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Summary
The landscape of the design profession has shifted from designing objects
towards designing for experiences, and designers need strategic guidance
in bringing the emotional, contextual, and temporal aspects of experiences into discussion. Designing for experiences requires design teams to
empathize with the people for whom they create on an emotional level
and to envision both the ‘dynamic qualities of experiences’ and the ‘constantly changing emotional response to such changes.’
To test, evaluate, and refine ideas, designers need to externalize and
represent ideas into tangibles. Existing externalization strategies are not
obviously equipped to incorporate the transient characteristics of experiences into the designer’s creative thinking. Designers may need additional
methods and tools to envision, sketch, and discuss experiences over time
in addition to the existing skills they have like drawing in 2D and making
mock-ups in 3D.
In this thesis, we propose that designers may be able to achieve this
by including visual storycraft into their creative process. Storycraft is the
skilled practice of generating/building stories. The similarity between
the critical properties of a story and an experience is evident. They are
both subjective, context-dependent, and dynamic. They share a sequential structure with a beginning, middle, and end that can be crafted and
influenced through design. However, most importantly, both stories and
experiences evoke and affect the emotions of their experientors. The activities of designers are already very similar to professional storycrafters,
such as writers and movie-directors. In both domains, artifacts and services brought together to create emotionally satisfying experiences.

While harnessing the power of storycraft to elevate strategies in designing
for experiences is an attractive idea, which is also recognized by the design
research community, it is not a proposal that can easily be put into practice.
The Storyply method includes a set of templates that guide designers
through the process by visually organizing their efforts and creative output. Following a research through design approach we have iteratively
designed, evaluated, and re-designed Storyply as a method that combines ‘conceptual design’ and ‘story planning’ to assist design teams in
discussing and framing ideas in an experience-centric fashion. The method has been received as original, relevant and useful by 154 participants
(63 Professionals and 81 Students/Trainees) from diverse backgrounds
such as designers (industrial, product, visual, interaction, service, strategy,
software, hardware, UX), researchers, engineers, managers, filmmakers,
R&D specialists and CEO’s.
Our studies confirmed that incorporating storycraft within conceptual
design resonated well with design teams. Workshop participants commented that Storyply helps them to focus their attention and to prioritize
the discussion towards experiences. Participants perceived the structure of
Storyply as empowering, providing a handle on the ordinarily ephemeral
components of experiences. They appreciated the ability to discuss and
play with subjective qualities in concrete terms. Furthermore, participants felt that Storyply offers an improvement to what they have been using previously for similar purposes (storyboarding, experience mapping).
The general tone of comments showed that the way we synthesized storycraft with design felt natural and made immediate sense to participants.
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1. MOTIVATION & RELEVANCE

This chapter is partially based on
Atasoy, B., & Martens, J. B. (2016). STORYPLY: designing for user experiences using storycraft. In Collaboration in Creative Design (pp. 181-210). Springer, Cham.

1. MOTIVATION & RELEVANCE

1.1 Introduction
Design is fundamentally an exploratory process. It starts with an idea. Inspirations motivate designers to approach a problem and opportunity by
generating, developing, and testing ideas [Brown, 2009]. It is a process in
which creative minds extend the boundaries of what is currently available
[Osterwalder, 2010].
In design school, one learns how to systematically approach a design
challenge and gain the skill-set to explore options. This skilled practice
of conceptualizing, developing, and appropriating innovative ideas into
people’s lives is in the designer’s generic job description.
However, the designer’s specific role in professional practice, along with its
impact on society, has evolved tremendously in the last couple of decades.
When we look at the appearance of the types of designers historically, first,
there are Industrial/Product Designers whose origins can be traced back to the
industrialization of consumer products in mid 18th century [Heskett, 2005].
The focus on user interface design efforts gave birth to the Interaction Designers in the mid-1980s [Moggridge, 2007]. User Experience Designers became the next role definition that appeared in the mid-1990s and as of today,
still trying to find its feet within the design industry [Merholz, 2007]. It is
due to the shift in focus from ‘manufacturing-centered form-giving’ towards
‘human-centered creation of experiences, services, and business models.’
To explain this evolution, Brown points to the shift of economic activity from industrial manufacturing to knowledge creation and service
delivery in the developing world [Brown, 2009]. Baskinger refers to Irwin, who suggests that this is the century for design since it is the only
discipline that is equipped to address today’s problems, envision a new
future, and shift the conventions around how people think, behave and

understand the world [Baskinger, 2012]. Sibbet sees this situation as a
consequence of the emerging economies’ interest in creativity and innovation [Sibbet, 2011]. Sanders & Stappers argue that design disciplines
are changing focus from the objects of design (old) towards the purpose
of designing (new). They also point out the change of focus in design
education from being about “making stuff” to “making stuff for people in
the context of their lives” [Sanders and Stappers, 2012].
Undoubtedly technological developments play an important role here as
the design is helping to define the role of technology in everyday life. The
extensive integration of technology into people’s lives translates into the
design domain as a new generation of requirements. Useful, comfortable,
and beautiful are no longer the only criteria. Design efforts need to explore
solutions beyond useful, usable, efficient, and effective towards universal
(inclusive), sustainable, socially responsible, emotionally desirable, and
meaningful [Demir 2010]. Consequently, the technical and behavioral
knowledge and skill that is expected from a designer has significantly increased. The variety of the disciplines that are collaborating has also multiplied, and therefore the design profession became more inter-dependent.
We find this transformation important as it is likely to have an impact
on the designers’ creative process. Designers conceptualize and appropriate innovative ideas into our lives. In order to achieve this, designers first
need to work through those ideas.
An ideation process is just that. Ideation starts with diverging by generating and elaborating several options (ideas) [Buxton, 2007; Osterwalder,
2010], followed by converging and synthesizing those options into decisions. The outcome is concepts to follow through.
To properly live this process, designers need to be able to externalize
and discuss ideas appropriately. To achieve this, they need a common
ground to communicate, collaborate, and discuss with other stakeholders.
3
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Even a one-man-design job requires a self-reflective process where
the discussion occurs in the form of a self-conversation by externalized
thoughts through sketching [Buxton, 2007; Cross, 2011; Lawson, 2005]
or other ways of explicitly representing ideas.
When envisioning a tangible product, we can always make a two dimensional (2D) sketch to see the reflection of the idea in our mind on paper. It
helps you to understand a little more about what you imagined. You can play
with that idea just using pen and paper. Even then, we can only envision a
certain level of complexity, and if we are sure about the potential of our idea,
then we need to advance to a tangible model that enables us to envision by
exploring our options in the third dimension. Physical model-making is an
essential skill in envisioning and discussing in 3D. Ideas evolve through the
guidance of the physical and mechanical properties of various materials.
Scaled models and diagrams help designers to realize physical limitations,
constraints, and opportunities [Hummels, 2000; Dix, 2011].
This routine becomes much more complicated when the challenge
shifts from product to experience. Envisioning experiences is quite different from envisioning objects.
User experiences are subjective, context-dependent, and dynamic over
time [Moggridge, 2007], and the standard operating principles that work
for objects do not allow to bring the emotional, contextual, and temporal
aspects of experience into discussion [Buxton, 2007].
Allow us to elaborate through the story about The Mechanic and the
Heart Surgeon. A renowned heart surgeon brings his car to the garage.
To pass the time, he starts watching the mechanic while he removes a
cylinder head from the engine. The mechanic notices him and teases the
doctor saying: “Well, Doc, check this out. I just opened up the heart of your
car, found the problem, fixed it, closed it up, and it works like new. So, tell
me, how come you earn so much more than me while we are basically doing
4

the same work?” The cardiologist glanced at the mechanic, leaned over smiling, and said: “Try doing the same thing with the engine running.”
In a designerly fashion, what is expected of an ‘experience designer’ is
similar to what is expected of the heart surgeon in the story. He needs to
design for an ongoing sequence of events and be aware of the implications that constant change brings. Designing for experience means generating, developing, and testing ideas in the temporal dimension; time. The
challenge exceeds the physical product, and he needs to consider the time
factor, as this is an essential aspect of experiences. How can he discuss
and weigh his options about situations and events that have not occurred
yet? How does he assess an emotional experience that belongs to a future
context long before it becomes an established component of his design?
Designing-for-experiences means designing for the state of changing.
Moggridge described this situation as designing verbs instead of nouns
[Moggridge, 2007]. Irwin seconds this thought by pointing at the shift of
articulation from designing as an entity to designing as a behavior [Baskinger, 2012]. We understand that designing verbs or behaviors requires
different principles, knowledge, skill-set, and tools than designing nouns
or entities. Designers need an additional set of operating principles to
envision, sketch, and discuss experiences over time in addition to the
existing skills they have in shaping in 3D and sketching in 2D.
Designing for experiences requires design teams to empathize with the
people for whom they design on an emotional level. The challenge is to
envision first the ‘dynamic qualities of experiences’ and then ‘the constantly changing emotional response to those changes.’ In this thesis, we
argue that designers could achieve this by including visual storycraft into
the scope of their creative process.
This calls for a user-centered approach that allows exploring and discussing on a temporal dimension, starting from the very beginning of
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a project. According to Sanders, user-centered design is a research-led
approach that utilizes an “expert mindset to collect, analyze and interpret
data in order to develop specifications or principles to guide or inform the
design development of products and services. These researchers also apply
their tools and methods such as contextual inquiry and lead-user innovation in the evaluation of concepts and prototypes [Sanders, 2006].”
The similarity between the key properties of a story and an experience
is evident. They are both made up of people, places, and objects, and
they both emerge from the interrelations of all three over time [Buxton,
2007]. This implies that both are subjective, context-dependent, and dynamic in nature. They share a sequential structure with a beginning, middle, and end that can be crafted and influenced through design. However,
most importantly, both stories and experiences evoke and influence the
emotions of their experientors.
According to Bruner, narratives are the “most widely used forms of
organizing human experience” [Bruner, 1991]. Laurel offers ‘drama’ as a
‘conceptual framework and vocabulary’ that will enable designers to focus
on experiences and therefore tackle the kind of problems which traditional methods are unable to address in the domain of HCI [Laurel, 1993].
Norman seconds Laurel by saying that there is no other domain that can
understand and manage the human interaction better than drama since
the dramatic artist has been studying and experimenting with human
experience for several thousand years [Laurel; Norman, 1993].
Hassenzahl confirms this opportunity by describing the experience as
an episode, an event in which people see, hear, feel, think, and act over
a certain period of time. Such an event sets the stage for an interaction
to occur between a user and a product (or service). It allows the user to
have a momentary feeling, which facilitates an evaluating of that specific
experience as good or bad. Hassenzahl makes a clear connection between

a story and an experience. He tells us, “An experience is a story, emerging from the dialogue of a person with her or his world through action”
[Hassenzahl, 2010].
The activities of designers are already very similar to professional storycrafters such as writers and movie-directors since, in both domains,
artifacts and services are brought together to interact with people in order
to deal with a problem [Bertolotti, 2016].
Turner defines a story as a fundamental cognitive activity and narrative
imagination as the fundamental instrument we use to think before acting, to project, predict plan, and explain [Turner, 1996].
Storytelling takes many forms, such as oral, written, and film storycraft.
We focused mainly on film storycraft as our role model for the qualities it
provides for visual communication and orchestration of a collaboratively
creative process. Film storycraft provides unequaled strategic guidance in
addressing emotional change over time.
In this thesis, we present a conceptual design method called Storyply
that we designed to harvest this potential and integrate it in the context of
the designer’s creative process. At this point it is important to clarify the
distinction between Storyply and storycraft. Our main focus of interest
in this thesis is the opportunities that the relationship between storycraft
and experience design could reveal. Storyply is the instrument that allowed us to test that interest in the context of experience design process.
We came up with the name ‘Storyply’ to signify our motivation to apply
storycraft into how designers think by means of wordplay with “story”
and “apply.” Storyply comes with a toolkit and implemented through
a workshop. We will provide a detailed explanation in detail in the 3rd
Chapter.

5
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1.2 Thesis Outline
Chapter1

Chapter4

In Motivations and Relevance, we establish the background behind the
shift from products to experiences and explain the challenges it poses
for the designer’s creative process. In this chapter, we layout the research
goals, approach, and questions. Moreover, this chapter positions our approach and process of design as the researching-designer.

In Preliminary Design Explorations, we describe the preliminary explorations at the beginning of our design process in which we started to sketch
the contours of the initial design.

Chapter2

In Designing and Evaluating Storyply, we lay out the strategy of design,
testing, and evidencing process and summarize what we learned while
developing Storyply.

In Origins and Background, we explore the contemporary conceptual
design process to understand its shortcomings, point out the opportunity that storycraft offers, and explain the reasoning behind our approach.

Chapter3
In Storyply, we introduce the method that we propose in this research
study. We explain the framework that we have iteratively designed, developed, and tested through conceptual design workshops with students
and professionals. We use one of the industry projects as the case project
to demonstrate how Storyply works.

Chapter5

Chapter6
In Storyply Workshops, we discuss each workshop separately to present
the process of how reaching to the insights in a more detailed fashion.

Chapter7
In Reflections, we discuss what we learned on the overall and how this
knowledge can help designers while they design for experiences and services in the future. We also acknowledge the limitations of our study and
identify opportunities for the future development of STORYPLY.
Figure 1.
The Research Approach to inform
the discussion in this thesis.
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1.3 Research Objectives and Approach
Storycraft is the skilled practice of generating/building stories. We identify the creative process of storycraft as the appropriate guide with the
required expertise and a proven ability in crafting emotionally satisfying
and meaningful experiences. In order to support the co-creative process
of envisioning experiences, we seek guidance in storycraft as a means to
assimilate the experience into the designer’s mindset. Experience-driven-design requires design teams to embrace storycrafting skills in order
to externalize and ideate comfortably in the dimension of time.
We believe that incorporating storycraft in the conceptual design stage
can support the project team’s efforts in designing for experiences. Our
claim generates initially three main routes of investigation in order to
lay out a clear map of our thought process and reasoning, which can be
represented by the following questions and sub-questions:
1. Why do project teams require support in designing for experiences?
a. Why do we believe that the conceptual design process is the
right stage in the design process to introduce storycraft?
b. What do we mean exactly by the conceptual design stage of design?
c. What do we mean by storycraft? Why and how can it be useful?
2. How can storycraft be incorporated into the design process?
To explore this latter question, we designed the Storyply method that
we presented in Chapter 3. It started off as an interface to collect user
insights and information that would help us to answer research questions
and validate claims on the usefulness of storycraft.
8

The interface naturally grew into a framework that produced a physical
toolkit. We utilized this design process as our field of data collection with
the design iterations providing opportunities to validate or contradict current insights. This process is frequently referred to as a Research Through
Design Approach. The Research Through Design Approach involves both
a creative and a critically reflective process in which literature survey and
case studies are used to discover insights that are subsequently incorporated into the act of designing [Archer, 1995; Gaver, 2012; Marin and
Hanington, 2012; Godin and Zahedi, 2014; Zimmerman et al., 2007].
In a Research Through Design approach, the iterative design and evaluation process of the conceptual tools and artifacts plays a crucial role
[Fallman, 2003]. Storyply is our attempt to generate knowledge on how to
enhance design practices by linking theory to practice through investigating the process and tools of thinking and making [Marin and Hanington,
2012].
Following a year of literature studies (backed up by fifteen years of professional design consultancy experience), we started designing and testing a framework through workshops that we conducted with BA, MSc.,
and Ph.D. students, professional design teams, professional storytellers,
R&D and Innovation teams from various industries around Europe. We
explained the design and evaluation process in detail in Chapter 5.

1. MOTIVATION & RELEVANCE

Throughout the evaluation process, we were guided by the following
research question and sub-questions:
3. Does incorporating storycraft within conceptual design resonate
with design teams and provide an improvement in the process of
designing for experiences?
a. Does Storyply help designers to focus on and prioritize the experiential aspects of a design project?
b. Does Storyply help designers to address the subjective, context-dependent, and temporal nature of experiences?
c. Does Storyply help designers to envision user experiences in a
better (more profound) way?
d. Does Storyply help to envision better (more profound) user experiences?
Addressing these questions required a relevant and realistic project context where the value that is generated by the user experience focus could
clearly manifest itself (in order to increase external validity). Moreover,
to observe real design teams trying the method, we needed a coherent
framework and an appropriate setting to apply, observe, and document.
In Chapter 3, we explain the process behind the design and evaluation
of the method, workshop, and toolkit, which played a vital role throughout our research-through-design process. In Fig. 1 we intended to visually
represent the steps followed through our research process clearly in one
diagram.

1.4 What is my personal approach and design
process?
Research through design involves applying the process of designing as a
way of scientific inquiry. Consequently, the designer becomes a research
instrument, and his/her skill and expertise in design is an essential feature of the process [Swaffield, 2017]. Hence it is essential to establish the
researching designers’ approach & process of design. This will require a
first-person narration for the rest of this subtitle.
First, I need to provide some personal history in order to position myself. My childhood dream was to be a comics artist. I was good at drawing
and loved sequential arts. However, I studied industrial design in Turkey
during the 90s at an architectural faculty where “Form followed function”
[Papanek, V. et al., 1972] and ‘“less was more.” Back then, computers
were still confined to the limits of computer labs. It was a design studio
culture that can be described as a ubiquitous workspace full of physical
design artifacts [Vyas, D. et al., 2013]. Walls covered with drawings, pictures, and sticky notes, desks covered with models and prototypes. The
bottom line was about discovering and solving problems with functional,
usable, and beautiful products. A rigorous ‘learning by doing’ approach
was taught, but the rationale behind the process was quite inaccessible.
Apparently, the overall goal was to forge design sensitivities into us, but
the esoteric style of knowledge transfer did not help.
Next, I studied graphic design in a fine arts school. In that case, the
attention was overwhelmingly focused on the theory of art and design.
Luckily, I was able to get away with some practical application doing a
design thesis about sequential art and digital design.
9
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However, I still needed to build confidence around my beliefs, which
regarded storycraft as a valuable additive to the otherwise cryptic design
process. The opportunity presented itself when my former university offered me to open an elective course about Visual Narrative in Design at
the Industrial Design School. It was an exciting learning experience with
more than 500 students over three years working at the cross-section of
visual storycraft and industrial design. In this case, I set the bottomline
as developing student’s abilities to understand the understructure of designed products by familiarizing students with concepts of visual narrative processes as a deciphering tool [Appendix].
A decade later, I found myself immersed with participatory and inclusive design principles and strategies in Sweden. This time, the bottom
line was more about exploring opportunities by observing people in the
context of design to improve their lives with meaningful and desirable
experience as the output. By this time, a more externalized design process
was being promoted around the globe, and the first-hand experience I
gained in generative design research intensified my interest in user-centered design processes.
A few years later, I started my Doctoral studies in The Netherlands at a design department that explicitly promoted Research Through Design Approach.
This was my opportunity to focus my attention on testing my beliefs finally.
In this thesis, in addition to my academic efforts, you will also read
about the evolution of my perspective throughout the act of designing,
observing the outcomes, and reflecting critically upon the new insights
and knowledge the process of designing has revealed.

10

2. ORIGINS & BACKGROUND

This chapter is based on

Atasoy, B., & Martens, J. B. (2011, October). Crafting user experiences by incorporating dramaturgical techniques of storytelling. In Proceedings of the Second Conference on Creativity and Innovation in Design
(pp. 91-102). ACM.

2.1 Introduction
In this chapter, we start by introducing conceptual design as a crucial
step to establish an ‘experience focus’ on a project. Next, we explore
the most relevant and widely used tools in the design industry to provide an understanding of the conceptual design landscape. Thirdly
we point out the overlap between the ideation stages of design and
storycraft. We layout an overview of the traditional story structures
and tools used in the storytelling domain to emphasize its kinship
with planning for human experiences. We finish this chapter with a
brief overview of the use of visual story planning tools in both domains to slowly initiate the reader in the direction we chose to make
our case.

2.2 Conceptual Design
As we mentioned in the first chapter, design work starts by exploring
new ideas. Implementation of those ideas (design actions taking place,
supported by design skills) is strongly influenced by decisions made in
the conceptual design process.
According to Sanders and Stappers, the Pre-design and Discovery stages of the design development process provides the highest opportunity for
innovation, opportunity identification, and translation of the research to
design [Sanders and Stappers, 2013].
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In this thesis, we argue that the best opportunity to establish an experiential influence over the whole project lies in the conceptual design
stage as well.
However, as design professionals find out repeatedly, this is easier said
than done. To explain the complications that an experience focus brings
to the envisioning process, we first need to introduce the contemporary
state of the art.
Conceptual design is the act of sketching, outlining, and drafting key
characteristics of a product, interaction, service, or experience early on in
the design process, with the goal of initiating creative reflection and planning subsequent phases [Atasoy and Martens, 2011]. A creative idea is a
novel idea which also possesses the quality attributes such as workability,
relevance, and specificity [Dean, 2006].
In order to test, evaluate, and refine ideas, designers externalize and
represent ideas into tangibles [Cross, 2011]. Dix categorizes the role of
externalizations in design under four titles. The first role is ‘informational,’ which works for passing already formed ideas to others. Second is
‘formational’ that works for clarifying vague ideas. The third role is ‘transformational,’ which allows us to think with the material at hand. The last
is ‘transcendental’ (metaphorical) in which we reflect on ideas and make
new associations [Dix, 2011].
The represented idea can be a sketch on a piece of paper or a bundle of
sticky notes. Regardless of the medium of representation, externalization
is an essential step in any creative process where the mind(s) needs to keep
track of the thought process and reflect on the options under consideration. Sketching also functions as an external memory for the designer
and supports the creative process by reducing the mental effort on the
working memory [Bilda and Gero, 2007].
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Often the conceptual design process starts with a brief, which is an
initial summary of project objectives. The team is likely to adopt the brief
as the project develops. It is hence, an open-ended document that helps
the team to explore without losing perspective creatively.
When designers require information about a target user and/or project
context they either explore secondary sources of information (websites,
wikis, books, etc.) and/or they collect firsthand information by conducting user studies including interviews, direct observation or self-documentation (such as diaries, probes, inquiries, etc.) in order to reveal potential
insights and opportunities.
Processing the collected information allows designers to build a shared
understanding that can help to create alternative approaches that would
lead to propositions for new concepts. Then, these concepts can be shared
with outside stakeholders in various formats such as product sketches,
system flow charts, storyboards of user scenarios, etc.
In order to review the potential of the chosen concepts concerning the
project objectives, they may be compared mutually and with competing
systems in the market. Depending on the scale of the project, qualitative research methods might be used, either without user involvement such as team
evaluation, expert evaluation, heuristic evaluation, or with user involvement,
such as focus groups, contextual inquiry, cultural probes, and low-fidelity
prototype testing. When a decision is finally made, the chosen concept starts
its long journey towards the market [Keinonen and Takala, 2006].

