actor playing a soldier will march and fire a gun. When considering promenade 

trails, participants are often walking through spaces they are familiar with and undertake 

everyday activities such as shopping or travelling to work. Indeed, thousands of others will be 



doing so in their ‘everyday mode’ as the trail participants experience the spaces in a different 

way. This binds the spaces and participants across the real and fictional boundary. Schechner 

(1988) describes performance as being wider than the contained event of stage and actors, 

including the audience’s arrival and departure, and their wider experiences around the drama. 

This is particular relevant to promenade trails where the audience participants – ‘spect-actors’, 

to borrow Boal’s (2000) terminology – are presented with a version of their own everyday 

world. Then, through their own actions, they act upon it – by formulating new perspectives 

and, in some cases, taking decisions and publicly sharing newly created artefacts. 

Studies of similar game designs have commented on the merging of the new experience with 

the everyday, and this was also apparent where participants did the grocery shopping, 

discussed other issues, and took work phone calls. In the case of the latter, some participants 

were genuinely surprised to hear from contacts (work, family members) outside of the game, 

indicating a degree of subconscious immersion but also perhaps a more conscious defining of 

their actions as being ‘in the game’, therefore removed by some degree from the everyday. 

What arose from following some participants were the social rules or cultural understanding 

of the mobile phone that governed the style of communication. One user felt she was Lost in 

Translation with the curators, unable to communicate in the 'youth speak' and without the 

witty banter she thought was required of the medium. The curators were prepared for 

participants who were less confident or skilled with their use of phones - or who had old 

models, providing other access routes such as a booklet. Nevertheless, the slow and 

challenging process of physically typing in a response compared to the ease of sharing it with 

a fellow participant meant that the detail and initial excitement of being ‘in the moment’ was 

not translated to the typed response.  

The curators hoped that they could encourage participants to share the journey with them, 

rather than be independent. They held the belief that people "like to know they're part of 

something." They were torn between the desire to fully and personally curate the experiences 

with immediate responses, and the desire to have as broad a reach as possible. With only two 

curators and multiple teams of participants (plus others visiting the Hub) this became 

impossible at times, although the writing of an automated program was rejected. 

Even with participants who were more skilled in their use of phone functions, the resulting 

text or Tweet on many occasions was a much-reduced version of the discussions that had 

been had in response to the challenges. The curators back at the Hub are dependent on these 



snippets in order to build a relationship with the participant, facilitate a dialogue, and tailor 

the experience to their individual interests. When there was a delay (sometimes of an hour or 

more) in participants responding back to the ‘Hub’, the curators felt disconnected from the 

narrative that they themselves were responsible for, speaking of ‘losing’ their players. 

Interestingly, the participants also felt a sense of disconnectedness when they did not receive 

an immediate reply from the curators. This could be after ‘signing in’ at a new location, 

having sent a personal memory, or having requested further assistance. The expectation of 

immediate response perhaps goes hand in hand with the apparent speed of the technology; 

forgetting the reality of the human existence to multi-task or consider a problem or idea at a 

much slower pace. 

 

Social engagement and responsibility 

This type of initiative has the possibility to interact with people who are not engaged with 

their city –not necessarily in an actively negative ‘disengaged’ way, but in a dangerously 

neutral ‘unengaged’ way; in a way that lacks emotional investment or that lacks mental 

recognition, exacerbated by the mobile device that carries them to alternative spaces. Such 

initiatives can take their real and virtual everyday communicative acts and utilise but also 

pause them in order to encourage a moment of consideration.  

A sense of agency can be generated by the information and interpretation that the user 

chooses to subsequently share publicly. This can be classed as a social or political act. 

Considering those initiatives that purposefully use new media that shares information 

publicly, such as websites and Twitter, a sense of civic engagement and identity is formed 

with an awareness of juxtaposing one’s own experiences and views alongside those of others. 

This has a dual function of reaffirming one’s own role as an active agent (Deuze 2006) in 

social meaning making, and also increases awareness of others’ interpretations and 

experiences (Burgess et al 2006), developing the individual’s relationship with the 

community.  

The curators wanted to "stop people seeing the...upkeep of the city as someone else's job 

[and] actually feel like they're part o f that process and it's part of their responsibility." 