2.3 A Review of The Most Relevant Conceptual
Design Tools
The conceptual design process has incorporated various tools to support
the complete range of design activities. The characteristic function of
these tools is to structure conversations and to assist design teams in understanding and to empathize with people in their pursuit of envisioning
meaningful products [Marin and Hanington, 2012] and experiences.
For this chapter, we focus on a selected group of tools that are widely
used in concept generation to generate and illustrate concepts. The common purpose of these tools is to enable designers to explore and discuss
the variety of propositions that they generate. These tools complement
each other, and their goal is to promote effective communication between
team members by providing an opportunity for explicit reflection.
Mind Mapping, Affinity Diagramming, and User Journey Mapping
are prominent examples of tools that support the collaborative thinking
process by visually mapping out the discussion topics (Fig. 1).
Mapping out the thinking process encourages designers to collaboratively explore and recognize new patterns by revisiting and reorganizing
fragments of information and elaborating new ideas.
Mind Mapping is used to visually organize data by representing relations between dynamic elements of a topic or a problem [Marin and
Hanington, 2012]. It helps to make connections for providing a general
sense of a whole [Brown, 2009].
Affinity Diagramming is used to find common aspects between ideas
and to meaningfully cluster them according to identified themes [Bonacorsi 2008; IDEO, 2003]. It helps the team to continually ground their
decisions on the collected data [Marin and Hanington, 2012].
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Figure 1.
Mind Mapping,
Affinity Diagramming and
User Journey Mapping

Figure 2.
Persona, Scenarios,
Poster and Headlines
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Personas condense actual user information
into the general characteristics of a user group
and represent it in the form of the profile of a (fictional) individual. Personas help the design team
to align their design intentions with the people
for whom they are designing and to ground their
decisions on actual user data [Long, 2009].
Scenarios are believable narratives about theoretical courses of actions while people engage
with a product or service. They are usually
written for a future setting from a Persona’s
perspective to describe the goals, behaviors,
and experiences of users in a specific context
to test the design assumptions [Cooper, 2004;
Marin and Hanington, 2012].
A Poster (in the context of conceptual design
purposes) [Gray et al. 2010] is a fictional advertisement of a product and service while it is
still being designed. It is a visual representation
aimed at elaborating on the design vision and
“understanding the link between the service idea
and the existing reality” [Norman, 2009].
Headlines a.k.a Cover Story [Gray et al.
2010] have a similar goal as the Poster but focus more on the possible impact of a design
idea on society in an imagined future [IDEO
, 2003].
Designers use these tools to project themselves into the future and to ideate around
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future scenarios in an imaginary but believable context [IDEO, 2003] (Fig. 2).
Moodboards (a.k.a. Image boards or Collages) are visual compositions made out of a
collection of pictures and materials to communicate impressions in order to share values between collaborators that are difficult to express
in words [Gray et al., 2010; Lucero, 2009; Tassi
, 2010] (Fig. 3).
While a picture of a calm lake in the middle
of a pine forest in the fall could infer ‘serenity,’ a
ripe green apple with a drop of morning rime
could represent ‘freshness’ and ‘health.’ Moodboards involve imagery with a focus on the
impressions rather than on the interpretations.
They aim to create a unified perception of inspirational materials in order to guide the team
towards a shared direction. Discussing such
abstract impressions in the early stages of the
design process helps the team to build a shared
understanding of values on which decisions are
made.
Storytelling, Storyboard, and A Day in Life
are used to ground the conceptualization process by attaching design ideas to their experientor in a real context. These tools help designers
to establish empathy with users on a level where
designers can participate in the feelings and ideas
of their target user group [Fritsch et al., 2009].
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BODYSTORMING

A DAY IN LIFE
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12

Figure 3.
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Storyboard

Figure 4.
Body-storming,
A day in Life
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Storytelling (in the context of conceptual design purposes) is an articulation tool that connects ideas within a flexible context and stimulates
discussion towards a unified understanding on a level where all stakeholders can contribute regardless of their background [Chastain, 2009; Rees,
2010]. ‘Storytelling’ is a notoriously generic term and used in various disciplines (including design) for various purposes. This causes a cacophony
around the term, and we will try to address this issue in the next section
to avoid any misunderstandings.
Storyboarding (a.k.a Continuity Board) is a visual story-planning tool
that was initially used in the pre-production of movies to plan and communicate scenes between members of a film crew (director, cinematographer, cameraman, sound designer, etc.). It is telling a story through a
series of pictures [Glebas, 2008]. In the case of a design process, storyboards help design teams to capture key events of experience by illustrating and viewing them in sequential order (Fig. 3).
A day in Life is a tool to imagine the possible experience of a user in
a day. Focusing on routine actions during the day helps to disclose unnoticed details that might reveal essential issues [IDEO, 2003] (Fig. 4).
Role-Playing and Body Storming assist in igniting fresh inspiration
through improvisation and physical involvement.
Role-Playing is a tool in which collaborators act out potential users
within a real or imagined context. Assigning roles to the team members
cultivates empathy with different users and strengthens the perception of
context, hence providing insight into the impact of circumstances on the
user experience [IDEO, 2010].
Body Storming is a type of role-playing where the focus is on the physical
interaction with the objects and the environment. Props are generally involved in the process as product placeholders, and this allows the team to observe potential responses and behaviors in a theoretical context [Tassi, 2010].
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Improvisation tools provide valuable opportunities for designers to envision the embodied qualities of experience (Fig. 4).
The mentioned methods and tools all support designers in the conceptual design process to collaboratively envision hypothetical situations
where imagined users act in an imagined context. The task of the design team is to pull new and yet believable concepts out of this process
and convincingly describe them to influence the overall design process.
All these tools represent an apparent demand for organizing the creative
thinking process in order to promote collaborative creativity through explicit communication.
In the hands of experienced design teams, such tools can significantly
improve the process of conceptualizing for tangible products and the interactions they provide. On the other hand, envisioning for intangibles
such as experiences in their temporality requires the ability to communicate and reflect on the dynamic change of the emotional experience
over time according to the design intentions. None of the above methods
looks like it is adequately providing just that. We elaborate further on this
topic in the following section.
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2.4 Storycraft
When there is a need to address story-related issues in the design domain,
‘storytelling’ is the popular term that is frequently used. However, it does
not fully support the meaning that we are trying to infer within our work.
Let us explain.
Storytelling takes many forms. The traditional storytelling forms are
oral storycraft, written storycraft, and, in the last century, film storycraft
[McClean, 2007]. Firstly, we are interested in film storycraft over its
predecessors for several reasons, which we explain in the next section.
Secondly, our work is more about the act of “crafting” rather than “telling” stories. Therefore, in this thesis, we use the term storycraft whenever
we need to emphasize our focus and intentions. The term storytelling
downgrades the understanding of storycraft to merely a communication
tool, which is mostly useful to impress and persuade clients to favor the
designers’ vision. It is perceived as an artistic endeavor that belongs to an
advertising process rather than to design.
An important goal of this thesis is to demonstrate the fact that storycraft can be extremely valuable and should not be limited to visual presentation. It is and always has been a thinking, planning, and discussing
tool for creative professionals. Today, the rising interest for the ability to
design for experiences imposes upon design professionals to show the
effort to recognize and embrace storycraft in its true meaning and utilize
its true potentials.
Our interest in storycraft is motivated by its proven ability to create
emotionally satisfying and meaningful experiences [Glebas, 2008]. Storycraft has a well-established tradition and makes use of an appropriate
set of tools to influence the experiences of its consumers (audiences).

Individual branches, such as film storycraft, also have extensive expertise in managing the complex orchestration of multidisciplinary production teams towards a common purpose.
We look at the communication and orchestrations required in the conceptual stage of designing for user experiences and investigate if it can be
improved by adopting tools used in film storycraft (Fig. 5). Glebas suggests
that we organize our experiences in the form of a story and that we use stories to communicate our experiences to others structurally [Glebas, 2008].
Although the film and design domains produce different kinds of outputs, the early design process where they create their fictional/conceptual
backgrounds share common tools such as Scenarios, Storyboards, Role
Playing, and Personas to envision future experiences. The reason for this
similarity between disciplines comes from a common need for a quick,
inexpensive, and flexible way to explore and communicate ideas between
collaborators.
Despite their shared benefits, the filming process seems to be more
advanced in its explicit awareness and clearly defined strategies to engage
the audience emotionally [Chastain, 2009]. Filmmakers tell stories in a
professional way. Their stories have the power of engaging people into an
experience, and screenwriters (a.k.a. scriptwriters or scenarists) are experts
at crafting story structures and plots based on story ideas. It is, therefore,
relevant to try and understand the structural strategies behind this craft
that deliberately aims at influencing the emotions of its audience.
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Figure 5.
Designers are already conducting very similar activities to professional storycrafters which becomes more visible
in film storycraft. In both domains artifacts and services are brought together to interact with people in order to
create emotionally satisfying and meaningful experiences using appropriate set of tools and techniques.
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2.5 A Review of Story Structures
A story structure is a structural framework that determines the order and
fashion in which a story is presented. A plot is the storyteller’s pick of
events and their arrangement in time from numerous interrelated possibilities of how things could unfold [McKee, 2010]. They are used as a
strategic guide to pull the audience emotionally and hold their attention
[Inchauste, 2010]. Explicit knowledge and use of story structures are essential for a successful transition from script to scenes (visual planning or
storyboarding).
There are prominent studies that suggest empirical evidence for a typial
structure that is at work in the type of stories that transcend through
time, despite cultural and geographical differences: Propp’s Morphology
of the Folktale analyzes numerous Russian folk/fairy tales that indicate
the same structure with 31 commonly occurring themes. He called them
‘story functions’-classifiable actions that characters can take that occurs
in a consistent order [Hammond Sean, 2011]. Campbell studied myths,
fables, folktales, and stories across cultures and various periods in history. He pointed out that there is a common structure to the journey of
the hero in all the great stories that have transcended throughout history
[Campbell, 2008 in Duarte, 2010]. This basic formula that he called Hero’s Journey suggests a process where the story can be summarized as
follows; first, the hero is introduced, then he is called to an adventure.
Though the hero resists the call at first, he is encouraged to take the challenge by the mentor with whom he crosses a threshold from the ordinary
world to the new world of the quest. Then the hero is tested, and events
take a climax where the hero is forced to take an ordeal. He collects the
reward of the ordeal that also transforms him.

Finally, he starts the journey back home, enriched by the experience (Fig.
6). Gilgamesh, Beowulf, Odyssey, Hobbit, Star Wars, Matrix are few examples sharing the same basic formula [Inchauste, 2010; Schlesinger , 2010].
Evidently, the history of story structures started long before screenwriting. In Poetics, Aristotle observed and analyzed the connection between
storytelling techniques and emotional experiences. His drama theory inquiries into the capacity of storytelling techniques to evoke specific emotional experiences in the audience [Hiltunen, 2002]. The Aristotelian
system maps the structure of actions as a unified plot where beginning,
middle, and end describe the order of actions.
Hiltunen interpreted Aristotle’s approach as a strategy of understanding the mechanics of creating an emotional experience through storytelling and suggests that it may lead to the ability to predict the probable
success of stories beforehand [Hiltunen, 2002]. Freytag has expanded the
Aristotelian plot into a five-act structure that mostly applies to ancient
Greek and Shakespearean drama [Freytag, 1900].
In Freytag’s Curve, Exposition provides the context by introducing the
hero and the villain, along with the conflict at hand. Rising Action is the
stage where the tension increases through complications and uncertainties towards an identified goal. Climax (or Crisis) is the point in time at
which tension and uncertainty in the story peaks while pulling up the
audience engagement to the maximum. The Falling Action is the point
where the conflict unravels in favor of the hero over the villain. Dénouement (or Resolution) is the conclusion where the suspense ends, and the
complications are resolved [Wheeler, 2004](Fig. 7).
A more contemporary story structure is proposed in Field’s Paradigm [Duarte, 2010]. It is more commonly known as the three-act
structure and is a simplified and compressed version of Freytag’s five-act
structure.
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Figure 6.
A visual representation of the
structure of Hero’s Journey
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According to Field, what moves a beginning to the middle and the middle to an end
are called plot points which are definitive moments where an event happens that changes
the direction of the story [Duarte, 2010].
Act One (Setup) introduces the reader to
the setting, the characters, and the conflict and
establishes a relationship between them along
with the hero’s unfulfilled desire [Duarte,
2010; Quesenbery and Brooks, 2010].
Act Two (Confrontation) develops through
a series of complications where characters encounter obstacles that keep them from achieving their goals. Though each of these crises is
temporarily resolved, the story leads inevitably
to an ultimate crisis, which is the global climax.
Act Three (Resolution) ties together the
loose ends of the story, offers a solution rather
than an end, and allows the reader to see the
outcome of the main character’s decision or
action at the time of the climax [Quesenbery
and Brooks, 2010] (Fig. 8).
Freeman interpreted the three-act structure
as an energy curve, called Aristotle’s Plot Curve,
that visually communicates the relationship
between time (horizontally) and dramatic intensity (vertically) [Sparknotes, 2011] (Fig. 9).
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ACT 1
Beginning

SETUP

ACT 2
Middle

Plot Point 2

Figure 8.
Three Act Structure

Plot Point 1

Glebas took a step further and interpreted
dramatic intensity as emotional involvement.
In his interpretation, the vertical axis depicts
how much the audience is involved or “lost” in
the story [Glebas, 2008].
Quesenbery and Brooks suggest that a
well-structured story with appropriate plot
points can provide a storyline with qualities such as coverage, fit, coherence, plausibility, uniqueness, and audience imagination
[Quesenbery and Brooks, 2010]. Coverage
means that the story addresses all the necessary facts.
Coherence and plausibility assure that the
story makes sense (i.e., does not create confusion). A story that fits well with the facts
of the context feels in place. Uniqueness is
required to intrigue the audience (i.e., avoids
boredom). A good story always leaves room
for the audience to fill in-between the lines,
i.e., to imagine details [Quesenbery and
Brooks, 2010].
The efforts around analyzing ‘stories that
work’ originate from the common need to distill operating principles for good storytelling.
However, it is essential to realize that the strategies above do not provide a formula or recipe
that guarantees success but can only serve as
guidelines to think in a structured way.
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We provided an overview of the prominent crafting tools that support a storyteller’s creative process. From a User Experience Design point
of view, the identified patterns of story structures may inspire designers
in several ways: (1) providing an explicit representation of the strategy
behind creating emotionally satisfying and meaningful experiences, and
can help to raise collective awareness, (2) revealing that storycrafting is
not entirely an intuitive technique. That usage of pre-defined guides to
support the process is common practice, (3) the change in the pattern
of the intended user response, when visually represented, can assist the
storyteller in the orchestration and communication of the story.

2.6 Visual Story Planning
Another aspect of crafting stories is visual planning or storyboarding,
where storytellers interpret written scripts into a visual sequence of actions. Storyboarding has its origin in Disney’s animation studios out of
a need to track and organize the massive amount of drawings in feature-length animation. It was then and still is a tool that enables collaborators to view the sequence of frames in order to reflect, discuss and detect
problems and make changes quickly and easily [Glebas 2008; Sutcliffe,
2009]. Storyboarding starts with a script that is “a verbal plan for a story”
or loose treatment that is a sketch of a script. From this, the visual artist
builds the actual look of the world in the movie under the supervision of
the art director and production designer [Glebas, 2008].
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In live-action, Alfred Hitchcock was one of the first who implemented
storyboarding in order to project and assure the seamless flow between
shots (continuity) beforehand [Glebas, 2008]. Storyboards provide visual
assistance to the director and feed information to the planning phase
concerning cinematography, camera angles, choreography, and the positioning of actors (blocking) and props. It is a cheap way of exploring and
experimenting with options before shooting live-action [Glebas, 2008]
(Fig. 10). It also assists the producer in searching for financiers, casting,
and locations [Van der Lelie, 2005].
Storyboards became increasingly important with the development of
special effects in live-action movies where Computer Generated Images (CGI) need to be combined with real footage [Glebas, 2008]. Peter
Jackson is one of the contemporary directors who utilize storyboarding
extensively in his process, which he refers to as “version zero of the movie”
[Botes 2003]. During the filming of The Lords of the Rings Trilogy, in
addition to storyboarding firsthand, he commissioned a professional storyboard artist to redraw his sketches. He also used Story Reels, which are
a version of storyboards with voice-over, sound, and music [Botes, 2003].
Story Reels are not only useful to help detect and solve story problems,
but they also provide an emotional road map for the film [Glebas, 2008].
Storyboarding in the design domain is used to help designers understand
and communicate the interaction between a user and product/service in
context and over time [Van der Lelie, 2005] (Fig. 11). Designers are visual thinkers. Representing an idea in the form of a story is a challenging
but lucrative task. It forces designers to consider the context of use in the
temporality of action. The challenges that target users might face gaining
believable circumstances, even though they are hypothetical. The reader of
a storyboard can empathize with the design issue at hand and can reflect
upon it regardless of his/her background or discipline [Van der Lelie, 2005].
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Several of the visual planning and communication strategies used in the early moviemaking process are already being adopted partially
into the design practice. We want to take this
interest further and focus more explicitly on
the cross-section of user experience design and
film storycraft. We believe that understanding
and assimilating the principles of storycraft
will enable designers to “aim for the heart by
working at a structural level” [Glebas, 2008].
In order to test this proposition, we have
adopted a research through design approach
in which we iteratively design and develop
a method that incorporates many of the key
storytelling techniques mentioned above, and
subsequently, apply this tool in the user experience design process in order to establish problems and opportunities.
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Figure 10.
An example of Storyboarding for Film

Figure 11.
An example of Storyboarding for
Design

23

3. STORYPLY

This chapter is partially based on
Atasoy, B., & Martens, J. B. (2016). STORYPLY: designing for user experiences using storycraft. In Collaboration in Creative Design (pp. 181-210). Springer, Cham.
Atasoy, B., & Martens, J. B. (2011, October). Crafting user experiences by incorporating dramaturgical techniques of storytelling. In Procedings of the Second Conference on Creativity and Innovation in Design (pp. 91-102). ACM.
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Figure 1. Storyply supports a visual discussion process in which 50x70 cm paper
templates, two decks of pictures (Insploration Deck, Project Deck), and a collection of
helpful guidelines (Storyply Tips) are used. It consists of two main layers: Backstory and
Story&Review. Backstory consists of four steps accompanied by four templates: Interpret
Project Goals, Categorize Story Elements, Cast Your Characters, and Contextualize the
Experience. Story &Review consists of five templates: Identify the Conflict, Envision
Consequences, Make Your Proposal, Envision the Improvement, and finally Capture Ideas.
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3.1 Introduction

3.2 Storyply Toolkit

To have a more comfortable and lively introduction to the proposed method we
advise the reader to also consult the on-boarding videos at storyply.nl/videos

Templates
Storyply provides a set of templates to guide designers through the method by visually organizing their efforts and creative output (Fig. 1). There
are nine templates in total. The templates divide the total effort into more
manageable sub-activities, next to offering support for the sub-activities
themselves.

In this chapter, we introduce the method called Storyply as our proposition to address the issue we raised in this thesis. We present the components of the method following a short introduction to the specific motivation of the method. Then we start to follow a workbook style presentation to present each step one by one visually. For each step, we provide
background information to clarify the specific motivation, explain how
we aim to tackle the challenges on our way and the expected outcome.
We present insights about why and how we combined conceptual design
and storycraft to achieve specific goals and provide tips and tricks from
both domains to reinforce the approach.
Storyply combines ‘conceptual design’ and ‘story planning techniques’
to help a design team to discuss and visualize solutions for themselves and
the potential audience of their project, such as users, clients, and other
stakeholders. Any design team seeking innovation and claiming to follow
a user-centered approach needs to be able to place user experiences at the
very center of their creative intentions. This is easier said than done since,
for decades now, designers have been honing their creative skills to produce tangible products and interactions. So, they need all the help they
can get to re-orient their creative focus from (tangible) objects to (intangible) experiences. Storyply offers useful guidance for that re-orientation
and for building confidence in the design for innovative experiences.
In this chapter, we explain how a Storyply session is conducted in several steps and provide a concrete illustration of each step.

Insploration Decks
There are two decks of pictures to ignite visual imagination (Fig. 2). One
comes ready-made with the toolkit, and the other needs to be prepared
by the participating team before the workshop. Insploration is an act that
suggests an effort where team members explore sources of inspiration that
could fuel the creative process. Insploration is an anagram that we came up
with to imply exploring inspirations in order to fuel our imagination.
Design is a creative endeavor, and designers are explorers of inspiration: Ins-plorers. Insploration works as a conscious and systematic act
of searching for and capturing stimulants that may inspire new ideas
[Atasoy and Martens, 2011]. The project brief sets the focus of interest,
which influences the creative minds’ selective perception to start highlighting relevant and potentially inspirational materials according to the
subject matter. Designers are visual-thinkers, so the majority of inspirational material is likely to consist of visuals [Keller, 2007].
Insploration requires two decks of images. The first one is the Storyply
Deck, which comes with the Storyply Toolkit and aims to provide generic
inspirational imagery for all kinds of projects.
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Figure 2.
Insploration Decks
(1) Storyply Deck on the left that comes
ready-made with the toolkit and
(2) Project Deck that the participants
bring along. The pictures in the
Storyply deck are carefully chosen to
serve for the goal of allowing multiple
interpretations by various perspectives.
In that respect we tried to pick images
that are not too prescriptive to dictate
an absolute meaning but specific
enough to permit an agreeable shared
understanding.

Figure 3.
Storyply Tips is a collection of useful
tips available online that is designed to
be populated with new and additional
information over time.

The second deck is the Project Deck, which is
a collection of pictures that should be prepared
by the participating team before the workshop.
Exploring pictures of people places and objects allows participants to automatically start imagining
about story elements on their way to the workshop. Browsing and reorganizing the pictures
together allows participants to have a silent communication. For instance, placing one card on
another can indicate priority [Patton, 2014], and
that action can trigger a new and vital discussion.
Storyply Tips
A reference source called Storyply Tips is available to ground the approach by providing
quick access to relevant research findings and
best practices (Fig. 3). It is a collection of useful tips from design thinking and story crafting
disciplines, such as different methods and tools
that are widely used by professional designers
and storytellers in both industries (Appendix).
Procedure
There is a procedure to guide the process, which
is communicated by the website and/or a facilitator, and supported by on-boarding videos
at storyply.nl/videos. These videos also include
more details about the example scenario that is
used in the next section to explain the method.
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The Storyply templates can be obtained upon
request through the same website.
In the next section, we will demonstrate
how a Storyply Session is conducted using
the Sounds of Urban Life Mobile Traveling
Application project, which we held with one
of the companies that participated in our evaluation process. The company is a mobile experience provider whose target is to build a mobile application for urban travelers. They target
travelers who are visiting a new city on a tight
schedule and still expect to have a memorable
experience that makes them feel the essence
of the city. They have decided on Istanbul as
the pilot city and would like to call their project: Sounds of Urban Life.
In a nutshell, the client wants to seize an opportunity they saw in the mobile industry, which
is a lack of high-quality content in the domain of
mobile applications for travelers. Many utilitarian apps connect travelers to all kinds of services
but, from our clients’ perspective, none of those
can connect them to the soul of the city. So they
would like to achieve that goal and set themselves
apart from the rest. Our job is to help them on
their journey. The content shown in this chapter
is the product of the workshop, which we conducted with the SoUL project team (Chapter4/
Evaluation Workshops/Workshop 5).

Figure 4. This is a snapshot of the templates filled by
the participants at the end of the Storyply Workshop
conducted for the Sounds of Urban Life Project.
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Figure 5. This image shows the ideal placement of the
templates on a wall. Template 2 is the only one which
is placed horizontally on a table. The desk surface is to
provide the space to browse and categorize the pictures
from the Insploration Decks. It is placed at the physical
center of the framework since the visual inspiration
proved to be useful at any stage of the process.
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Figure 6. There is a sequential order to keep an overview
of the generated content and its evolution throughout
the process. The goal is to increase the opportunities for
various participants to collaborate synchronously as well
as asynchronously. They can always go back and forth to
make use of components created previously and focus on
separate templates in the same session.
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Figure 7. The conceptual map of how Storyply works as a process:
Backstory (Step1: Interpret Project Goals, Step2: Categorize Story Elements, Step3: Cast
Your Characters, Step4: Contextualize the Experience) aims to identify relevant information
about the intentions of the project, the target user(s), and the context of use to utilize while
envisioning the experience’s progression.
Story&Review (Step5: Identify the Conflict, Step6: Envision the Consequences, Step7:
Make Your Proposal, Step8: Envision the Improvement, Step9: Capture Ideas) helps to
generate and assess the content and creates alternative approaches that can lead to
propositions for new experiences.
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3.3 Storyply Method and Workshop
3.3.1 Introduction
In this section, we briefly go through the steps of The Storyply Workshop
(Fig. 6). As not all details may be sufficiently visible or understandable
from the figures provided in this paper, we advise the reader to also consult the onboarding videos at storyply.nl/videos.
The process starts with the facilitator introducing him/herself and welcoming the attendants and initiates an opening round in which all attendants briefly introduce themselves by mentioning their background and
role in the project at hand.
Presentation (Background & Agenda): Following the introduction, the
facilitator gives a 5-minute presentation about what is Storyply and what
the team should expect from it. The facilitator takes questions and then
share the agenda of the session.
Set-up: Following the presentation, the facilitator distributes the toolkits to the groups and assists the teams with organizing the workspace
according to the spatial requirements of the session.
Storyply Method suggests two main layers; Backstory and Story&Review.

3.3.2 Backstory
Backstory is the part where participants work to identify and utilize vital
information about the background of the project, target user(s), and the
context of use while envisioning the experience in general terms. Backstory helps a team with the interpretation of the project requirements
and with collecting and organizing material that is potentially useful for

identifying the experiences on which to focus. Backstory creates the opportunity to externalize a fuzzy internal process by steering attention to
building blocks that are often taken for granted (such as the project goals)
but which tend to create confusion when not being explicitly defined.
It is the first layer in which the collaborative process starts at the workspace. Backstory covers the first four steps (Fig. 7). In storycraft, a backstory represents the set of significant events that occurred in the characters’ past and the storyteller utilizes those background information while
building the story’s progressions [McKee, 2010]. Similarly, the Backstory
stage in Storyply aims to identify significant information about the background of the project, target user(s) and the context of use in order to
utilize while envisioning the experience’s progression. Backstory consists
of four steps accompanied by four templates:
Step1-Interpret Project Goals
The first step guides the team to self-reflect by sharing and discussing their
interpretation of the project brief. They do so by naming the project and
re-writing the goal according to their individual opinions. The first step is
to ask: “What is the goal of this project according to your individual opinion?” In this template, participants are expected to answer the questions
individually by writing their personal opinion on a sticky paper and post
it up on the template side by side.
The next question is: “What could be the title of this project according
to your individual opinion?” Once again, each participant assigns a title
of their own to the project.
It does not matter if there is already a decided project name. At this
point, we are interested in each participant’s individual, personal version of
a title. When everybody has posted their opinion, participants read each
other’s notes and have a brief discussion about them.
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Figure 8. Template1
INTERPRET PROJECT GOALS
Participants are expected to first answer the question
“What is the goal of this project according to your
individual opinion?” before answering the follow-up
question “What could be the title of this project according
to your individual opinion?” by writing their personal
opinion on a sticky paper and post it up on the template
side by side.

Figure 9. Template 1
INTERPRET PROJECT GOALS
is filled by 5 different participants using different colored
sticky notes per person. 1st section from Left to Right:
“Capture the essence(Conveniently), Get the local insight,
Make travelers feel connected to the city, Match the
promise of travel, Let travelers explore for themselves.”
2nd section from Left to Right: “Walk the experience,
Go-be-know local, Cinematic Traveler, Walk the walk, The
City beyond.”
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The aim is to understand what everybody thinks about the goal, and it
is also an excellent opportunity for the team to start familiarizing themselves with each other’s interests and approaches. Often, the opinions
about the project goal are not explicit as one might think, and revealing
individual perspectives from the start helps the team to discuss and align
expectations and assumed goals from a team perspective.
The outcome of the Interpret Project Goals step includes:
• Initiating participants in the process and team environment.
• To have an opportunity to have a quick and fresh look at the
goal (In case of participants having a strong opinion about the goal,
this is the perfect opportunity to get it out to be recognized and
discussed from the very beginning).
• To be aware of any premature assumptions about the project and
an early opportunity to circumvent them if possible.
All in all, this step acts as a warming-up opportunity to spot a ‘shared
consensus,’ ‘a polarized view’ or ‘complete lack of direction’ from the very
beginning of the process. It is also instrumental for the facilitator to get a
feeling of the room.
Step2-Categorize Story Elements
In this step, the members of the design team browse and pick pictures from
the ‘Insploration Decks’ and organize them in the shared People, Places,
and Objects diagram. This stage is primarily about preparing the participants for the following steps by providing an opportunity to explore inspirations to fuel their visual imagination (Fig. 10). There are two decks of
pictures. The first one is the ‘Storyply Deck’, which comes with the workshop toolkit and provides inspirational imagery for all kinds of projects.

The second deck is the ‘Project Deck’, which is a collection of pictures
that the members of the project team are expected to gather by insploring
the project domain before starting the session. Browsing and reorganizing
the pictures together with all team members allows participants to have
a multimodal communication. For instance, placing one card on top of
another can indicate priority [Patton, 2014], and that action can possibly
trigger a lively discussion.
The three categories represented by intersecting Venn diagrams are for
images according to their relevance (Fig. 10 and Fig. 11). The pictures
are placed and sorted in terms of their potential as building blocks of a
context of experience. We call this template; ‘Categorize Story Elements’
since it provides a pool of potential story elements. There are three interconnected categories for different types of story elements. People or in
other terms, Characters is the first one.
Places or Settings is the second one, and Objects or Props is the third and
the last category. In the domain of storycraft, Props stands for things (object, food, animal, etc.) that support the scenery, actors, or performance
space with relevant contextual characteristics. It has a similar use in Storyply. Props support the teams’ imagination by providing a category to
surround the experience space with relevant objects.
The participants start exploring the decks of images first. Discussing the
project goals in the previous section provides them with an idea about what
is relevant and what could be potentially inspirational for their purposes.
The initial presentation and the sequential style of the templates placed on
the wall provide the teams to observe what comes next (Fig. 5).
Having this overall view at all times informs the teams that the next template will be about ‘casting characters’ and the one after that will be about
‘contextualizing the experience.’ This stage is primarily about exploring
inspirations to fuel their imagination for those following stages.
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Figure 10. Template 2
CATEGORIZE STORY ELEMENTS
(blank)
At this stage participants browse the
‘Insploration Decks’, pick and choose
at least nine images per category to
be placed on each section that they
find relevant and place them on their
appropriate section on the diagram.

Figure 11.Template 2
CATEGORIZE STORY ELEMENTS
(filled)
Keeping the project in mind, the
participants pick and chose pictures of
people, places and objects that could
potentially help with envisioning a new
context of experience. This is how the
template looks when it’s filled.
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It is crucial to support visual imagination without committing too much or start telling a story
just yet since the method will allow the opportunity to connect the dots in the following steps.
The outcome of the Categorize Story Elements
step includes:
• Getting inspired by visual cues.
• Ignite visual imagination about the context of experiences.
• Start thinking and discussing in terms
of story elements.
Step3-Cast Your Characters
The third template of this section is ‘Casting
Characters’ that allows the team to build characters that will become the actors of the experience. Similar to a Persona creation, the team
is expected to envision believable archetypes to
represent a target group of potential users.
In more recent times, marketing and user experience design have re-purposed the term Persona as the general characteristics of a user group
to represent the profile of a (fictional) individual to help companies focus their intentions on
their target customers [Pruit and Adlin, 2006].
The main difference between a Character in
Storyply and an average Persona is while a Persona focuses mainly on consuming behaviors,
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the main interest of a Character is the external
and internal conflicts that drive the emotional
connection of people with their experiences.
This step includes four sub-steps:
1. Main Character: The first step is giving a face, name, age, occupation,
and location to the main character by
asking: “Who are the people around
the main character with an influence
on the experience?”
2. Supporting Characters: This step is
giving a face and a name to the most
prominent supporting characters who
are expected to have direct interaction
with the main character and the experience (Fig. 12).The Supporting Character reinforces the believability of the
main character [McKee, 2010].
At any stage, the teams are free to change
their minds. For instance, if a new supporting
character comes out of a discussion further
into the process, the team could quickly come
back to this template and update or replace or
add that character (Fig. 29).
The whole purpose of having Storyply Templates on the wall in this fashion is to be able
to follow the evolution of discussion by every-

Figure 12. Template 3
CASTING CHARACTERS (blank)
The template has four sections:
1) Main Character: “Give a face a name,
age, occupation and location to your
character.”
2) Supporting Characters: “Who are the
people around the main character with
an influence over the experience?”
3) General Motivations of the main
character: “Discuss about what drives
the main character. What wakes him/her
up in the morning?”
4) Points of Tension: “Discuss about the
main characters’ vulnerabilities. What
keeps him/her up in the middle of the
night?”

Figure 13. Template 3
CASTING CHARACTERS (filled)
Participants are encouraged to use
images from the ‘Categorize Story
Elements’ Template or just make a simple
head-shot sketch on a sticky note as a
placeholder.
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one at the same time and physically move back and forth while making
changes.
3. General Motivations: This step is to discuss the potential motivations behind the actions of the main character.
Similar to a Persona, user research should fuel A Storyply Character.
Good insight about the people who are going to experience the outcome
will increase the chance of having a relevant discussion around an experience that they will appreciate.
4. Points of Tension: This step is to discuss the main characters’ vulnerabilities that may influence his/her behavior and decision-making process.
Hence, step three and four encourage participants to think about the
motivations and potential points of tensions in a characters life, which
helps to identify the conflict that could provide the team with an understanding of the character on an emotional level, which they can-in turnbuild the experience upon (Fig. 13).
Here the participants are expected to dig a little deeper than an average
Persona Profile. They look from a ‘story crafters’ perspective rather than
a ‘user researcher’ or ‘marketing specialist.’ They are starting to build up
to a conflict that will eventually provide them with a unique perspective
into the potential experience.
In order to empathize with characters, we need to understand the underlying values at stake in characters’ lives. Those values result from their
fears, concerns, worries, and lack of satisfaction as well as their motivations. During our studies, the ‘vulnerabilities’ always produced more exciting discussions and on a much more personal level than motivations.
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The outcome of the Cast Your Characters step includes:
• A believable, relatable, and identifiable character.
• Start to cultivate an emotional attachment with the main character.
• Seeds of story conflict.
Step4-Contextualize The Experience
The fourth template is called Contextualize the Experience. It helps the team
to build a visual representation of the space where the experience takes place.
A set of guiding questions about the spatial properties of the experience supports their imagination about touch-points in context (Fig. 14 and Fig. 15).
The task is to imagine the space where the experience could take place
as vividly as possible and then sketch a straightforward visual representation of that scene as if the subject of experience is a fly on the ceiling or a
bird flying over that scene.
The first instruction asks, “Where is this experience taking place?” It
takes place in Istanbul. Is it an urban environment or in nature? It is in the
city, so it is an urban environment. Is it inside or outside? It is both inside
and outside. The second instruction asks: “When is the experience happening?” What is the year? It is 2016. Which season? It is in Summer. Which
Month? It is in June. What is the time of the day? It is in the afternoon.
Third instructions ask, “Who is involved in this experience?” Friends,
family, colleagues, strangers? According to the project team, there are; locals, tourists, at least one travel guide, shopkeepers, beggars, city workers
such as policemen, postman, garbageman, etc. Street performers and of
course, other strangers who live and work around the city.
The fourth instruction is to ask, “What is around your main character?” For instance; What kind of objects, a building maybe, or a tree, how
is the light? The more specific, the better.
According to the project team, there are streets, buildings, street furniture, vehicles such as cars, buses, metro, boat, etc.
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The main characters’ travel gear, personal
belongings, electronic peripherals are also relevant. This step helps the imagination to build a
visual and believable setting for the experience
to take place.
The last step is to make a visual representation of the Establishing Scene with the general
idea of what surrounds the main character in
this context. A good tip is imagining oneself
as a fly on the ceiling or a bird flying over the
scene of experience and then asking: “What do
I see?” It helps to visualize the components of
the experience like in an Establishing Scene of
a movie.
An Establishing Scene guides the viewer to
quickly and effortlessly understand the action
that is taking place and the relationship between characters with each other and the other
elements of the experience at a glance [Katz,
1991]. So it is imperative to add information
about people, places, and objects at the same
time in the same scene.

Figure 14. Template4 CONTEXTUALIZE
THE EXPERIENCE (blank):
The instructions direct the team to
“Imagine the setting of experience as
vividly as you can following the questions
beside each section” and by doing so
the ultimate goal is to come up with
a simple illustration at the center that
shows the character in context.

Figure 15. Template4 CONTEXTUALIZE
THE EXPERIENCE (filled):
“Where does the experience take
place?”(city center, urban, both inside
and outside).
“When does it happen?” (2019, summer,
June, Afternoon).
“Who is involved?” (locals, tourists, travel
guides, shop owners, beggars, city
workers, street performers, etc.).
“What is around the experience space?”
(streets, buildings, vehicles, street
furniture, signs, travel gear and personal
belongings of the main character, etc.).
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The outcome of the Contextualize The Experience step includes:
• An agreement on the spatial circumstances in which the experience
takes place.
• One snapshot of a critical moment in which the main character
interacts with other entities at the location of experience.

3.3.3 Story&Review
Story&Review is the second layer of the Storyply method, where the design team generates and assesses the content and creates alternative approaches that can lead to propositions for new experiences. Story&Review covers the last five steps (Fig. 6). The outcome is one or more
conceptual experiences that can subsequently be assessed with users and
other stakeholders. The first four steps of this stage introduce the crucial
and unique contribution that Storyply offers to the process of envisioning experiences. In Storyply, the task is not just creating storyboards
but also evaluating the sequences of events according to their emotional
impact on the main character throughout the experience.
In Storyply, we assess the sequence of instances to a primary and a secondary value. A Primary Value is an emotional need that the team finds
most relevant according to the intended experience. Similarly, a Secondary Value is the second most crucial emotional need that the team decides
to assign to their main character.
Storyply supports the teams by providing a list of psychological needs
to help them translate their intentions into emotional values, which
could inspire and inform design [Hassenzahl et al., 2010]. During our
studies, the most useful psychological needs that proved to be immediately applicable were Autonomy, Competency, Relatedness, Stimulation,
Popularity, and Security. Experiences are assessed by moving sticky papers
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up and down with respect to the chosen values (Fig. 22, Fig. 23, Fig. 24,
Fig. 25, Fig. 31, Fig. 32, Fig. 33 and Fig. 34).
Ultimately, our goal is to have a discussion about the emotional impact of the experience concerning the values at stake and make the participants think about the experience while visually emphasizing how
people feel throughout that particular story concerning their personal
values in perspective.
This layer provides the opportunity to imagine the qualities of the
experiences actively and weigh their options in a context that develops
over time. The proposed snippets of the experience can be assessed and
modified according to the chosen values on a timeline in real-time and in
collaboration with the whole team.
The procedure starts with the template called ‘Identify The Conflict’.
The process is similar to storyboarding. Utilizing storyboarding as a
meaningful and effective way to support ideation requires real-time quick
illustration skills to supplement the discussion. That usually means having someone with experience in sketching. So the process requires at least
one person who is confident in making simple but clear drawings of the
moments of experience that is under discussion. That said, we observed
that how to start and finish became the common challenge in storyboarding, even for the experienced storyteller.
Storyply proposes a unique fill-in-the-blanks procedure to assist the
team in building five keyframes for each step without worrying about the
inner workings of the sequential narrative.
Another barrier before any storyboarding attempt is the lack of confidence in one’s drawing skills. Making even a simple drawing can present a
daunting task to someone without too much experience in quickly sketching to explain something to someone. One solution is to take this into
account before the workshop and have at least one team member as the
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‘scribe’ who can scribble elementary representations of people, places, and
objects on a piece of sticky note without worrying about being judged.
Furthermore, even if one has the designer drawing skills, sketching to
tell a story quickly might not come as natural as one might expect. Even
seasoned designers have a tough time to begin a storyboard.
Storyply offers a strategy to circumvent this potential bottleneck:
It starts with merely reminding the participants that they already have
what they need for a smooth start. They can pick the sticky note with the
drawing of the Establishing Scene (Fig. 15) at the center from the previous template (or preferably duplicate by tracing it on another sticky note) and
place it as the first frame of the Identify The Conflict template. That leaves
four frames to sketch. Before moving on to the second frame, they need
to remember to pick another sticky paper and briefly make a note of any
additional information that the drawing needs to convey. After a few sessions, participants get better at establishing scenes. For instance, place an
establishing scene in the middle and tell what happened before and after.
Alternatively, place it at the very end, and the team tells a flashback story *.
Step5-Identify The Conflict
The first step of the Story&Review section is the fifth template of the
overall framework and initiates the visual story-building process itself. It is
called Identify the Conflict, and it allows the team to describe the existing
experience by envisioning a probable event that sets the experience into
motion. It starts by describing the existing experience because one needs to
understand “how things are” to be able to envision “how things could be.”

* A flashback is an interjected scene that takes the narrative back in time from the current
point in the story [Pavis, S. (1998). Dictionary of the Theatre: Terms, Concepts, and Analysis. University of Toronto Press. p. 151].

Identify The Conflict is a crucial step in which the participants are
asked to start imagining story-bits that will place experience at the center
of the discussion (Fig. 16 and Fig. 17). The template instructs the team
to “Describe the existing experience. Start with a probable event that
sets the experience into motion.” Nevertheless, first, we need to explain;
What do we mean by a ‘conflict,’ and why do we need to identify one?
Designing for experiences requires us to understand how experiences
make us feel. How we feel and why, at a certain point of an experience,
influences our behavior and decision-making process.
In storycraft a Conflict is a useful tool that professional story-crafters
use to figure out how a story character behaves and decides. A conflict can
be a struggle within the main character (internal conflict) or between the
character and other people, places, and objects (external conflict).
According to McKee; “a story event creates meaningful change in the life
situation of a character that is expressed and experienced in terms of value and
achieved through conflict” [McKee, 2010].
Ordinarily, in film storycraft, conflict is used to hook the movie audience’s interest, hold their concentration, and carry them through time in a
story [McKee, 2010]. Throughout our studies, we recycled this quality to
focus one’s imagination on experiences through stories rather than to entertain an audience.This stage starts by describing the existing experience in
five visual steps. As we mentioned above, the first challenge is how to start.
Once again, storycraft offers help in the form of an ‘Inciting Incident.’
It is the first significant moment that becomes the primary cause of the
following set of events. It is usually a single event that happens to the
main character or caused by him, which upsets the equilibrium in the
character’s life and provokes him to restore that balance.
An inciting incident usually requires two events; a setup and a payoff
[McKee, 2010].
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Figure 16. Template5
IDENTIFY THE CONFLICT (blank)
The template prompts participants with: Describe the existing experience, start with a probable event
that sets the experience into motion ( which is called an ‘Inciting Incident’ in storycraft) The Primary
and Secondary Values are to be placed on their space to the right of the template later in the process.