Throughout there was a definite sense of participants engaging with the social issues raised 

by the challenges, discussions often had about "what this city needs". It is undoubtedly a 

feature of the game that those interested in discovering more about the city were more likely 



to take part. However, even those who started out on the Trail because of some other interest 

in technology or the festival, cited gaining a new perspective on the city and a rare 

opportunity to also think about themselves in a way they do not often do. 

 

 

Figure 4 – Responses to challenges considering the city’s environment 

Source – Trail Database 

 

Participants reacted positively to finding out that the Trail was part-funded by the city 

council, adding to a sense of the city and its inhabitants and visitors being cared about. Some 

also suggested - when asked about the use of this model elsewhere - that they would like it to 

proudly stay as something unique to the city. With this in mind it may be worth considering 

what whole-city or cross-institutional approaches are necessary in order to facilitate a more 

successful and widespread development of such digital creativity in our society. 

 

Conclusion 

 

A digital landscape overlays our physical world and is expanding to offer 

ever-richer experiences. (Smyth & Helgason 2013) 

 

The human-tool-space interface 

Our relationship with the external physical world is continually and dynamically mediated by 



the purposeful use of technology. These tools are embedded in our daily existence facilitating 

potentially closer associations and experiences with spaces and communities. In curated 

experiences, the danger is that the experience becomes fragmented as the user is torn between 

environment, technology, artefact, and social interaction. It is here that enabling users to 

construct a narrative becomes important in bringing together different elements into a 

coherent yet subjective experience. The narrative of a space is hybrid in that it refers to both 

the content chosen or imposed on the user to guide their experience, as well as the social and 

historical narrative of the space itself that the user comes to know, explore and freely 

interpret. It can encourage shifting perspectives whilst not being a total leap away from the 

physical, real world. There is also a unique relationship afforded by the tool of the mobile 

phone that is a very common and yet a highly personal way of communicating with the 

world. 

Participants may not simply internally reflect on the spaces and its socio-historical narratives, 

but form jointly constructed meanings, and then physically act upon the space – and 

performing publicly within it - all in the same moment. Performativity is the potential for a 

person, object or space to act upon the world. Mobile devices and other online technology 

can facilitate the sharing of personal views and constructed meanings with others. These 

others are humans one is connected to through platforms such as mobile phone networks and 

social media sites whereby sense of agency can be generated by the information and 

interpretation that the user chooses to subsequently share publicly. Here the individual 

experience with the real space is not only negotiated with others one might be in the space 

with, but is also interpreted and transferred – individually or collaboratively - into a virtual 

space. In this respect the shared responses then take on a new status as newly-created 

artefacts built into the experience of future participants. By conceptualising the human-tool 

interface as operating in a hybrid space of multiple dimensions, we are moving towards an 

understanding of communication and ‘public voice’ not so much objectively mediated by 

tools as political and social acts taking place in the same virtual reality space as the mundane 

and everyday acts. 

 

Curating urban knowledge spaces 

We can conceptualise this particular curating of urban spaces as a series of introspective and 

interactive events: moments of personal reflection and of a dialogue between subject, 



significant other in a removed space, and the external space. The city becomes a collection of 

symbolic gestures; of social and political acts, (re)presented and added to over time. The 

participants of the Trail attached both learned narrative and the uttered memories and 

reflections to moments in time and space. The city becomes 'charged' with these. 

In terms of the city also wishing to enhance the experience of the arts festival’s installations 

and performances, the Trail could also perform its role as framing a way of responding that 

honoured the lives and opinions of the citizens - in other words gave voice to them rather 

than performance as an undemocratic act of selfishness. The ‘Trail as Game’ frame entices, 

giving satisfaction after the challenge. It sets the city and the reflection up as a rich 

experience of discovery. Importantly, the narratives are not so easily told or found out. It 

plays with and creates desire, becoming a performance in itself and bringing alive urban 

spaces with their own sense of performativity. 

The Trail was weaving narratives - less about the 'other' that is typical of museums, but taking 

this as a departure point for the examination of the self in society. I suggest this may be a new 

form of Cultural Tourism. The role here is not to merely present or blandly inform, but to 

make links. Not just to signpost the footsteps but direct the gaze. To motivate, encourage 

personal connection, foster a sense of value, and a sense of investment. Participants were 

asked to become active citizens - to question the possibilities of certain sites, not just see how 

they were - or are. Knowledge is a shared experience - an interchange between the 

participants and also between the participants and the curators, acting on behalf of the city. 
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