Figure 17. Template5
IDENTIFY THE CONFLICT (filled)
Instance1: “Istanbul looks fabulous! I Really wanna go there to see these places, do all the things they
recommend, eat the amazing food they describe and meet the wonderful people who live there!”
Instance2: “What am I doing here while instead I could be sipping drinks by the seaside in Istanbul. Ok!
Enough is enough, I am going to check tickets right now!”
Instance3: “I thought this was a good idea at first but now I feel annoyed since the conversation has
turned into a monologue by the expert traveller, know it all, the hight and mighty Eduardo!”
Instance4: “I am really excited! I have been reading a lot about the city and it feels like this is about to be
the great trip!”
Instance5: “Bummer! How did I ended up with these losers?I thought this was going to be a special
experience? Now, I look like just any other tourist waiting to be exploited by the local attractions!”

42

3. STORYPLY

The next task is to visually represent the inciting incident in the form of
a scene. We recommend starting by placing the main character physically
at the center of the experience and imagine what is around. Then ask; ‘if
there is anybody around the character?’ and ‘what he could be thinking
right at that moment?’ Use a second sticky note to write down what he
could be thinking or saying. A useful strategy to capture emotions is to
use first-person narration to focus the attention on not only what the
character thinks but also how he feels (Fig. 17).
In this case study, instead of using the establishing shot, the project
team decided to start at a moment where our main character started to
entertain the idea of traveling to Istanbul.
In the 1st instance, the team described what goes on in this frame both
by drawing and writing. One might ask if the written text will not be
enough by itself? The simple answer is the fact that visuals can act as
quick reminders of really complex information like no other medium.
Imagine having to read through each sticky paper (in the absence of drawings) to remember what happened in one specific frame throughout the entire process. That would be excruciatingly boring and also time-consuming.
Images act as memory keys to immediately recognize and understand
information which is otherwise complicated and strenuous such as the
relationship between the elements of experience and what it means.
On the other hand, sometimes, it is impossible to immediately represent certain events that are essential to the experience by drawing.
Those kinds of information belong to the written text on a sticky note.
There are specific strategies that story-crafters use to identify the conflict in a story to craft engaging stories (Chapter 3/Storycraft). Storyply
amalgamates some of those strategies to imagine sequences of experiences. To find a ‘(story)conflict’, one should ask: “Who is our character, and
why does he do what he does?”.

We could ask these questions on a macro level like, “What drives the
main character in life?”. Alternatively, on a micro-level such as; “What
drives him/her at this moment in time?”. Both are equally valid and useful to identify with the main character.
In the 2nd Instance, after looking at the characters profile the project
team decided that the next place that they could place their main character might be at the office (Fig. 17).
It is essential not to worry too much about being subjective or a little
dramatic. Storyply recommends charging the actions of characters with
all kinds of emotions since it is an excellent way to externalize the inner
conflicts of the character. The aim is not to tell a good story but to explore
how the character feels during an experience.
In the 3rd Instance, the project team placed their main character on a
video chat with one of the supporting characters and made up a back-story around their interaction. In this back-story, Eduardo (Fig. 17) was an
old classmate who travels a lot and boasts about his travels on the online
social network they share. Eduardo (supporting character) seems to be well
informed about the region, so Matt (the main character) gives him a video
call to pick his mind. This plot twist originates out of the main characters’
motivations and vulnerabilities and becomes instrumental in building up
the tension in the story. However, what is the source of this new information? The source, in this case, was the informed imagination of the
project team who are making up things as they go along using what they
know about the personal characteristics and contextual information of
their main character. It is easy to dismiss these kinds of details as superfluous subjective details in a product-centered design discussion. However,
in people-centered design, this type of discussion can become the brick
and mortar of building a unique character and thus an essential part of
envisioning unique experiences.
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Figure 18. Template 6
ENVISION THE CONSEQUENCES (blank)
The template prompts participants with: “Elaborate on
the future consequences of events you just imagined (in
the previous template).” The primary and a secondary
value placeholders on the right serve for assessment
purposes like the previous template.

Figure 19. Template6
ENVISION THE CONSEQUENCES (filled)
Instance1: “Istanbul looks fabulous! I Really wanna go there to see these places, do all the things
they recommend, eat the amazing food they describe and meet the wonderful people who live
there!”
Instance2: “What am I doing here while instead I could be sipping drinks by the seaside in Istanbul.
Ok! Enough is enough, - I am going to check tickets right now!”
Instance3: “I thought this was a good idea at first but now I feel annoyed since the conversation has
turned into a monologue by the expert traveller, know it all, the hight and mighty Eduardo!”
Instance4: “I am really excited! I have been reading a lot about the city and it feels like this is about
to be the great trip!”
Instance5: “Bummer! How did I ended up with these losers? I thought this was going to be a special
experience. Now, I look like just any other tourist waiting to be exploited by the local attractions!”
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In the 4th instance, the project team puts the main character on a
plane to Istanbul and builds some anticipation, since anticipation is a
vital part of any experience. What could he be anticipating on the plane?
Remember that he is an ambitious man who wants to make the most out
of things with a chronic discontent (Fig. 13), so the project team decided
that he must be feeling both excited and maybe a little anxious about the
unknown. So to prepare himself, Matt brought a couple of travel books
with him and installed some apps on his phone.
Up to this point, the project team successfully groomed Matt for
a unique experience, and he is already emotionally invested and feels
confident about getting what he expects. Then they seed an external
conflict.
In the 5th instance, they decided to test their characters’ confidence
with a pinch of reality. Using their personal experiences of landing in a
new city, they started imagining a scene in which Matt would feel ordinary and insignificant. He would realize that he is not unique or ahead
of anyone. He is just another tourist with the same tools and itinerary.
Furthermore, this is very much against his aspirations in life and his expectations from this trip.
This situation reveals the internal conflict of the character in the story
about the existing experience.
The outcome of the Identify The Conflict step includes:
• Make participants start thinking about the experience by visually
emphasizing how the characters feel throughout the story concerning their values.
• Start building a believable character by adding more dimensions
to the main character.
• Imagine an inciting incident that could lead to a memorable event
that may help the team to identify a conflict.

Since there are five frames of the existing experience and a story problem that triggers an internal conflict and potentially an external conflict,
we can move on to the next step. We will ignore the inscriptions on the
right side of each template for the time being and come back to them
after finishing the next step.
The next step is to envision the consequences of the conflict that we
started to discuss in this section. That will help us to appreciate the motivation behind exploring experience alternatives fully.
Step6-Envision (Reveal) Consequences
The sixth template Envision (Reveal) Consequences follow the same procedure as the previous stage. Still, this time, the framework guides the
team to envision the impact of the conflict on the character and, thus, the
consequences on the experience (Fig. 18 and Fig. 19).
Also, we are not trying to foresee every single possibility that could occur
in this context. That would mean tens or hundreds of storylines, and that
is not what attainable or necessary. The story snippets that are generated
here are only a tool to support the team while they have a visual discussion
about experiences. There is an excellent value in discussing this fashion.
The last time we saw our main character, he was waiting for a taxi in
front of the airport while other tourists were making him feel ordinary
and insignificant. This does not come as a big surprise since although the
travel industry insists on selling the idea of specialness and authenticity;
in reality, its channels are shared by vast crowds of tourists. The project
team started to discuss a significant amount of potential events that could
happen to Matt in that context. They used their own experiences as well
as user data. Of course, they had to pick one or two situations at the end,
but the important thing was that they discussed a variety of options in
terms of experiences before they settle on one.
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For instance, they discussed a common frustration about the in-flexibility
of guided walking tours. Using that idea, in the 7th instance, they put Matt
in a spot where he would want to stray from the pre-determined route, and
naturally, he was not encouraged by the tourist guide (Fig. 19).
In the user data, the project team pinpointed something about a shared
behavior amongst tourists to look for familiar food when they are in a
foreign country. They decided to put that in use for the 8th instance and
placed their main character in the middle of a global burger franchise.
The 9th instance moves us into the next day in which the main character decides to go on without any guidance after his experience the day
before (Fig. 19). However, in a big city, one has to have some guidance
to experience the good stuff in a limited time-frame. The project team
tried to capture how it feels today when someone like Matt travels under
existing circumstances.
Surpassing the requirements of an ordinary Persona perspective,
they created a living and breathing character with an interesting personality. They used him to leverage a plausible story in which everyone can relate to and contribute to their creative input. Neither the
character nor the experience needs to be generalizable, but the visual discussion style of Storyply generates perspective-building and
mind-changing results.
At the end of the second five frames, it is time to tie a knot to the storyline about the existing experience.
Once again, Matt is on the plane back home, and this time he feels
disappointed. The experience did not match his expectations.
The project team slipped an idea into the character’s self-reflection
(Fig. 19). This idea came out from a discussion during the session. It was
a shared opinion amongst the team and also backed up by user comments. If only Matt knew someone who lived in Istanbul! Everything
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could be different. This idea revealed an “A-ha” moment where everyone
in the team felt the excitement that they might be onto something.
Before moving on and see how this idea helped the team shaping the
upcoming experience, it is time to explain the inscriptions around the
sticky notes. This chart is called an ‘Experience Assessment Chart’ and
used for emotional value assessment over time. The Y-axis represents the
main character’s emotional state, and the X-axis represents time (Fig. 18).
On the right end of the four templates, there are widgets to identify and
keep a record of Primary and Secondary values that can be assigned to
the chart (Fig. 18).
As we mentioned before, Storyply is not primarily concerned with a
specific problem but interested in the value system behind the experience,
which is charged with all kinds of emotions. This brings us to the unique
quality that Storyply offers to assess emotional intensity throughout an
experience. We have a storyline that explains the set of events or in other
words, snapshots of certain key moments to help us understand what
happens during the experience we just imagined. This much would have
sufficed if we were only storyboarding. Nevertheless, we initially claimed
that we were going to envision and discuss not only a possible experience
but also its emotional impact.
To assess the emotional quality and intensity of each event throughout
the experience, we need to add a new layer on top of the linear storyline.
In this effort, one inspiration was a tool called iScale, which is a survey
tool that aims to assist users to retrospectively reconstruct their feelings
towards a product to enhance their recollection. Its goal is to measure
the long term dynamics of experience by formatting user feedback in
the form of ‘experience narratives’ to add consistency to user memories
[Karapanos, 2010].
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In our case, we are approaching a similar function from the opposite
direction to fulfill a different goal: We want to see the change in emotional intensity concerning the intended experience and have a discussion
about it. Then, and only then, we can start assessing values and discuss
them in terms of experiences.
Step6.a-Assessing the Experience in TMP5 and TMP6 using Positive versus Negative scale
Demonstrating how the chart works, it is best to start assessing the
moments of an experience only in terms of positive or negative. To
achieve that, we first need to ask: “How does the main character feel
at each instance? Is it a positive feeling or a negative one?” Moreover,
move the keyframes accordingly. Before moving on, the team made a
record of the ‘experience arc’, on the Identify the Conflict Template
(Fig. 20 and Fig. 21).
Adding a temporal map where the team discusses not only how events
unfold but also how they impact the emotional state of the character
throughout the experience opens up a whole new dimension to discuss.
WHY and WHEN users feel the way they do, and is there anything that
could be done? Next, we move to the next five frames about the further
consequences of this experience.
The main difference in our approach is to utilize psychological needs to
generate Emotional Intensity instead of generating Dramatic intensity for
the sake of the story. Such as Autonomy as in: ‘I can do what I want, the
way I want it’ and Security as in ‘I am safe from threats and uncertainties’
[Hassenzahl et al., 2010] (Appendix) instead of Love as in ‘Love conquers
all’ or Justice as in ‘Good trumps over evil.’
Next it is time to decide on primary and secondary values and assess the
experience accordingly. Primary and Secondary values represent the pos-

itive or negative charge that our characters are exposed as a result of the
choices they make throughout their experience. This is an adaptation of a
concept in screenwriting called a ‘Controlling Idea’ of a story which is the
clear and coherent expression of its irreducible meaning [McKee, 2010].
“Controlling Idea is the purest form of a story’s meaning, the how and why of
change, the vision of life the audience members carry away into their lives. It has
two components: Value + Cause. Value means the primary value in its positive
or negative charge that comes into world of life of your character as a result of the
final action of the story. Cause refers to the primary reason that the life or world
of the protagonist has turned to its positive or negative value.” [McKee, 2010].
Step6.b-Assessing the Experience in TMP5 and TMP6 according to
the Primary Value: Self Actualization/Meaning
Rating the sequence of events as positive or negative gives a general sense
of where the pain and pleasure points could be, which is useful as-is.
However, Storyply is interested in HOW the experience stands concerning the project values, such as the goals intended at the beginning of the
project or potential values that start to emerge during the discussion.
What could be those values?
The team has already certain requirements defined by the project brief.
We can also sense certain expectations when we look at their interpretation of the project goals. However, these all seem a little too high level
and abstract, which makes it difficult for the team to infuse them into
their process. The team needs a point of reference that they can rely on
to translate the high-level intentions into meaningful values that could
inspire and inform design.
During our studies, amongst various alternatives, the most useful reference of inspiration that proved to be immediately useful was some of
the psychological needs which were laid out by Hassenzahl in his book
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Figure 20. Template5
IDENTIFY THE CONFLICT/ Positive vs. Negative Assessment
In the 1st instance, we see Matt at home and he looks like he is in his natural environment so we
might guess that he feels rather neutral and maybe even a little positive since he is enjoying his
spare time.
In the 2nd instance he is at the office and feels bored in a meeting and wants to be somewhere
else.
In the 3rd instance Matt is video chatting with his friend and although he was optimistic in the
beginning, further into the conversation he starts feeling patronized.
In the 4th instance he is about to land to Istanbul and he is full of hopeful anticipation.
In the 5th and last instance of the first 5 frames, he faces with an inconvenient truth about “how
things are” and he feels really bad about it.

Figure 21. Template6
ENVISION THE CONSEQUENCES/ Positive vs. Negative Assessment
Instance6: “Why would I be interested in the weight of a cannon ball or the number of rocks used on
a wall? I could have read about all these facts! I want to feel the history of the city not a lecture on
cast iron cannons of the ottoman period!”
Instance7: “Hey! What is that, it looks interesting? Let’s check that out? Look! I understand that it
is off-path but it sure looks more interesting than the circumference of the dry well you have been
rambling about for 20 min now! Why cant we go that way! c’Mon!”
Instance8: “I understand that I should stick with the group but seriously! Did I came 5000 miles to
have my lunch in a burger joint! They are grilling fresh fish directly from the Bosporus on that boat, it
looks amazing, we should be there not here! I am never going to join a guided tour ever again!”
Instance9: “Let’s see, what else i should be seeing? I feel like there are so many thing to do and I
have so little time. This city is much bigger than I expected! The tour was disappointing but at least I
knew where we were going. Now I feel completely lost!”
Instance10: “This trip was not nearly satisfying as I thought it would be! I feel like i missed so much!
Maybe If I knew someone who lives there, I would have had the authentic local experiences rather
than the standard touristic runaround. whatever, it is too late now…”
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called Technology for the Right Reasons [Hassenzahl et al., 2013]. Here
is a simplified interpretation of those needs.
•
•
•
•
•
•

Autonomy (I can do what I want, the way I want it): independence,
freedom, ideals
Competency (I am good at what I do): performance, control, challenge, skills, learning
Relatedness (I feel close to the people I care about): family, romance,
presence, emotional expression
Stimulation (I experience new activities): curiosity, mystery, play, coincidence, novelty
Popularity (I have an impact on others): power, status, recognition,
fashion, helping
Security (I am safe from threats and uncertainties): order, calmness,
familiarity, routine, relaxation

Hassenzahl ties the added value of these six needs for experience design
by their capacity to contribute to the meaning and positivity of experience producing a precise result and clearly discernible impact.
An initial version of “ten human needs and models of user experience
addressing those needs” set included three more items [Hassenzahl et al.,
2010; Sheldon et al., 2001]:
•

•
•

Self-actualizing– meaning Feeling that you are developing your best
potentials and making life meaningful rather than feeling stagnant
and that life does not have much meaning
Self-esteem–self-respect Feeling that you are a worthy person who is as
good as anyone else rather than feeling like a ‘’loser”
Money–luxury which is used in our example

That version was the one we shared with our participants during the
workshop and that is the explanation behind how Self-Actualization
became their choice for the primary value in the example of SoUL
project.
The team assesses the sequence of instances according to the most relevant emotional need they decided to have as the primary value.
As we previously mentioned, the Y coordinate with the hearth
icons on top and bottom represents the emotional intensity on a
scale with positive and negative poles. The X coordinate with the
small icon at the end represents time. The arrows are to remind participants that frames can move up and down according to the designated values.
The essential quality that distinguishes experiences from products is
their temporal nature. In order to design for experiences, we need a way
to think with the same temporal mindset, which requires a temporal interface to play with the instances of the sequence of events.
A linear storyboard can only capture the sequence of events that would
inform about ‘what happens’ or ‘what could happen’ and although it
might be useful for visual planning, instruction or presenting a user journey, it does not allow us to capture and evaluate how the user feels, when,
why and how does that feeling change over the course of the experience.
In this case, SOUL project team chose Self Actualization/Meaning* as the
Primary Value to drive the experience.
Once again, the team works on the five instances of the Identify the
Conflict template, and this time they use their chosen Primary Value to
assess the storyline. So they put the frames back to their linear order and
restart assessing values with Self Actualization as the Primary Value.
* Feeling that you are developing your best potentials and making life meaningful rather
than feeling stagnant, and that life does not have much meaning [Hassenzahl et al., 2010].
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Figure 22. Template5
IDENTIFY THE CONFLICT/ Primary Value Assessment (Self Actualizing/Meaning)
In the 1st instance Matt is at home relaxing but also reading about a potential experience that could add
meaning to his life so at this moment this frame moved up a little above neutral towards positive.
In the 2nd instance he is in the boring meeting and wants to be somewhere else since he feels
stagnant at this instance, so this frame is pulled down.
In the 3rd instance Matt is comparing himself to his old friend who seems to have a very active and
interesting life which makes Matt uncomfortable about himself so this is a low point in his experience
with respect to the primary value.
In the 4th instance he is doing something about his discontent so this is a step forward towards his best
potentials. So this frame is pulled up towards positive from a self actualization point of view.
In the 5th and the last instance of the first 5 frames, his ability to actualize himself is threatened so this
is a moment he feels quite negative in terms of our primary value.

Figure 23. Template 6
ENVISION THE CONSEQUENCES/Primary Value Assessment (Self Actualizing/Meaning)
In the 1st instance (Instance6) of Envisioning the Consequences, Matt is annoyed with the content of
the guided walking tour so this frame is pulled towards negative.
In the 2nd instance (Instance7) he feels uncomfortable about the inflexibility of the route they had
to walk. So one might argue that the guided tour starts to fall short in fulfilling the potentials Matt
expected in the beginning. So this frame moves even further down to negative.
In the 3rd instance (Instance8), he is upset about the lunch and he craves for a more appropriate
culinary experience under the circumstances so this is also a low point in his experience. Probably
somewhere around similar to the previous frame.
In the 4th instance (Instance9) Matt feels literally lost which hurts his confidence into his ability to
develop his best potentials. Therefore it moves down lower than previous instances.
In the 5th and the last instance (Instance10) of the second five frames Matt is flying back to home and
he feels very much disappointed. So this instance is pulled down to the farthest negative point so far
since his attempt to actualize himself did not went as well as expected.

50

3. STORYPLY

Figure 24. Template5
IDENTIFY THE CONFLICT/ Secondary Value Assessment (Autonomy /Independence)
In the 1st instance Matt is at home relaxing and reading something he wants to, so he is the cause of his
actions and therefore this frame moves up.
In the 2nd instance he is in the boring meeting at the office where he feels obligated against his better
judgement so this frame moves lower.
In the 3rd instance Matt feels really uncomfortable with the idea that his peer has a more independent
life style than himself. He feels jealous of him so in respect to our secondary value this instance is also
moves towards negative.
In the 4th instance he is flying to the vacation he planned so this frame moves up towards positive from
a secondary value perspective.
In the 5th and the last instance of the first 5 frames, Matt is upset about several things but they are not
directly related to our secondary value so this frame stays where it is.

Figure 25. Template6
ENVISION THE CONSEQUENCES/ Secondary Value Assessment (Autonomy /Independence)
In the 1st instance (6th in general), Matt starts to feel the pressure of the guided tour as an external
force over his experience so this frame moves down a bit. - In the next instance 2nd(7th in general) the
strict guidance of the tour becomes a serious problem since Matt is not allowed to go to the direction
he likes. So this frame moves even further towards negative. - In the 3rd instance (8th in general), once
again the tour-guide has chosen for him and the rest of the group, so Matt feels very frustrated in terms
of our secondary value and thus we pull the frame lower and lower. - In the 4th (9th in general) instance
finally Matt is free from the boundaries of the tour. Now he can choose and pick however he likes but
suddenly the scale of the city and the short time there is left dawns on him and takes over the role of
the guided tour as new external pressures. Anyhow, he is still in a better place than before with respect
to the secondary value. So this frame moves lower just a little bit. - For the 5th instance (10th in general)
of the second five frames Matt is on his way back to home and he is disappointed. He has to go back
since he is expected at the office on Monday and that external pressure of time and responsibilities
looms over him. Therefore, this frame moves down.
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In each frame, the question is if and how much the main character feels
like he is developing his best potentials and making life meaningful rather
than feeling stagnant? This question gave them an experience arc that
illustrates how does the Primary Value reflects on the first five instances
of the experience.
They made a record of it in on the designated area order to be able to share
it with others and to remember for themselves in the future (Fig. 22).
Next, the team moved on to the Envision the Consequences template
to assess the second five frames concerning the Primary Value. Once
again, before arranging the frames back to their linear order, they made
a snapshot drawing of the experience arc that was assessed previously in
general terms of positive and negative. Then placed the Primary Value
on this template, as well. Then, they made a record of the experience
curve for envisioning the consequences template to remember later
(Fig. 23).
Step6c-Assessing the Experience in TMP5 and TMP6 according to
the Secondary Value: Autonomy/Independence
Next was to assess the secondary value. Especially the second five
frames of the ‘Envision the Consequences’ template highlighted a
clear emotional need that the main character felt throughout the experience. The project team decided on Autonomy-independence*. Therefore, they went back to the first five frames to assess the experience
concerning the Secondary Value called Autonomy-Independence. In
the end, they made a record of the experience arc of the Secondary
Value for the first five frames below the Primary Value for future reference (Fig. 24).
* “Feeling like you are the cause of your actions rather than feeling that external forces or
pressure are the cause of your actions.” [Hassenzahl et al., 2010]
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The next task was to continue with the next five frames using the Envision the Consequences template and assess how the main character feels
about his experience concerning the Secondary Value. Once again, they
finished with the experience arc for the Secondary Value to remember
later (Fig. 25).
The outcome of the Envision The Consequences step includes:
• Push participants into envisioning further into the consequences
of their imagined experience, encouraging them to bring daring
and rich insights from their personal life into the story.
• The severity of consequences reinforce empathy with the main
character and thus, the reality and believability of the situation.
• The scale of emotional needs allows the team to reflect on their
imagined story and see how the envisioned experience could be
better aligned with project values over time.
With all the insights gathered from the existing experience now, it is
time to propose an alternative and see how things change concerning the
chosen values.
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Figure 26. Template7
MAKE YOUR PROPOSAL (blank)
The template prompts participants reading: “Imagine a more desirable alternative that suggests a
better experience.” Once again this template presents the assessment values on the right.

Figure 27. Template7
MAKE YOUR PROPOSAL (filled)
Instance1: “I am at home, reading a travel guide. This article directs me to an app that offers some sort
of augmented travel experience. I am watching a teaser video about what to expect. Ok, there is a map,
what to do, where to eat, all the usual stuff — wait what’s this? Who are these people? Locals? Really?
Wait what? They walk with me? Really! How?”
Instance2: “Can’t wait this meeting to be over, I’ve been looking at the walking routes and want
to compare my itinerary with the recommendations. Apparently whichever route I choose “a
local character’s soundscape” accompanies me like they are by my side telling stories about that
neighborhood from their unique perspective, introducing me with local people, places to hang out, eat
drink and enjoy myself!”
Instance3: “Thanks a lot Ed! I’ll follow your advice on that but about that other thing, how bout this street
instead? Meryem recommends this street for local food rather than the main road. She is a local friend,
she is an art historian by the way (a virtual one but Ed doesn’t need to know for the time being). She lives
there and knows all about the neighborhood! She says the one you’ve been is only for tourists!
Instance4: “Meryem tells personal stories about the neighborhood. I am loving this style, it’s as if I am in
a movie. History should be taught like this at schools. I can’t wait for the real thing!” Instance5: “The app
gave me this great tip about how to get to the city like locals! It is way cheaper and I made a new friend
on the bus who gave me more tips about the city. This is going to be a great trip!”
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Figure 29. Template3
Meryem was imagined by the
participants as an additional
supporting characters
during Template 7 and added
retrospectively to the Template 3.

Figure 28. Template8
ENVISION THE IMPROVEMENT (blank)
Participants are prompted by the
message that reads: “Elaborate on
the impact of your proposal on the
experience.”

Figure 30. Template8
ENVISION THE IMPROVEMENT (filled)
Instance 6: “Oktay invited me to meet here. Let’s play and see. Wow, he really sounds authentic! He
knows so much about the history and yet his stories are so engaging that I feel like I am walking the
streets of the past and present at the same time.”
Instance 7: “Seriously he wants me to go this way? This entrance looks forgotten along time ago…
the guided tourist group which just passed did not even looked this way. Well, I feel adventurous let’s
see what’s on the other side!”
Instance 8: “Wow! Look at this atrium! Who would say that this would be here! This should be on the
travel books! I haven’t seen any other tourist for some time now, I feel really special!”
Instance 9: “Oktay sent me to feed the pigeons in front of the Blue Mosque while he run some
errands. We’ll meet at this coffee place later, he promised me to tell a really old story about these
pigeons and the blue mosque over a cup of traditionally brewed Turkish coffee. I know he is not real
but this feels so real!”
Instance 10: “This was definitely an unforgettable trip! I loved this city! I cant wait to plan a trip to
Paris the same way! I would never have found these places and walked these routes by myself…wait
come to think of it now, I wasn’t really by myself, was I?”
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Step7-Proposing Alternatives
The seventh template is called Make Your Proposal, and this time the
framework guides the team to make their proposal using the conflict and
its consequences that they identified in previous stages (Fig. 26 and Fig. 27).
Once again, they are expected to use the five keyframe structure to build
their proposal and evaluate the situation with the chosen values.
It is the same procedure except for this time Storyply offers the opportunity to imagine a more desirable alternative. An opportunity to re-tell
the story by proposing a more desirable sequence of events and see if the
experience can be elevated to a new level.
It might look like that we are repeating the whole process all over again
since the features of the TMP7&8 is very much the same as TMP5&6.
On the other hand, as described previously, the function is distinctly
different. Moreover, without the latter, the former could not operate effectively.
To understand the underlying rationale of this necessity once again,
we need to look at some of the structures in storycraft, more explicitly
screenwriting. In screenwriting, an event requires to introduce meaningful change into Characters’ life. Furthermore, this change needs to be expressed and experienced in terms of ‘Story Values’ and achieved through
‘Conflict’ in order to act as a ‘story event’ [McKee, 2010].
A more common name for a Story Events is Scene.
“A SCENE is an action through conflict in more or less continuous time
and space that turns the value-charged condition of a character’s life on at
least one value with a degree of perceptible significance [McKee, 2010].”
How does all this translate to our process? Primarily, we need the third
and the fourth scene of experiences ‘to express the meaningful change’
we are introducing into the characters’ life inspired by the conflict we
established in previous scenes. Moreover, during the workshops, we ob-

served that ten instances were not sufficient to take the experience to the
point it needs to go ‘with a degree of perceptible significance,’ especially
with participants with no or minimal experience in storycrafting.
Still, a general reluctance is expected from the participants at the beginning of TMP7 at first glance. The process will look redundant, time-consuming, and tedious. Therefore it is the facilitator’s job to reassure participants about the value of this reframing exercise.
The outcome of the Make Your Proposal step includes:
• A believable story that establishes the existing circumstances of the
current experience.
• The grounds to start envisioning how to align the experience with
project values over time.
Step8-Envision The Improvement
Finally, it is time to see the impact of the proposal, and Envision (Resolve) Improvement is the template for that. For the last time, the team
creates five frames that illustrate how the events could unfold with their
intervention to the situation at hand. Additionally, they still have the
scale of emotional needs to reflect on and align the experience with the
chosen values over time (Fig. 28). It is time to illustrate how the events
could unfold with the teams’ intervention and also time to figure out a
resolution to the story. In storycraft, ‘resolution’ ties loose ends of the
story, offers a solution rather than an ending, and allows people to see the
outcome of the main character’s decision or actions during the experience
[Hart, 2011].
For the 6th instance of the experience story, the Project team decides
to arrange a meeting point for Matt and his virtual friend to start their
journey.
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Figure 31. Template7
Assessing MAKE YOUR PROPOSALaccording to Primary Value (Self Actualizing)
In the 6th instance we could speculate that since Matt is on a vacation and just being
greeted by his virtual local friend, he might feel pretty positive.
In the 7th instance Matt is encouraged to break the rules and this could reinforce his pursuit
of a meaningful experience.
In the 8th instance he stumbles upon a rare local culinary experience and this could only
have a positive outcome.
In the 9th instance once again he is encouraged to interact with unique local pleasures and
although it’s still very positive this point of his experience is not as intensified as the two
previous instances.
In the 10th and last instance Matt is traveling back and he must be feeling fulfilled but from
a primary value perspective It is quite difficult to place the frame.

Figure 32. Template8
Assessing ENVISION THE IMPROVEMENT according to Primary Value (Self Actualizing)
In the 1st instance of the “Envision the Improvement” section, the virtual guide greets Matt
at a location where he could feel the heartbeat of the city. He was already primed on his way
so he must be feeling full of positive anticipation and therefore this frame moves up.
In the 2nd instance he is encouraged to stray from the usual touristic routes. Since Storyply
process allowed us to dig deeper into Matt’s character, we know that stimulating his sense
of adventure will be appreciated by him. This means a more positive rating.
In the 3rd instance, this offbeat path takes him to a completely local food experience with no
touristic interruptions which is exactly what he wanted and this could only reflect positively
on his experience.
In the 4th instance he is invited to get out of his comfort zone and has been promised a
reward to do so. Both very satisfying challenges when we think of Matt. In that respect this
should be a high point in his experience.
In the 5th and last instance of this set of frames we see Matt on his way back and this time
he feels really fulfilled. He even starts to dream of his next trip so this is another positive
instance of his experience. However, since it is also the end of his vacation maybe not over
the top positive but somewhere around in the middle.
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During the early research phase, the project
team has been interviewing various local people to gather useful local information. Meanwhile, they met with a collection of fascinating
people from various neighborhoods. So they
decided to crystallize some of them into this
virtual character who would make sense to
walk within such a journey. During the discussion, they started to build a base for the future
characters that were going to represent each
neighborhood.We already used an old classmate, Ed, who likes traveling and a boring tour
guide called Hakan. For this instance, the team
introduced a new character to the discussion;
a local intellectual and antique books dealer
called Meryem. She is from an ancient family, and she knows all about the neighborhood.
Since now, this is a character who came out
during the discussion. She should be added to
the supporting characters (Fig. 29).
Once again this template presents the assessment values on the right. For the 7th instance,
the team focuses on what was missing in the
previous experience described in the Envision
the Consequences Template (Fig. 29). So they
decided to invite Matt to take an alternative
route.
The project team has been canvassing the
city for some time and before the workshop,

Figure 33. Template 7
Assessing MAKE YOUR PROPOSAL
according to Secondary Value
(Autonomy/Independence)

Figure 34. Template 8
Assessing ENVISION THE
IMPROVEMENT according to
Secondary Value (Autonomy/
Independence)
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and they invited several people who claim to know that neighborhood.
They were surprised by the routes which lie before them with entrances
that they would never usually choose to enter. One of those passages
led the test users to an atrium, which they have never seen on any travel
guides! They were fascinated! So the team decided to use their experience
for the 8th instance.
In the 9th instance, the team hesitated about how to go on. So they took a
step back and looked at the previous templates, which led them to this point.
After a few minutes of silent reflection, they came up with the idea to address
the issue of not feeling as isolated as a tourist in the Identify the Conflict template. So they decided to push Matt out of his comfort zone by Oktay, giving
him a mission to feed the pigeons in front of the Blue Mosque (Fig. 30).
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By the 10th frame, the team had already covered most of the shortcomings of the previous experience. It does not have to be a one-to-one
match. As we mentioned in the beginning, Storyply is not about solving
problems but to imagine and discuss how we feel about certain instances
and how that could affect our overall experience.
The outcome of the Envision The Improvement step includes:
• The resolution in the story provides a proper closure for the process
• Participants start to see the further potential of the method for the
future.
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Figure 35. Template9
CAPTURE IDEAS
This template prompts participants by asking: “Make a quick sketch of the idea and write a one
sentence description below for quick recollection of the ideas and discussions in the future.”
Additionally this template offers a section to make notes of significant ideas or discussion topics that
feels ‘off-track’ but relevant during the whole process.
Figure 36. Template9
CAPTURE IDEAS
The first Idea is a guide-driven-experience in which you listen to a virtual character who guides you
through the city on foot. This character tells you stories about the city as if he is your local friend who
walks alongside you. The second idea is a broad concept around having the traveling experience in
threefold; First you are primed for the coming experience, then you are guided during your travel and
after the activity there is an opportunity to reflect upon your experience. The third idea is more like a
feature. It’s a smart route that dynamically adopts its contents according to your chosen path and speed.
Figure 37. Template9
CAPTURE IDEAS
The notes can involve information snippets that did not materialized completely in the heat of the
discussion but feels potentially significant even though they might not have a clear purpose at the time.

Note that the goal of this chart is not to achieve precise metrics. The
goal is to provide an impression of the change as experience arcs that can
assist in the discussion.
Step8.a-Assessing the Experience in TMP7 and TM8 with Primary
Value as Self Actualizing/Meaning
The next task is to apply the Primary value (Self Actualizing/Meaning) to
the sequence on the Make Your Proposal/Propose Alternative Template.
Before moving on to the next template, the team inscribed the Experience Curve for the Primary Value on the template (Fig. 31). On to the
next template (Envision The Improvement), the team goes on assessing
the final five frames on the Envision the Improvement Template with the
Primary Value after moving things back in order and place the Primary

Value also on this template. They make a record of the emotional arc and
move to the Secondary Value (Fig. 33).

Step8.b-Assessing the Experience in TMP7 and TM8 with Secondary
Value as Autonomy/Independence
The next task was assessing the experience according to the Secondary
Value, which was Autonomy/Independence. Since we are familiar with
the sequences by now, we will not explain every instance, but please observe the experience arcs for the Secondary Value in both templates and
see what we get in the end (Fig. 33 and Fig. 34).
We can observe specific differences between the Secondary value and
the Primary value, which shows the team how emotional impact changes
concerning the chosen value. On to the next template, the team goes on
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assessing the final five frames on the Envision the Improvement Template
with the Secondary Value after moving things back in order and place the
Secondary Value also on this template.
Step9-Capture Ideas & Make Notes
The very last step is to capture initial ideas as a tangible outcome of the
process. The ninth template is called Capture Ideas, and its purpose is to
scribble (quick) visual reminders of the initial ideas and directions that
the project may take in the future (Fig. 36)
The Project team placed the three most prominent ideas that they
have achieved. During the previous steps, whenever there is a significant
idea or a discussion topic that feels like “off-track” but relevant, the team
or the designated scribe or the facilitator should make a note of it.
Furthermore, this is the opportunity to make a record of those snippets that maybe did not materialize entirely in the heat of the discussion,
but that feels potentially significant even though they might not have a
clear purpose yet.
That is what the project team did, and they produced a good number
of notes to remind them of ideas and discussion points for the future.
The outcome of the Capture Ideas step includes:
• An opportunity to take note of the ignored ideas that in the heat
of discussion.
• To converge to presentable ideas.
• A record of potential ideas even though they might not have a clear
purpose yet.
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The outcome of the whole process includes:
1. A clearly defined and structured brainstorming session.
2. An opportunity to collaboratively re-frame and interpret project
requirements.
3. Sophisticated user archetypes who are driven by convincing internal and external conflicts.
4. Visual stories about the impact of emotional values on the user
experience.
5. An externalized documentation of the shared creative process that
is immediately available for external communication purposes.
6. A new design approach to prioritize experiential properties over
physical ones.
7. A new interface that allows externalizing ordinarily intangible
ingredients such as emotional needs, personal conflicts, and
vulnerabilities that could lead to insightful discussions about
design directions.

3.3.4 Presentation & Discussion
The last task of the Storyply Workshop Session is to present the outcomes
of the group effort. It is an opportunity to re-capture the essence of the discussions and ideas and get feedback from other groups and stakeholders.

4. PRELIMINARY DESIGN EXPLORATIONS

This chapter is partially based on
Atasoy, B., & Martens, J. B. (2011, May). STORIFY: a tool to assist design teams in envisioning and discussing user experience. In CHI’11 Extended Abstracts on Human Factors in Computing
Systems (pp. 2263-2268). ACM.Introduction
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4.1 Project Context
In this chapter, we present the fuzzy front end of our design efforts on
our way to built up towards evaluating our claims through co-creative
conceptual design workshops. We present the early explorations of the
method, including an expert walkthrough and a pilot study. The concrete
outcome of these efforts is the analysis framework, which we used to
evaluate the iterations we made throughout the workshops. We explain
these categories in the next chapter (Chapter5) in detail. If you don’t want
to read about the messy beginning of how we found our feet,you might
want to skip the first four subtitles but we recommend you to at least have
a look at 4.6 to read about the source of evaluation criteria before you can
jump to Chapter 5.
Our journey started with a project assigned by the European Commission to promote ‘creative design for innovation in science and technology.’ The specific sub-goal was to develop a tool (an interactive system) to
support ideation by teams and experimental validation of the efficacy of
the tool to support creative design processes. The motivating factor behind
the project originates from the realization of a need to externalize the ordinarily natural creative reasoning process behind design decisions. The
idea was to expand the scope of conceptual exploration during the design
process with the help of tools that would assist design teams to collaboratively discuss and explore new design concepts during the ideation process.
The project framework provided a general direction to investigate design processes and tools to support creative processes. Following two years
of theoretical research, we found our focus at the cross-section between
the trending interest towards designing for user experiences and our particular interest and previous experience in visual storytelling in design. We

propose that the craft of story-building is a relevant and appropriate skill
for designers who design for experiences and investigate why and how
storycraft could support the designers’ creative process.
The EU project brief was tailored to encourage research by design approach; thus, we needed a design case to provide us with the context of a
design project to live the process in which we discover and investigate our
claims. Accordingly, we focused our attention on the conceptual design
of a tool that involved generating, developing, and testing ideas.

4.2 Early Conceptual Ideation
The EU project guided our design brief. The goal was to come up with a
tool/method to support design teams to envision and discuss experiences
co-creatively in the early phases of the process more profoundly than existing tools and methods allow.
We started by exploring design directions. Early exploration, or in
other terms the Fuzzy-Front-end by Sanders and Stappers, involves various activities to inform and inspire the exploration process that is essential for the designer’s process to find their unique path amongst the chaotic world of problems and opportunities [Sanders and Stappers, 2015].
Literature studies provided us with not only a theoretical understanding of the topic but also conveyed a unique path to explore. We found
unmistakable similarities between the creative processes of designers and
storycrafters. Ordinarily, the traditional industrial product designer’s
point of view, underrates storycraft. However, as previously explained,
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we saw great promise in this venture for the designer who would design for experiences. Asking ‘Why it makes sense for designers to look at
storytellers creative processes’ in which they plan and structure engaging
experiences leads us towards ‘what is there to incorporate’ and ‘how could
it improve designers focus towards user experience.’
A story is a crafted experience [Hassenzahl, 2010], and storytelling is the
craft. It is, therefore, relevant to try and understand the basic strategies behind
this craft that deliberately aims at influencing the emotions of its audience.

Figure 1. A section from the Poster we presented at
Gargano, Italy (2010) in the early stages of our research.
Here we are focusing on the different stages of conceptual
design processes in which designers are going through.

ORGANIZE
&
BROWSE
COLLECT
&
STORE

DIRECT
&
EDIT

SELECT & DECIDE

Concept “A”

concept “C”
concept “B”
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“Stories themselves are a kind of prototype that can be
manipulated to explore what might or might not work with
users. Stories become an anchor to test aspects of the design
process against. By definition stories have an arc that reveals
change. That change can take many forms, from development
of values by a character to environmental shifts that create
new opportunities” [Kim et al., 2010].
Through the design of a concrete tool, we aimed to make this expertise
accessible for designers. In the initial exploration process, we entertained and sketched many ideas on how to guide the design team in terms
of process and medium (analog, digital, both) in which we convey the
Storyply experience.
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Introducing storycraft into designers’ creative processes required a delicate touch in order to avoid frustration. We needed a platform, which was immediate, familiar, and straightforward. Being visual thinkers, the shortest
path to a designer’s mind and heart is by appealing to their visual understanding. We needed to visualize what we meant by converging storycraft
and conceptual design. Consequently, we set our goal as establishing the
visual representation of a temporal plane in which design thinking and
story thinking could co-exist in a mutually beneficial relationship.
Flexible context generation is essential to conceptualize product experiences in the early stages of design explicitly. Generating/sketching
reusable/disposable scenarios, characters, and environments enables
designers to explore, iterate, and generate strategies that can lead them
towards creative and coherent design proposals. Context generation for
sketching experiences requires specific actions that can be boiled down to
a gathering, organizing, and directing content (Fig. 2).
Storycrafters have always been successful in gathering, organizing, and
directing content. Stories originate from experiences, and storytelling is
an act of structurally communicating those experiences to make us understood by others [Glebas, 2008]. In light of this knowledge, story-building techniques became the main inspiration for our research efforts.
In order to achieve this goal, we needed an interface to explicitly and
structurally communicate our proposal.
Hence, we started exploring ideas on how we could establish a flexible
framework in which we could get feedback on our suggestions and iterate
further. We entertained and sketched various ideas (Fig. 3). Then we embodied a combination of those ideas on a physical mock-up to show and
tell our proposal to experts who could help us advancing with our exploration (Fig. 4 and Fig. 5). In the next section, we explain those efforts.

Figure 2. Conceptual sketching made during discussions
about how we could implement our approach in the early
phase of research.
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4.3 Expert Review

sion about what we are trying to achieve, why, and how we imagine that
it could work.

Intention: At this stage, the wanted to discuss ‘how the early conceptual
efforts in experience design and storycraft could be potentially combined’ with experts from both domains (storycraft & design). To achieve
this goal, we built a mock-up representation of our initial ideas and invited a design professor and a writer/screenwriter/director for review. In
this mock-up, we combined specific components and representations of
user experience design and storycraft on a whiteboard. We intended to
explore the potential of a visual meeting interface in which we could
discuss problems and opportunities around user experiences by playing
with these components (Fig. 3). Artifacts/idea containers act as a carrier
of meaning that makes the processed information tangible, explicit, portable, and persistent [Gray et al., 2010; Osterwalder, 2010].

Outcome: The mock-up allowed us to express our thought process, formulate questions in a structured format, and allowed experts to comment
and suggest explicitly. Consequently, we made several changes to the initial mock-up (Fig. 4).
Up until this point, we did not have a clear purpose of how to implement the story curve. Ordinarily, the Y coordinate represents ‘Dramatic Intensity,’ and the X coordinate represents ‘Time.’ The storycrafting
expert helped us understand how a story curve works and why. We replaced the function of the dramatic intensity with emotional change during
an experience to shift focus from ‘drama’ to ‘user response’.
The conceptual and visual discussion in these sessions provided clarity and helped our thinking process about how storycraft and design
craft might work as partners in a structured process. Subsequently,
we resumed literature studies and domain research for one more year
before our claims started to appear more grounded. Meanwhile, we
stumbled upon our first workshop opportunity to test an early iteration of the model.
At that point, the Storyply Method was a proposal that mostly relied
on a theoretical distillation of various approaches made out of design
thinking and storytelling strategies. Meanwhile, the emergence of a testing opportunity at Domus Academy in Milano forced our hand to interpret our ideas into an application procedure quickly.
The work in front of us was two-fold and closely intertwined: We
were to design a method and simultaneously needed to devise a reliable
and repeatable procedure to test and collect evidence to corroborate our
claims.

Process: We wrote a brief stating the goal as to establish a platform to
discuss user experiences by addressing the subjective, context-dependent,
and temporal qualities. The project brief, user profiles, project context,
including the setting, and various materials that might play a role in the
experience are used to represent the design domain.
A timeline represented the story domain: Before, during, and after the
experience. ‘Before experience’ involved actors distilled from users, ‘during experience’ involved a story curve/arc with a three-act structure (setup, confrontation, resolution) and ‘after experience’ included a one-dimensional coordinate system to place emotional qualities according to
the expected outcome (Fig. 3).
We conducted a half-day session with each expert and described our
intentions and posed questions using the board and had a visual discus66
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Figure 3.
We built a visual
mock-up to express
our thought process,
formulate questions
in a structured format
and allow experts to
comment and suggest
explicitly. This was
the state of the
whiteboard mockup
before the Expert
Review.

Figure 4.
This was the state
of the whiteboard
mockup after the
Expert Review.
We made several
improvements on our
strategy with the help
of their feedback.
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We built a meaningful workspace to introduce to the participants and
observe their interaction with the method while we recorded (audio and
video) to analyze and reflect upon after each session.
Next, we drafted a workshop procedure that conveys the method in an
orderly structure, which we hoped to be easy to explain, understand, and
follow. We also started designing templates to accompany the process. It
took a lot of trial and error until we reached the final iteration that we
present in Chapter 3, and the focus of this section is to explain the beginning of that long journey. In the next section, we present our first attempt
at formulating Storyply as a workshop experience to validate our claims.
The goal of this chapter is to map out the story behind the experience to
provide insight into our design and testing efforts that helped articulate
the foundations of our approach.
Throughout the workshop, we focused our attention on the aspects that
coincided with our expectations, identifying the general expectations that
did not work out as expected, and identifying unexpected observations.
Each session provided feedback for the next iteration, and the framework iteratively matured while we collected, analyzed, and synthesized
findings into the overall design. In that respect, we apply the following
structure to explain our experience with the first workshop in the next
section:
1. Describe the project context and any relevant background information that influenced the workshop study.
2. Illustrate the specific iteration of the method that we applied in
that specific workshop.
3. For each stage, first, we describe a) the goal we had in mind, b) the
instructions we provided for the participants, c) our observations,
and d) reflections on the session.
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4.4 Pilot Workshop
The first testing opportunity was an industry/academy collaboration
between the Design Perspectives Department of Renault Technocentre in
Guyancourt, FRANCE, and Masters in Transportation design students
of Domus Academy in Milano, ITALY.
The project goal was to explore the evolution of the vehicle experience and its future implications. The MA students were asked to
make projections into the near future of vehicle culture from a user
experience perspective.
This was a group of industrial designers and engineers with traditional (physical shape giving and manufacturing) design and engineering
education. They knew how to style exteriors and interiors of vehicles and
were used to start exploring ideas through form-giving.
However, in this case, they were asked to explore the domain for
new design directions before picking up a pen and paper. Our involvement was scheduled on the 3rd week of the project just after the second
checkpoint meeting with the client, who communicated a general concern about slow progress, which added to the design teams’ frustration.
From our point of view, these were ideal circumstances to test Storyply
since a real client was providing a legitimate design challenge, and designated designers did not have a handle on how to rise to the challenge
neither to the client nor their satisfaction. It was a clear opportunity to
test our initial claims about the shortcomings of designers’ conventional
minds and skill-set when it comes to deal with intangibles such as experiences. We built templates to serve as artifacts/idea containers [Osterwalder, 2010] (print outs, sticky notes) and to sketch and write on. Our
goal was to allow the design teams to quickly and easily explore relation-
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ships between the artifacts they generated while keeping a visual track of
their progress. The method at this stage proposed six steps (Fig. 6).
The first step was drafting a ‘UX Vision/Brief ’ to clarify user and client
goals to guide stating a vision. The second task was to break-down the
collected source materials into elements of experience; People, Places, and
Objects. The third task was to theme-up, which meant to come up with
keywords that could represent a theme the groups might like to pursue
throughout the project. The fourth task was to illustrate an establishing
shot that establishes the context for the scene by showing the relationship
between its prominent figures and objects. The fifth task was keyframing,
which meant to sketch five key moments of the experience they desired
for their user. The final task was to present and discuss the overall work,
using the generated material.

4.4.1 UX Vision/Brief
The goal in this step was to raise awareness of a broader perspective of
design components before those components start to influence design
efforts and dictate design decisions. A secondary goal was to remind participants of the fact that the physical shape giving is not the focus of
attention in this case.
Instructions were to draft a UX Vision to guide stating a vision by
clarifying user and client insights. To that end, the participants needed
to come up with statements on four different levels: (1) A user-level statement (such as redefining an experience and thus expectations of your
target user group), (2) A product-level statement ( such as creating a new
interaction technique ), (3) A business-level statement (such as investing
and insisting on design as an essential factor in your decision-making
process) and (4) a society level statement (such as introducing a cultu-

ral phenomena where customers become supporters of a technological
segregation).
At the end of the exercise, we observed that the statements they came
up with were either generic and abstract or too inconclusive to set a clear
course for design. In retrospect, while the information we were trying to
extract was an interpretation to inform the user experience, it was too early
in the process and an unfair expectation from the participants since they
did not have the opportunity to explore the experience yet. It was unlikely
for them to achieve any insights without the imagined experience.
Nonetheless, our observations also showed that participants appreciated the opportunity to communicate their understanding of the goal to
their teammates explicitly.
Participants informed us that discussing individual interpretations as a
group was not something they usually do explicitly at such an early phase
of the process. This feedback confirmed our suspicions about the fact that
the design briefs are usually taken for granted, and it is not necessarily
customary to re-interpret them as a group and discuss at the beginning of
a design process from a user experience point of view.
For the next workshop, we decided to remove the statements but to
keep the group discussion about individual re-interpretations of the brief
intact.

4.4.2 Break-down
The purpose of this step was to break collections into categories that could work
as potential story elements and later to be used as building blocks of a story/
experience. In this project, we did not have any say over the collection process.
However, a distribution with people, places, and objects were easily
attainable since they are the fundamental components of any experience.
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Figure 5.
We applied this process during the Pilot Workshop in
which we aimed to observe the appropriateness of the
choices we made in a clear step by step structure.

UX VISION
/BRIEF
1

STATEMENTS:
- USER LEVEL
- PRODUCT LEVEL
- BUSINESS LEVEL
- SOCIETY LEVEL

BREAK
DOWN
2

-PEOPLE
-PLACES
-OBJECTS

Figure 6. The MA students at
Domus Academy working in
groups in the Pilot Study.
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Instructions were to distribute the
collections into categories of People, Places,
and Objects using a Venn diagram
template. The Venn diagram aimed at
allowing participants to di-stribute content
not only into the three groups but also place
items on the cross-section of ca-tegories.
We observed that the participants did not
immediately see the value but did not complain either since it was an easy enough task.
Later in the process, they understood and agreed on the usefulness of categorizing content.
However, we took note of the uncertainty they
felt initially and decided to look into ways to
overcome this feeling in the next workshop.
Later we figured out that the task was essential but slightly misplaced. Participants needed
to feel the need to contextualize before they
face the task. We also decided to limit the collected materials to photos exclusively since the
three categories aimed to inspire story elements and statistics/diagrams or charts were too
abstract and complex to be helpful as building
blocks (Fig. 7).
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4.4.3 Theme-up
Our goal in this step was to try out the feasibility of something called
‘themes’ that intrigued our curiosity during literature studies. In fiction,
a theme is described as ‘the subject matter, topic or idea on which a work
of art or literature is based’ [Chastain, 2009]. Such as the mystery and
power of The Force as in Star Wars movies. In design, a theme can be
described as ‘the core quality and value of experience that one aims to
achieve through his design’ [Chastain, 2009] as in ‘increasing consumer
empowerment and sustainable lifestyles’ in Philips 2020 Vision document [Philips, 2011].
Our instructions first explained what we meant by themes and provided examples of themes from the film and design domains. Then we
asked participants to come up with keywords/phrases that could represent an introduction to a theme they might like to pursue in their design.
We observed that although the concept of a theme can be very influential in film storycraft, it was neither easy to explain nor to understand
and apply in our limited timeframe with participants who had no prior
storycrafting experience.
The resulting keywords/phrases were too open-ended to be useful to
inspire any themes. Group1 proposed: “Apply organic behavior.” Group2
proposed: “In this fast-moving world, the only thing that stays unmoved
is the change.” Group3 proposed: “A different proposal for human contact.” Group4 proposed: “Man, the seed of civilization.”
We realized that the themes were much more complicated to master
than we initially anticipated and decided to give it up for the time being.
A couple of workshops further into the development of Storyply, we
experimented with the same issue by introducing the concept of a ‘Controlling Idea’ instead of Themes. It turned out to be as challenging to

comprehend as Themes, so we decided to avoid using both terms since
they were doing more harm than good by confusing participants and
decreasing their level of confidence. In our opinion, the following discussion by McKee, although being full of storycraft wisdom, still clearly
demonstrates how challenging it is for someone who is not a storycrafter
to apply them in their process.
“Theme has become a rather vague term in the writer’s vocabulary. “Poverty,” “war,” and “love,” for example, are not themes; they relate to setting
or genre. A true theme is not a word but a sentence— one clear, coherent
sentence that expresses a story’s irreducible meaning. I prefer the phrase Controlling Idea, for like theme, it names a story’s root or central idea, but it also
implies function: The Controlling Idea shapes the writer’s strategic choices. It’s
yet another Creative Discipline to guide your aesthetic choices toward what is
appropriate or inappropriate in your story, toward what is expressive of your
Controlling Idea and may be kept versus what is irrelevant to it and must
be cut…
…Controlling Idea, the story’s ultimate meaning expressed
through the action and aesthetic emotion of the last act’s climax. A Premise, however, unlike a Controlling Idea, is rarely
a closed statement. More likely, it’s an open-ended question:
What would happen if … ? ” [McKee, 2010]

4.4.4 Establishing Shot/Scene
The goal of this step was to help participants to converge towards story
elements by picking specific components from the categories and place
them in a scene. Categories aimed to help their imagination and inspire relationships between the visible story elements in front of them. In the film,
an establishing shot/scene establishes the context for the scene by showing
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Figure 7.
The outcome of the “Breaking Down”
stage which later became Categorize
Story Elements.

the relationship between its prominent figures
and objects [Katz, 1991].
A secondary goal was to overcome the
difficulty of starting a storyboard by producing one frame and kindle the generation of
successive frames. We explained the concept
of establishing shot and instructed them to
compose one for themselves for the experience they desire. We observed that participants
had a difficult time with the concept of the
establishing shot.
They were familiar with storyboarding but not
used to compose an opening scene, and it did not
compute clearly in their minds. Three groups ended up squeezing events in one frame that would
typically require multiple frames (Fig. 10).
We realized that they did not fully understood
or feel assured by the following step of keyframing and tried to explain as much as they could
with what they had available at the moment.

4.4.5 Keyframing

Figure 8.
The outcome of “Establishing Shot”
stage which became ‘Setting of
Experience’ later in the method.
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Our goal was to make participants imagine
the experience in context. Consequently, we
instructed the teams to sequentially visualize
moments of the desired experience and plan
over time, similar to planning a scene in a film.
This stage was a blend of storyboarding for vi-
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sual planning for continuity and key-framing
for animation purposes.
We instructed participants to sketch five ‘key
moments’ of the experience they would like to
achieve. To keep the task attainable, we again
asked for simple thumbnail drawings on stick-papers and also emphasized that the task is
not about making good drawings or building
a good storyline.
We also presented an example to clarify the
expected visual fidelity. We asked the teams to
explore moments of experience using thumbnail drawings like they would explore shapes
and curves using pen and paper. We observed
that although the effort helped the participants discuss the experience in context, the teams
expressed dissatisfaction with the limitation of
five-frames. One group went on and key-framed two separate sequences to elaborate their
story (Fig. 11).
Eventually, teams were satisfied with their
storyboards, but mostly they perceived them
as compelling visuals to spice up their final
presentation. Since our goal was to advance the role of sequential visualization further
than being only a presentation pleasantry and
towards a sketching and discussion tool, we
decided to look into how we could do better
next time.

Figure 9.
The outcome of “Keyframing” stage
which was divided into four as it
became
1) Identify the Conflict,
2) Envision the Consequences,
3) Make your Proposal,
4) Envision the Improvement.

Figure 10.
The final work of the four groups
were presented to the Vice President
Exterior Design Renault - Anthony
Lo, Paul Stamper from the Renault
Design Perspectives Department
and the company designers under
the coordination of Deputy Director
of Master in Car Design Cem Cansu &
the supervision of Director of Master in
Car Design Marco Bonetto.
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4.4.6 Present and Discuss
On the second day, the teams gathered all the work they had done,
including their exploration before our workshop and presented to the
client to get feedback (Fig. 11). In general, this first iteration provided
us with awareness on various fronts:
The first issue was the time planning of the method on the project schedule. The time allocation of each section was already planned. However,
Storyply’s timing of inclusion into the general course of the project was
something we had not given too much attention to at the time. On the
one hand, we needed to figure out an ideal project time-slot. On the other
hand, we needed to expect and be ready for anything, since we had very
little control over what early stages meant to a client and a design team.
The second issue was the number of participants. We wanted to know
the number of participants that work best in a group to make the most
out of the workshop.
The third issue was the spatial circumstances and their consequences
on the communication between participants and our performance as
observers. Meeting spaces and design studios would potentially provide sufficient wall and table space, but having multiple groups at the
same time in one shared location complicated the audio and video
recording.
We had to figure out how to appropriately record and simultaneously
facilitate the process in future workshops.
The fourth issue was the role of facilitation. In the introduction, we
explained what to do when. The presentation stayed projected on the
wall throughout the process, with examples as reference.
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We also prepared questions to ask the participants at the closing
discussion in order to stay on point. According to the plan, the instructions were clear, the-fill in the blanks-templates were self-explanatory, and we were supposed to be able to shift between facilitator and
observer roles without too much trouble.
Our expectations turned out to be too optimistic. Groups required
much more and -on the spot assistance- with, the process and the
facilitator needed to get creatively involved with each groups’ struggle
more intimately than expected.
After the experience gained at the pilot workshop, we decided to assign the responsibility of ‘sensing themes/controlling idea’ and ‘probing
discussion’ accordingly to the facilitator on the spot. It was a considerable improvement in terms of a seamless flow with less frustration but
raised the issue about the level of creative involvement of the facilitator
into the process.
All in all, it was a very lucrative learning experience and produced
much feed-forward to pay attention to in the following phases. The
Domus/Renault experience revealed a need for a more controlled testing interface and environment before starting to test with more participants. Consequently, we decided to refine the structure using a higher
fidelity expert walkthrough to test initial claims.
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4.5 Expert Walkthrough
We first built a new ‘meaningful work-space’
[Gray et al. 2010] inspired by the observations made in the Pilot Study. Then recruited
six experts who are also potential users of our
method. The goal was to explore the design
from an expert perspective while putting them
in the user’s place and anticipate issues that
may arise during the process and make recommendations for improvement.
The case scenario presented an experience
design challenge where we could employ the
proposed method, try out, and prepare for the
real project challenges (Appendix). The Visual
Meeting [Sibbet, 2011] style urged the experts
to follow a visual track of how the process flows
but also allowed them to comment on our
thinking and decision making during the process more profoundly than a conventional presentation style such as PowerPoint or Keynote.

Figure 11.
We conducted five sessions with six
experts from design, engineering,
and business backgrounds who
actively pursue a user-centered design
approach in their academic and
professional careers.

Figure 12.
Our experts were: A design professor,
a software designer/developer and
associate professor, a Post-Doctoral
Researcher and Entrepreneur, a
software/game developer/Ph.D.
Researcher and an Industrial Designer/
Ph.D. Researcher and Urban Designer/
Usability Expert/Ph.D. Researcher.
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4.5.1 Procedure
We prepared a process demonstration, in which we provided a project brief, two detailed
personas, and a design scenario “to drive the
walkthrough” [Hartson and Pyla, 2012]. We
walked the experts through the creative process
of an imagined design team operating on an
imaginary design project with the aid of a paper prototype on the whiteboard. We learned
from the previous workshop that recording video would be excessively labor-intensive and
not necessarily worthwhile. So we documented the expert feedbacks using real-time audio,
took photos, and made notes (with time code)
of immediate comments and reminders for
further consideration.
Brief: We wrote a project brief by reviewing
several design briefs from professional projects
and distilled the characteristics into a generic
and highly plausible project brief (Appendix).
Context: We also added a project scenario on
top of the brief about the client’s situation and
mindset to increase expert’s engagement with
the project and to enhance the sense of reality
(The Waking Up Experience Case Project in
Appendix).
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Figure 13.
In order to gather feedback from
experts we generated a design
brief and lived the process for
two different user experience
scenarios using our framework,
then and presented the outcome
to the experts and asked for their
feedback.
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4.5.2 Workspace
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Figure 14. We applied the process above during
the walkthrough in which we aimed to observe the
appropriateness of the choices we made in a clear step by
step structure.
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7
PRESENT
&
DISCUSS

To demonstrate the project process for the
experts, we composed a meaningful workspace [Gray et al., 2010] on a whiteboard before
the session. We filled it with the content as
if it served the imagined design team as the
canvas to post artifacts (print outs, sticky notes) and to sketch and write.
We adapted and customized various conceptual design tools and strategies from design and storycraft domains such as brainstorming, scenarios, persona generation, framing,
post up and storyboarding techniques according to our proposed steps to see how they fit
with each other and in general.

4.5.3 Process and Consequences
on Design
In this study, we introduced the threefold sequence of Backstage (later became Backstory),
Stage (later became Story), and Review (later
merged with Story). The segmentation and
sub-segmentation of the Backstory, Story
is explained in Chapter3. In this section,
we focus on the insights gained from the
walkthrough session in general, which helped us build the next iteration and the work-
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shops on our way towards design. Here we highlight what is different
from the pilot study, why and how the changes paid-off, and how
progress guided the following iterations. First, we divided Backstage
into three sub-steps; (1) Project Scenario/Brief, (2) Audition (formerly
Break-Down), (3) Casting. Then divided the Stage into two sub-steps;
(4) Establishing Shot, (5) Action Keyframer. Finally, divided Review
into two sub-steps; (6) Dramatize and (7) Present and Discuss.
In this study, we tried a different strategy with the UX Vision. Instead
of asking for statements, we asked about the hopes and dreams of the potential user and the client separately and posted them on the whiteboard.
We suggested this strategy to achieve keywords that were less restrictive
than statements. We also dropped UX themes as separate titles and instead used keywords that could make sense with project goals and inspire
the rest of the process. For instance, if the project brief and user research
suggested a younger target group, the keyword became; ‘Young’ or a quality such as ‘Connected’ that might be associated with young people. Since
this process was designed for the experts to evaluate the outcome, we also
felt the need to simulate the time spent between UX Themes and Audition for the design team to explore the project domain in a real project
context.
However, since we perceived the act of exploration as a natural step, we
did not assign a separate title for this at the time. We renamed the Break-Down as Audition to emphasize the act of choosing from the collection, and this time we provided a ready-made collection of pictures in
order to limit the level of abstraction and speed-up the process. During
the five (three to four-hour) sessions, experts observed the method in
detail while we walked them through the workflow while demonstrating
how we envisioned the whole process to play out. Participants questioned, challenged the model, and discussed the pros and cons.

They appreciated the case scenario and agreed that it complied with
their own professional experience. One question raised by almost every
expert was the fidelity in visual composition. The sample we provided was
the work of an experienced thumbnail artist, so it raised a question mark
for the less experienced thumb-nailers for future workshops.
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4.6 Analysis Framework as the
Outcome
The Expert Review, Pilot Workshop, and
Walkthrough Sessions helped us observing
how experts and other participants have received our proposal. Analyzing the documentations, we made during these three studies gave
us the insights for building the framework to
analyze the following workshops.
As we mentioned previously, we recorded audio, took photos, and made notes (with time
code) of immediate comments and reminders for
further consideration. When we transcribed the
audio recordings and compared each participants’
comments side by side, we observed four central
discussion points within participants’ feedback.
We assigned four descriptors to those points
to elucidate them.
Figure 15. We transcribed experts comments using the
audio recordings we made in each session. At the end
of the study we post all comments side by side and with
the help of the time code we were able to compare and
analyze expert feedbacks. This allowed us to recognize
a pattern emerging within the feedback which we color
coded and categorized respectively.
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1. ‘The level of friction while navigating (without getting bored, confused or frustrated) within the process’ was the first which we described as FLOW (Continuity)
2. ‘The style and fidelity of expression
(orally, literally, visually, spatially, gesturally)’ was the second which described as
EXPRESSION (Style)
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3. ‘The descriptiveness and timeliness of instructions and facilitation
of the process’ was the third which described as GUIDANCE (Instructions & Facilitation)
4. ‘The direction of the focus during the discussions’ was the fourth and last quality which we described as OUTCOME (Focus &
Direction).
Admittedly, the rationale behind arriving those four specific criteria
was also influenced by our professional and teaching experiences as well
as by the literature studies we refer to in the first chapter.
FLOW (Continuity)
The Storyply method follows a linear sequence of ‘fill in the blanks’ where the participants are expected to perform specific tasks while brainstorming. Although most of these tasks are universal conceptual design
practices, the overall arrangement is new and unique to Storyply. One of
the experts described this as: “speaking a new language using existing vocabulary.” This new syntax comes with a learning curve, and it is essential
to avoid frustration during the adjustment.
Every story needs to have a defining path in which the beginning turns
into the middle and the middle into the end [Duarte, 2010]. A complete
story relies on the basic need to establish this continuity in order to convey a seamless flow between actions in order to connect with its audience
[Glebas, 2009].
Story analysts in the movie industry observed the practice of limiting
scene lengths under particular durations in order to keep audiences engaged with the storyline [McKee, 1997]. After all, a (film) director’s job
is to structure a story by directing the attention of his/or her audience in
a way that avoids boredom or confusion [Glebas, 2009]. Since our parti-

cipants were also the audience of our studies we decided that these basic
structural principles also applied to us.
Our observations confirmed this strategy showing that our participants
required a clear path along with the freedom to move back and forth.
They also communicated a need for optimal engagement with each step to
distribute their energy evenly over the process without getting disoriented.
• E1: “You start somewhere at the peak of the experience, and you work
your way back & forth. Because that is where the basic value that you
are trying to address is, which is the situation where the impact of what
you are proposing would be, most pronounced.”
•
…The tricky part is to build the first believable story. At one point,
you need to feel the frustration?
•
…Capturing (visually available) keywords and ideas (on the spot)
protect them since you will stop considering them after a certain time.
On the other hand, trying to capture each and every detail in a structured way will create chaos. So keeping an overview of those discussions
gives me the opportunity of seeing the beginning and the end of the
process, and (from there) I can start tweaking.
• E2: “You need to improve the speed & efficiency to reach insights.
• E3: “It (the framework) needs to be structured in terms of a process
that communicates how you are supposed to follow.”
• E4: “It seems that there are too many steps. Designers are not used to
having such explicit and clearly defined steps in their usual process.”
• …“How long is too long for a process like this, a day or one and a half
day?”
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With the guidance of literature and the feedback from preliminary studies
when moving from one iteration to the next, in order to focus our attention
on Flow, we decided to ask ourselves if the design decisions made in that
iteration supported the participants in navigating without getting bored,
confused or frustrated in the process?

•

EXPRESSION (Style)
A conceptual design process requires delicate attention on what level of
quality is good enough to move on from one stage to the next. Each
domain aims at a specific sweet-spot when it comes to the level of representation in the early stages of design.
In Product-oriented design processes, the fidelities of drawing is well-established with appropriate toolsets. As in, an ‘explorative sketch’ or a
‘descriptive sketch’ [Robertson et al., 2013]. Interaction design has ‘wire-frames’ and ‘flow-charts’ for planning actions that lead to functions
and features [Moggridge, 2007]. Film making has ‘storyboards’ and ‘beat-boards’ for visual planning [Glebas, 2009].
Following feedback, we settled on ‘thumbnail sketching’ with captions
on sticky papers as our sweet-spot for key-framing, which is a style used
by both designers and storytellers such as concept artists, comic’s artists
and anyone who plans visually for sequential arts [Mead, 2006]. Thumb-nailing produces visuals that are not too difficult to achieve and yet recognizable. It does not require drawing skills, as one would expect from
a storyboard artist. Simple line drawings suffice since they act as reminders, ‘memory keys,’ as one of our experts call them, to accompany the text
below each drawing that explains what happens in that frame more clearly.

•

•
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P: “The style you use (thumbnail drawings) is much more explicit to
communicate (the process) to others.”

•

•
•

E1: “It (Pictures) is a very important memory key. When you have
heard the story once and you know the picture with it you say; Oh
Yeah! it is that part of the text.”
E2: “What should be the ideal fidelity of the keyframes? For instance
the fidelity you provide here (keyframes used in the walkthrough session) are quite difficult to achieve by someone without drawing skills.”
E3: “Multimodal presentation theory says pictures and text are complimentary; pictures give you context without focus and text give you focus
but it takes a lot of text to create context. Combining them both…”
E4: “A lower fidelity (of drawing) wouldn’t matter as long as the sketch
transmits the core idea that needs to be transmitted.”
“…Fidelity of the drawings might not be too important as long as you
get the story, which is important.”

While moving from one iteration to the next, we used the guidance of
literature and the feedback from preliminary studies. As a result, to focus
our attention on Expression, we decided to ask ourselves if the design
decisions made in an iteration help the participants to express themselves
sufficiently (orally, literally, visually, spatially, gesturally) in order to discuss in terms of experiences throughout the process?
GUIDANCE (Instructions & Facilitation)
In storycraft, the audience needs to be brought to the place where they
can understand why something is happening in order to engage them
emotionally involved with the storyline. The structure behind that process is the key to a successful ‘direction’ as in a movie director’s job [Glebas, 2009]. There are various pitfalls towards that goal, which can be
avoided with the right guidance.
There are well-established guidelines to help with this process in the
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domain of storycraft that could also be useful for designers. For instance,
pictures show actions and actions have at least three steps: “The anticipation of the action, the action itself and the aftermath of the action.” or “Film
always shows the present tense. Film scripts are written in the present tense.
They are happening now!” [Glebas, 2009].
Storcraft offers helpful tools to ignite imagination with the purpose
of framing experiences such as Story Event, Story Values, Scene, Beat, Sequence, Act, Exposition, Plot, Controlling Idea, Protagonist, Backstory, Inciting Incident, Story Conflict [McKee, 2010] (See Appendix for detailed
explanations of these terms). This knowledge-base presented opportunities for applying and testing various tools of ‘storythinking’ [Simmons,
2015] into our approach.
From our perspective, we automatically imagined “how things are” before “how things could be.” It took several workshops to recognize the
fact that, to our surprise, this was a designer specific way of thinking,
it was an acquired skill and not self-evident to everyone. The method
needed to guide the participants explicitly instructing when to imagine
the sequence of events as ‘they are now’ before thinking of events as ‘they
could be’ in the future. Similarly, there were various other, potentially
useful tips.
•
•

•

P1: “We (as a group) feel uneasy with the scale of topics at hand and
uncomfortable with the fuzzy brief they (client) gave us.”
E1: You are making that situation understandable both in terms of
how did you get there and what would be the implications…You first
build a story of how things are, before you build the story of how it
could be.”
“…You need to direct the discussion towards stories that promote the
question; why.”

•
•
•
•

•
•
•
•
•

“…Characters make choices out of values, how are you going to capture this (in your process)?”
“…How much guidance you want to put into it (the process) What are
the things you could look at if you get stuck?”
E3: “ You will need to support them ( participants) to look at which
are the better directions to go to create a tidy experience.”
“…It (the framework) needs to be structured in a way that guides you
to a certain outcome like: how will you keep the focus on the experience.
“It cannot be too enforcing, but it needs to set some good principles like,
define a route and tell, if you are stuck here, look at this!”
E4: “How does this process work with you and without you (present
during the workshop)?”
“…How do you validate the method? By the result, or the process?
“…Would this method be useful in analyzing existing stories?
E5: “It is hard to involve users in the design process, but when you
show them something like this (the visual wall), they start to understand. I do not know if it is your drawings or something else, but it
makes the story very understandable. Showing just the keyframes will
enable them to relate themselves and provide feedback, and also, it
is an input motivation. This way of visualization allows the user to
1-Disagree with the scenario. 2-Suggest their alternative view of the
user experience.

With the direction of literature and the feedback from preliminary studies, moving from one iteration to the next, to focus our attention on
Guidance, we decided to ask ourselves if the design decisions made in
that iteration support envisioning experiences through instructions that
facilitate the process?
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•
OUTCOME (Focus & Direction)
One of the most critical questions that were raised during the walkthrough process was; what will be the primary outcome? Is it a story, an idea, a
concept, or all of the above? If this was a user/customer — story/journey,
the five frame structure was too short for capturing a coherent storyline
even with the involvement of an experienced storyteller. If this was an
idea or concept, then there was very little space for an ample description
or presentation.
Here is an opportunity to recognize the unique quality of the Storyply
Method. There is no doubt that stories are essential, but they are not the
ultimate intended outcome. The quality of stories is not our concern in
our case. New experience ideas and concepts are also a critical outcome. However, the specifics are irrelevant since this is a conceptual phase,
and detailed design specifications are going to be addressed in a later
phase anyhow. The most valuable outcome, above all, happens to be the
structured discussion amongst participants, which puts the experience
in the spotlight before everything else. As one of our experts’ described
quite accurately:
•
•
•
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E1: “the procedure steers participants to the ‘WHO’ and ‘WHY’ while
avoiding the ‘HOW’ and ‘WHAT’ for the time being.”
- E1: “How do you force people to ask the question in this (experience-oriented) direction?”
- E2: “You need a generalization of that story for that experience to
lead towards these kinds of products, services. Then you start to confirm generalizations in the next occurrences by trying to say more and
more. Furthermore, when you stop introducing new concepts, then you
understand the problem and the experience.”

•

•
•

“…I can see lots of potential stories, but I cannot see your concepts that
much…Now you are giving people a new vocabulary to explain and
structure their process in terms of…?”
- E3: “It (the framework) needs to be structured in the way that is
guiding you to a certain outcome like; how will you keep the focus on
the experience?.
- E4: “What is the added value of each stage and in the overall?”
“…I do not think that the aim is to achieve the (ultimate) target user
but to discuss alternative experiences that might inspire new designs.
For instance, while you start to design for Astronauts, you might very
well end up designing something for the elderly. The aim is not to proceed towards a high-end outcome but to discuss alternative experiences
that might inspire new designs.”

Consequently, we decided to focus our attention on these areas in order
to organize the feedback we gathered in the following workshops (Fig. 3).
They served as the points of reference that we kept in mind while making
decisions on which functions and features needed to be kept or discarded
after each iteration.
While focusing our attention on Outcome, we decided to ask ourselves
if the design decisions made in that iteration help the participants ideate
and discuss with an experience focus throughout the process and produce
ideas fueled with experiences?
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Applying Storycraft To Facilitate an Experience-Centric Conceptual Design Process that has been accepted for publication in the Conference Proceedings and for presentation at HCI International 2020 in Copenhagen, Denmark by Berke Atasoy and Jean-Bernard Martens is partially based on this chapter.
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5.1 The Evolution of Storyply (not Evaluation)
We have iteratively designed, evaluated and re-designed Storyply over
fifteen workshops in Italy, Sweden, Turkey and The Netherlands with
154 participants (63 Professionals and 81Students/Trainees) from diverse
backgrounds such as: designers (industrial, product, visual, interaction,
service, strategy, software, hardware, UX), researchers, engineers, managers, filmmakers, R&D specialists and CEO’s.
During the fifteen workshops, the framework evolved and matured
into more stable versions of itself. In each version, we built a sequential
structure in which the suggested process was open for experimentation,
observation, and debate. Amongst these various iterations, we proposed
four definitive versions throughout our studies (Fig. 2).
To avoid potential boredom caused by too many details, in the beginning, we start by focusing on the intention and the outcome of those
decisive moments of the framework and summarize the design relevant
information as a whole.
In Chapter6, we provide full context by going through each workshop
and presenting the circumstances of each project to provide information
about the specific industry domain and target group. In Chapter 6 we
also describe the followed procedure in detail and illustrate the evolution
of the method, toolkit, and workshop.
While we present specific workshops in historical order to point out
the decisive moments, we have divided the discussion under four sections
to represent the primary purpose the specific groups of workshops served
throughout the study. The initial workshops using V0 (Fig. 4) mainly
served the purpose of building confidence before experimenting in the
field (Sec.5.2: Building Confidence/Workshops 1 to 3).

We continue in the next section (Sec.5.3: Leaving The Nest/Workshops 4-7) by describing the next four workshops in which we observed
seasoned designers working with it. By the end of this section, we gathered enough insights to upgrade the framework to Version1.
The next two workshops (Sec.5.4: Touching Base/Workshops 8-9)
allowed the time needed for several observations to sink-in and allowed
converging on some crucial insights which we incorporated in Version2.
By this point we were convinced that the success of the method heavily
relied on the success of the workshop facilitation and therefore in the
last six workshops (Sec.5.5: Going The Extra Mile/Workshops 10-15) we
focused on the design of the facilitation as much as on the design of the
method itself.
At the end of this section, we devised Version3, which is the final version that we discussed in Chapter 3 of this thesis. Each workshop provided feedback for the next iteration, and the framework iteratively matured
while we collected, analyzed, and synthesized findings into the overall
design.
As a designer and a design researcher in this study, our design perspective played a significant influence on our decision making. The discussion
in this chapter encompasses the evolution in our perspective as much as
the method as a whole.
As previously mentioned in this dissertation, The Storyply Method
suggests two main layers: Backstory and Story&Review (Fig. 1).
The Backstory is the first layer in which the collaborative process starts
at the workspace. In storycraft, a Backstory represents the set of significant events that occurred in the characters’ past, and the storyteller utilizes those background information while building the story’s progressions
[McKee, 2010].
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Figure 1. A close up view of the
Backstory, Story and Review.
One of the experts described the
relationship between the two as:
“Backstory helps building the
story and Story & Review helps
building the character in return”.
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First, we focus our attention on the Backstory stage of each version and highlight our
general impression about it and what changed
through the Backstory as a whole.
Next, we discuss the Story and Review stages
of the same four versions and share the design
relevant information we accumulated over
the fifteen intermediate workshops, which inspired our decisions.

HE

LPS

B UIL DI

ENVISION

A S A R E S U LT O F T H E
P RO P O S E D A LT E R N AT I VE

AC
NG THE CHA R

TER

5. DESIGNING & EVALUATING STORYPLY

Version 1

Version 2

Version 3

WORKSHOP 1

Audiovisual Communication
TU/e Dept. of ID
Eindhoven

3

WORKSHOP 4
Postal Services
VERYDAY
Stockholm

WORKSHOP 8

WORKSHOP 10

WORKSHOP 12

RADEMAKER
Culemborg

Neonatal Intensive Care
TU/e & MAXIMA HOSPITAL
Eindhoven

5

3

18

12

WORKSHOP 9

WORKSHOP 11

WORKSHOP 6
Industrial Bakery

Lighting Experiences
TU/e & PHILIPS
Eindhoven

WORKSHOP 2

Distance Communication
TU/e Dept. of ID
Eindhoven

5
WORKSHOP 3

Co-located Collaboration
TU/e Dept. of ID
Eindhoven

5
WORKSHOP 5
Urban Travelling
INTERNATIONAL
FILM FACTORY
Istanbul

2

WORKSHOP 7

Packacing & Houseware
INNOVATION PIONEERS
Stockholm

Lighting Experiences
TU/e & PHILIPS RESEARCH
Eindhoven

22

14

Campus Experience
TU/e & AUTOMOTIVE
CAMPUS
Eindhoven

15

Lighting Experiences
TU/e & PHILIPS
Eindhoven

WORKSHOP 13

WORKSHOP 14
Video Marketing
GAMEHOUSE
Eindhoven

6
WORKSHOP 15

Working Environments
TU/e & STRUKTON
Eindhoven

Cloud Business Software
EXACT
Delft

21

17

6

NUMBER OF
PARTICIPANTS

UNIVERSITY PROJECTS
with Students

INDUSTRY PROJECTS
vith Professionals

UNIVERSITY/ INDUSTRY
Collaboration Projects with Students & Professionals

Figure 2. An overview of the 15 workshops with information about to the type of projects, number and type of participants over time. It also shows the points the decisive versions are.
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5.2 The Evolution of Backstory
5.2.1 Key Insights about Backstory in General
Backstory is about externalizing a fuzzy internal process by steering specific attention to the building blocks that are usually taken for granted. When we are facing with a new project, there is a lack of common
ground to capture and share first impressions between the team members
in a concise manner. Later it will be too late. They are either going to
be forgotten, dismissed, trumped, or will become convictions without
sufficient deliberation.
The flawed disillusionment from storycraft:
In my two decades of academic and professional experience around creatives
who have been trying to use stories and storytelling as a means of conceptual
design, I have observed a similar pattern. At the beginning of the process,
regardless of their background, everyone is exhilarated about the prospect of
storytelling. They only start to appreciate the difficulty of storycraft after the
outcome of their initial efforts falls short in meeting the expectations they
had in the beginning. We want to call this effect “The flawed disillusionment from storycraft.” There are various reasons why this happens, and we
have tried to cover and address them at each step of our method.
A typical response to this disillusionment is to retreat to a safer position
where storycraft has a proven value, which is using stories for presentation purposes. As we have stated previously in this thesis, we believe that
storycraft is useful beyond presentation and persuasion purposes. The
Backstory section of the method aims to overcome this disillusionment
by starting to remove the source problem at the beginning of the process.
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The difference between telling and discussing:
Another popular assumption states, ‘everyone can tell stories.’ This assumption may ring true from a consumer perspective. However, from a
professional point of view, there is a big difference between telling a story
and using the act of storycraft for ideation.
Backstory addresses this very important and often neglected difference.
In our studies, we observed that an account of an incident, event, or
a memory-bit required a structure in place in order to inspire insightful
discussions. In other words, an ‘experience idea’ for design needed to be
identified, primed and appropriated according to its relevance to the situation at hand.
In Backstory, we explored appropriate ways of focusing the designer’s
attention first on the components that generate the circumstance of that
story/experience before the story/experience itself.
Literally being on the same page:
Even under the best circumstances, achieving a user experience focus as a
team is a complicated task with particular prerequisites. Firstly, the team
needs to have a shared understanding of the project goal. Bringing everyone on the same page can become an extremely evasive task if being on
the same page only stays as an expression. Backstage offers a practical/
physical common ground that each participant can use to express their
opinion in a format that can be processed and shared. This issue is explored over 15 iterations and four versions and addressed with TMP1:
Interpret Project Goals in the final iteration.
The importance of chores:
The team members need to familiarize themselves with the components
that make up the experience separate from the sequence of events. We
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believe that the lack of this separation is the leading cause of “the flawed
disillusionment from storycraft” in most cases. Designers are famous
for “taking a plunge off a cliff and building their wings on the way.”
Although this strategy helps them make their mark as spontaneous creatives, in the case of storycraft, designers need to remember that in order
to take the plunge, one at least has to climb the hill. Backstory is about
this climb. Without an organized way of collecting and organizing raw
materials for inspiration, the prospect of good design shrinks rapidly.
Backstage has to provide the means to organize the inspirational collections in a fashion that would allow participants to browse and explore
the potential components of experience in a co-creative fashion free
from the complexities that come later with the generation of a sequential structure. We address this with TMP2: Categorize Story Elements
in our final iteration.
Characters are more than Personas:
Characters and setting are the two essential components of an experience.
These properties have to be discussed and externalized properly before the
team sets off on the journey of generating experiences. As we mentioned
earlier in this thesis, storycraft offers practical strategies to build rich characters and settings. However, It is important to remember that one does
not have to become an expert story-crafter to design for experiences skillfully. Backstage in Storyply should be able to guide us in generating characters and settings better than an average Persona could inspire. A Persona is a useful tool in the domain that it originates from, which is market
research. The repurposing of personas as-is for conceptual design is flawed
by design since a persona is a document that is designed to focus on market orientation, minimize risk, convince and reassure management with a
promise to forecast the purchasing decisions of the customers. It does not

encompass the subtleties of emotional reasoning that drives people when
they go through experiences. Backstory inherits the necessary dichotomy
between “drive” and “vulnerability” of a character in a story and prepares
us for a discussion about what makes our experientors feel the way they
do, when, and why? We address these issues with TMP3: Cast Your Characters in the final iteration of Storyply.
A Relatively Low fidelity of Expression:
The knowledge, insight, and perspective on story components will differ
from each other depending on participants’ specific background and experience. Additionally, the appetite for visual communication heavily depends on the professional disposition of the individual participant. However, we need everyone’s perspective and should allow each participant
to be able to externalize their accumulation of inspirations free from any
communication barriers. Therefore Backstage has to embrace a relatively
simple fidelity of visual expression while encouraging a vibrant and sophisticated discussion.
We also learned that, as spatial and visual imagination go hand in hand,
designers are not more skilled than non-designers when it comes to imagining a scene of experience. Starting to make a drawing, even in the purest
sense, can become the most daunting challenge. Two roles spontaneously
emerged throughout the workshops; ‘The Scribe and ‘The Plotter.’
The Scribe assumes the role of initiating a consensus during a discussion by picking up the pen and stick-notes and start writing down group
decisions and post it up on their appropriate location. The Plotter is the
impromptu draftsperson with some level of confidence in drawing skills.
Sometimes they can become the same person, but most of the time, the
two roles were shared by different people in the beginning and assumed
by the rest of the team after some time. All groups required timely in91
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structions and skillful facilitation in order to translate insights into components and components into notions.
On the overall, participants needed constant reassurance that they were
heading towards a point in which the parts would come together and start
to make sense. We explored this issue throughout every step of the way.

5.2.2 Key Insights about Backstory for Each Section
1. Interpret Project Goals (TMP1) puts a spotlight on this moment
in time to highlight the opportunity to generate and record a collective first impression. In this effort, we observed the main challenge as keeping the goals short and to the point. We perceived the
core value as the ability to record and share individual perspectives
at the beginning.
2. Categorizing Story Elements (TMP2) introduces a pinch of storycraft into the practice of insploration by expanding the discussion
about inspirational collections further than “physical properties”
such as form, materials, and manufacturing to “experiential properties” such as people, places and objects. We did not observe any
significant challenges in this template. We observed the core value
as the effect of firing-up and supporting the visual imagination of
participants.
3. Cast Your Characters (TMP3) is to steers the discussion about
users from “identifying their needs as consumers/users” to “identifying with them as characters in a story.” We observed the main
challenge as to decide when to discuss the character ‘in general;
and when in ‘the context of the specific project.’ We observed the
core value as the discussion around multi-dimensional archetypes
to establish substantial grounds for credible personality traits.
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4. Contextualize the Experience (TMP4) encourages participants to
dwell on imagining the setting of experience collaboratively in order to share the opportunity to discover different perspectives, literally and visually. We observed the main challenge as a general reluctance towards making illustrations. We observed the core value
as firing-up and supporting the spatial imagination of participants.
We were quite surprised to see that the first, third and fourth templates of Backstory was also perceived useful as a standalone application
amongst design students to organize their thoughts and discussion before they set out for a conventional storyboarding effort. Also, in various
workshops, professional design teams praised the quality of the discussion, and they admitted that they might want to use TMP3 and TMP4
in the future separately from Storyply.
In Chapter 6, we present the specific workshops to provide context for
our studies and our analysis protocol.
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the USER
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Client’s Present
What?
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Perspective.
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Why?

User’s Future
CLIENT INTERVIEWS

How?

Why?

LOCAL CIRCUMSTANCES

5
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What kind of an
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after and Why?
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3

6

urban
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Photo

6.1

Occupation

Age

Location

TMP1
TEMPLATE GOAL:
Start a discussion about project circumstances
with user experience focus

Figure 3. Backstory Section tested between Workshop 1 and 7:
In V0, Backstory consisted of 6 steps divided over 3 templates. We
based the decisions made in this version of the observations made
throughout the preliminary studies (Chapter4/4.3, 4.4, 4.5).
The 1st template (TMP1) intended to immediately steer participants’
mindset towards envisioning user experiences by asking about the
past, present, and future of the Client, User, and the Vision. However,
we observed that the required information still needed to be generated throughout the rest of the process.
In the 2nd template (TMP2-no name at this point), the intention was
to ease participants into thinking in terms of experiences by looking
at everyday things as story elements. We observed that this approach

Daily Activities
morning

midday

afternoon

evening

night

6.2

Motivations

Potential Points of Tensions

6.3

6.4
CHARACTER 2
Photo

Name

Daily Activities
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SECTION GOAL:
Exploring the
circumstances of
the project from
the DESIGNER
Perspective.

inside

midday

afternoon

evening

night

Location

Objects
Motivations

TMP2

resonated very well with the teams. It was easy to understand and
use. We tried several variations on the way, and by the end of the 7th
workshop, we concluded that the version in which the participants
work as a group on one big template works the best.
The intention of the 3rd template (TMP3) was to identify the spatial
circumstances of the potential experience with its experientors. We
observed that the map with readymade icons on sticky notes encouraged participants to discuss the setting of experience. However, they
were not enough to visualize an environment without the motivations
of its residents. Therefore, we decided to move the next section (Section6) in front of this one in the next iteration (TMP3).
The goal of ‘Character 1 & 2’ was to support the team to think of

SECTION GOAL:
Identifying the
person(s) who leads
the experience.

Potential Points of Tensions

4

TEMPLATE GOAL:
Provide visual inspiration & point out the opportunity
to look at everyday things as story elements

SECTION GOAL:
Identifying the
locational
circumstances of the
potential experience.

REPEAT

TMP3
TEMPLATE GOAL:
Identify locational circumstances
& potential experientors for the project

Version 0

believable characters as experientors. In this section, we observed
‘Daily Activities’ (Sub-section 6.2) became an issue since it enabled a
sequential perspective, which begets premature storylines.
Backstory was about the background of the project context, its
experientors, and the setting of the experience. We needed a way to
keep the participants from skipping vital steps of preparation and
making up premature stories. This was a crucial and necessary intervention to modify the bad habits around a diluted way of storytelling
that is already widespread in the design industry. In principle, we
wanted Backstory to represent the missing link between participants’
creative confidence and narrative capabilities.
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BACKSTORY
TMP1
1

2

AUDITIONING

SORT THE INSPIRATIONAL
IMAGES INTO ELEMENTS OF A
STORY & EXPERIENCE

SESSION BRIEF

People

3

CHARACTERS

TITLE and SHORT DESCRIPTION

CASTING Characters
Name

General MOTIVATIONS (regarding project context)

3.3
Occupation

3.1

THE BACKGROUND OF THE PROJECT

Age

ESTABLISHING the setting

4

urban

nature

What do we see if we take
one snapshot from the
scene of experience?

(Establishing Shot)

Location
inside

4.1

Potential Points TENSION (regarding project context)

4.3

outside

Interacting Characters

OBJECTIVES OF THE PROJECT

3.4

3.2

Places

4.2

Objects

SETTINGS

PROPS

TEMPLATE GOAL:
Discussing about
PROJECT BACKGROUND AND OBJECTIVES

TMP3
TMP2

TEMPLATE GOAL:
EXPLORING for INSPIRATION

Figure 4. Backstory Section which was started to be tested with
Workshop8:
In Version1, Backstory consisted of 4 steps divided over four templates. V1 formed after the Internal Evaluation Session with the experts
after the 7th workshop (CHP6/Sec 6.2.5).
In the 1st template (TMP1), we dressed the need for reframing the
brief at the beginning. Reframing is the reformulation of “underlying
structures of belief, perception, and appreciation” [Schön, 1984] as an
answer to new information acquired from the situation. It could be
about “the desired end goal, importance and relevance of features,
boundaries to the design situation, or criteria for evolution” [Wikström,
2013]. So far, the activities we tried in this step were either obliging
or open-ended. Therefore, we decided to provide a template which
would prompt the participants to focus on the things they already
know rather than diving into detailed inquiries or premature assumptions. This strategy allowed them to get familiar with each other and
the project at the same time. Moreover, we realized that although we
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When is it?

needed individual opinions, the format of the template was pushing for
a premature consensus.  	
In the 2nd template (TMP2), we combined the two-step in the previous template into one. It worked faster and without confusion. 	
The 3rd template (TMP3) became ‘Casting Characters’ following
an observation of a tendency towards generating ‘characters’ before ‘settings.’ We settled on two subsections, which resonated well
with the participants; ‘General Motivations’ and ‘Potential Points of
Tension.’ Daily Activities became redundant since the subsequent
template had a similar goal with a more comprehensive approach.
Discarding it not only prevented the premature storytelling but also allowed space on the template to add supporting characters to interact
with the main character.
It became clear that Characters and Settings required separate templates to emphasize the individual significance and their consecutive order.
In the 4th template (TMP4), we pulled ‘Establishing The Setting’ from the Story&Review section and combined it with the ‘Loca-

Where is it?

What is around?

What do we need to know about this
scene other than what we see?

TMP4

Version 1

tional Circumstances.’ The idea behind locating characters on a map
and embellishing those circumstances with weather conditions was to
inspire spatial circumstances. However, participants’ level of attention
was not sufficient enough for us to allocate a standalone template for
this task, which was already about to be addressed in the ‘Establishing Shot’ anyhow. On the other hand, the Establishing Shot/Scene
of Experience template was often perceived as strenuous by participants. We found that the problem originated from the question, “What
is happening?”. It was a complex and prematurely posed question
since the goal, in this case, was to visualize spatial circumstances
rather than events.
We also downsized the map since it was not used as much as we expected. Even though Establishing Shot was a vital part of the process,
it was also a foreign concept to our participants.
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BACKSTORY
TMP1

TMP3

Experiential BRIEF

1
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Individually describe what this experience is essentially about

AUDITION

3

2
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Location

SETTING of Experience
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Discuss about what drives this character?
What wakes her/him up in the morning?
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3.2

4

When is it?

Who is involved?

Where is it?
Potential Points TENSION (regarding project context)

CHARACTERS

Supporting Characters
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3.1

Individually give a TITLE of your own to the experience

TEMPLATE GOAL:
Reframing the PROJECT BRIEF

Main Character

People

Objectives
Individually summarize what should be
the MAIN EXPERIENTIAL GOAL according to you

TMP4

CAST

Discuss about the characters’ Vulnerabilities.
What keeps him/her up in the middle of the night?
(primarily keep the projects context in mind)

3.3
What is around?

Places

TEMPLATE GOAL:
IDENTIFYING THE USERS of THE EXPERIENCE

Objects

SETTINGS

PROPS

TMP2
TEMPLATE GOAL:
EXPLORING for INSPIRATION

TEMPLATE GOAL:
IDENTIFYING THE CIRCUMSTANCES
of THE EXPERIENCE
&
ESTABLISHING a SPECIFIC
SETTING OF EXPERIENCE

Version 2

Figure 5. Backstory Section which was started to be tested with
Workshop10:  	
In Version2, Backstory, once again, consisted of 4 steps accompanied
by four templates. This version found its form after the 9th workshop.
Even though there were only two workshops between this version
and the previous one, the changes introduced here were significant
enough to call it a new version since we introduced individual decisions that we have been postponing from the two previous iterations.
First of all, we introduced wording and format improvements such
as changing ‘Session Brief’ into ‘Experiential Brief’ and ‘Interacting
Characters’ into ‘Supporting Characters.’ In template four (TMP4), we
dropped the title, ‘Establishing Shot’, and instead merged ‘Locational
Circumstances’ with ‘The Scene of Experiences’ (without the world
map) in one template.
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IMAGINE THE SETTING OF EXPERIENCE AS VIVIDLY AS YOU CAN BY FOLLOWING THE QUESTIONS BESIDE EACH SECTION.

DISCUSS ABOUT WHAT DRIVES THIS CHARACTER? WHAT WAKES HER/HIM UP IN THE MORNING?

3.2

1

CONTEXTUALIZE THE EXPERIENCE

General MOTIVATIONS

Main Character
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PROPS

1.2
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Discussing about PROJECT BRIEF/
CLIENT & USER

3

Friends?
Family?
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Strangers?
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Objects?
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Light?
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IDENTIFYING THE CIRCUMSTANCES of THE EXPERIENCE

Places
SETTINGS

STEP3PLACE THE SELECTED IMAGES TO
THEIR APPROPRIATE CATEGORY
ON THE DIAGRAM

TEMPLATE GOAL:
EXPLORING for INSPIRATION

Figure 6. Latest status of Backstory Section of the Storyply
Framework:
In Version3, yet again, Backstory consisted of 4 steps accompanied
by four templates. This version found its form between the 10th and
the 15th workshop. Up until this point, we were using terminology from movie making such as Auditioning, Establishing Shot,
Keyframing. Such domain-specific unfamiliar terms were harming the
participant’s self-confidence. After all, “A user interface is like a joke. If
you have to explain it, it’s not that good.” *
To make a self-explanatory interface, we wrote instructive titles
for each template in order to prompt the expected outcome in each
section. (Interpret Project Goals, Categorize Story Elements, Cast
Your Characters and Contextualize the Experience.)
In the 1st template, we also modified the format to accommodate
everyone’s point of view before having a discussion, free from peer
pressure.
In Categorize Story Elements, we inscribed the instructions step
by step on the template in their specific order to make it easy to use
even in the absence of a facilitator.

* Martin LeBlanc
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In Contextualize the Experience, we added guiding prompts
beside each sticky-note placeholder to give a hint about what kind
of properties we were looking for in the potential answers to those
questions.

Version 3
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5.3 The Evolution of Story & Review
5.3.1 Workshop Insights about Story&Review
In the purest sense, Story section is about ‘action,’ and the Review section
is about ‘reflection on that action.’ In the beginning, we wanted to compartmentalize these two functions like the components of the Backstage.
We tried one template in which participants could imagine ‘key visual
moments’ of experience and another to ‘evaluate the out-come’ according
to the values that the participants assign to the experience. The workshops taught us that these two functions need to go simultaneously, or
they would become redundant.
Merging Story and Review Sections:
Keyframing sequences were a compact storyboarding exercise. As we
mentioned before, there are two main practical barriers between the conventional design skillset and insightful storyboarding. First is the lack of
practice in ‘sequential narration.’ The second is the lack of support in
imagining the context of experience.
Drawing in a sequential order is the foundation of moving pictures such
as film and animation. However, it has a limited application in industrial
design (user manuals) and interaction design (wireframes). During the
period of our doctoral studies, UX Design debuted, and Service Design
found its way into the designers’ work practice with tools such as user/
customer journey mapping and relatively earlier tools such as service blueprinting. Although this is a step in the right direction, they still focus on
the ‘action’ rather than the ‘reflection on that action.’ We discuss this issue
in more detail in 7.3 A Comparison with Relevant Alternatives section.

In order to minimize these handicaps, we simplified the level of visual/sequential imagination to only five frames and provided storycrafting
guidance to help with the task. We felt confident that this could work
since, in the previous section (Backstory), the necessary components of a
story were already installed. Additionally, having an establishing shot was
a solid start (which we moved to Backstory following Version0).
Despite all these efforts, the workshops taught us that it was going
to take more than just a simplified act structure and guided templates
to entice the designers to attract to the craft of sequential visualization.
Although our participants found a way to fill in the keyframes without
too much trouble, there was still a big gap between the output and our
expectations in terms of visual sophistication.
We learned that the basic requirements of a useful keyframe are:
1. The drawing needs to be identifiable
2. The chosen sequence of events should focus on the relationship
between people, places, and objects
3. The individual keyframes need to encompass a pivotal moment
in action
The earlier versions of the Story&Review required much more guidance and facilitation in order to compensate for this issue. After the 7th
workshop, we realized we were struggling against the current concerning
the separation between Story and Review. The solution was already literally in front of us.
In the following step (Review), the teams were about to evaluate their
keyframes and, only then, they were going to be able to explore the relationship between the components of experience and therefore reach the
level of sophistication we aspire to.
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Reviewing the experience is about trying out and seeing how a sequence
of experience fits with various values that one would like to achieve or avoid.
As a result, we merged Story and Review in order to match the quality
of discussion and visual externalization we wanted to achieve.
Finding Which Type of Values are More Useful:
Storyply initially offered two types of values. Eventually, two new value
categories appeared on the way.
The first group was a list of emotional needs, such as autonomy, relatedness, and competence. They focus on psychological needs that make
people feel satisfied with events. “Events” being the operative word in
this case.
The second type of quality was the perceived ability of interactive
products. This approach argued that people perceived interactive product
qualities either as supportive to “do” a task they would like to achieve
(What, How) such as clear or confusing, familiar or strange. Alternatively, people perceived interactive product qualities as supportive to “be” a
certain way (Why) such as original or ordinary, exciting, or dull [Hassenzahl, 2007].
The third value category came with project briefs. Often clients’ marketing departments throw in keywords such as innovative, disrupting,
which can translate into values.
The fourth and last type of values emerges out of the discussion between participants during the workshop, such as connectedness, mindfulness, etc. On several occasions, these four value groups overlap with
each other.
Throughout the 15 workshops, we observed the ‘emotional needs’ were
the most useful type of values to start with and sustain the discussion
around experiences before everything else.
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The ‘perceived product qualities’ were the least useful group of values
since they reinforced an object-oriented approach with a physical design
as a solution without paying too much concern to the experience before
the fact.
The next least useful was the ‘values included as requirements in the
project brief.’ They usually trickled down from marketing or branding
specialists in the form of abstract buzzwords to advocate and sell. They
were rarely useful when it came to exploring new ideas but good to know
for managing client expectations.
The values discovered by the participants during the workshops were
useful when they were similar to emotional needs and not so useful if they
were primarily related to product qualities.
The Importance of Facilitation:
Overall, we learned that the Storyplying process is much more accessible
and fluent in the presence of an experienced facilitator. During workshops, the facilitators influenced the quality of the discussion, surpassing
what we initially anticipated. In addition to the introduction, instruction, and moderation of the workshop, the quality of the workshop relied
heavily on the facilitators’ knowledge of design and story ‘craft’ and spontaneous orchestration skills.

5.3.2 Key Insights per Each Template
1. Identify the Conflict (TMP5) is the first opportunity to utilize
what the participants previously discussed in TMP3. The ‘drives’
and ‘vulnerabilities’ of characters is the key to figuring out the potential conflicts in their lives. We observed the main challenge in
this effort as the concept of a ‘story conflict.’ We perceived the core
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2.

3.

4.

5.

value as firing-up and supporting the sequential imagination by
asking: show us ‘what happened’ and ‘how experientors might be
feeling about that.’
Envision the consequences (TMP6) reveals the impact of the characters’ decisions, which are driven by internal or external conflict.
We observed that the main challenge was to avoid repetitive and
redundant sequences. We perceived the core value as to be able to
reinforce the significance of events by asking: show us ‘how experientors are affected’ and ‘how experientors might be feeling about
that?’
Make your Proposal (TMP7)is the moment of proposing a new
and more desirable sequence of events. In this effort, we observed
the main challenge as avoiding a tendency in participants to come
up with a claim that provides a miraculous solution without any
clear explanation. We perceived the core value as the opportunity
to reveal what needs to change and why by asking: show us your
version of how things might play out instead’ and ‘how your experientors might feel about that.’
In Envision the Improvement (TMP8), we observed that the main
challenge was the participants’ tendency to claim an unmerited
user satisfaction. We perceived the core value as the opportunity
to resolve the situation and provide closure by asking ‘show us the
impact of your contribution’ and ‘how your experientors might be
feeling about that.’
Capture Ideas (TMP9) is the last step to tie a knot to the whole
process by providing an opportunity to identify the top three ideas
that came out of the discussion. Additionally, the template allows
the participants to make a note of useful fragments from the discussions as reminders and prospects for later. We did not observe

any significant challenges in this template. We perceived the core
value as being able to record some of the less memorable moments
of the discussions, which might prove to be essential later in the
process.

In Chapter 6, we present the specific workshops to provide context for our studies and our analysis protocol.
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Figure 7. Story & Review Section, which we started testing at
Workshop 1:
In Version0, Story and Review were separate from each other. Story
included two steps, and Review was only one step accompanied by
three templates and the UX Guides.
The Establishing Shot (TMP4) intended to steer the participant’s
imagination towards the context of the experience by helping to build
a mental image of the surroundings of the experience.
Arriving at an Establishing Shot turned out to be much more challenging for the participants than we expected. First of all, the term
itself was offsetting. Sequential visualization is not an inherent part
of the generic designers’ skillset. Once again, it was a premature ask.
Participants needed help from the method in order to build a useful
establishing shot.
The Keyframe Sequences (TMP5) template intended to help the
participants to come up with a storyline by following a predetermined
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structure. Although It was quite similar to storyboarding, concepts
such as Set-Up, Confrontation, and Resolution was as alien as the
Establishing Shot and affected participants’ confidence and became
a hassle rather than help.
Interpretation and Valorization Scale (TMP6) (first template of Review Section, the ninth template of the overall framework) intended
to provide a new, temporal look at the change of emotional response
throughout the experience and the potential impact of that change on
the overall feeling towards the product, service or experience. It was
designed to be the climax of the experience envisioning experience,
which is the main focus. Participants recognized the potential (to think
in terms of experiences) immediately, and the whole process worked
without issues.
On the other hand, the title (Interpretation and Valorization Scale)
was confusing. Having only a single template for multiple storylines
was limiting, and there were no prescribed ways of documenting one

experience-curve without ruining the next one. While Psychological
Needs prompted discussions about emotional experiences, Product
Qualities prompted functions and features which was counterproductive at best.
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STORY & REVIEW
TMP5
5

TMP6

SET-UP:Identify the Conflict

CONFRONTATION: Make your Proposal

TMP7
6

VERY MUCH

RESOLUTION: Envision the Change

TMP8
7

CONCEPTS

8

SOMEWHAT

5.1

The CONFLICT
needs to be clear
at this frame

The PROPOSAL
needs to be clear
at this frame

NEUTRAL

6.1

The CHANGE
needs to be clear
at this frame

7.1

NOT REALLY

5.2

6.2

NOT AT ALL

7.2

TEMPLATE GOAL:
ENVISIONING KEY EVENTS THAT GENERATES THE EXPERIENCE & ASSESS the EMOTIONAL QUALITY of the EXPERIENCE OVER TIME

TOP TEN PSYCHOLOGICAL NEEDS

UX GUIDES

PRODUCT QUALITIES
Pragmatic Qualities

TEMPLATE GOAL:
RECORDING the discusssed IDEAS

Version 1

Hedonic Qualities

General Appeal

Figure 8. Story & Review Section which we started testing at
Workshop 8:
In Version1, Story& Review consisted of four steps accompanied
by four templates with an additional extension between TMP5 and
TMP 6 and also UX Guides. This version was formed after the seventh workshop. Between templates 5 and 7, we decided to embed an
act structure into the method and expand the keyframing stage into
clear steps to cover each action required to achieve a three-act story
structure. However, our primary goal was not to tell a good story but
to provide coherent guidelines to organize the way to think about
experiences. Hence, we adapted the three stages to serve the goal of
designing for experiences by infusing Set-Up into Identify the Conflict
(TMP5), Confrontation into Make Your Proposal (TMP6), and Resolution into Envision the Change (TMP7). In this way, the titles became

instructive, and participants could assess the emotional impact while
generating keyframes of the experience in one continuous operation.
We finally gave up the UX Vision entirely in this version since it was
either confusing participants or causing redundant discussions and
complicated the process.
At the end of the study, we invited some of the experts we previously consulted and asked for their feedback. They confirmed a suspicion we had been harboring for a while. While the method components were familiar to designers on the surface, the approach was new
and required a kind of expertise than called for more guidance than we
initially expected. We needed to start focusing on the delivery of the
method as well as its design. Storyply required a reliable delivery procedure, and we also needed to get better in facilitation. As a result, we
decided to aim for bigger groups with diverse backgrounds in future

workshops. We needed to practice what we preach and focus on designing the method as an experience rather than a product. However,
it took two more workshops for us to build up confidence and implement some of the decisions we made in this iteration. We explain those
implementations in the next section. In UX guides, the usefulness of
Psychological Needs proved its value once again. Product Qualities,
on the other hand, were still counterproductive.
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8
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ASSESS
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annotate

annotate

TMP7

annotate

annotate
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annotate
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TMP8

TEMPLATE GOAL:
RECORDING the discusssed IDEAS

GOAL OF THE TEMPLATES:
ENVISIONING KEY EVENTS THAT GENERATES THE EXPERIENCE & ASSESS the EMOTIONAL QUALITY of the EXPERIENCE OVER TIME
UX GUIDES
TOP TEN PSYCHOLOGICAL NEEDS

Figure 9. Story & Review Section which we started to test at
Workshop 10:
In Version2, Story& Review consisted of five steps accompanied by
five templates with two additional extensions between TMP5 and TMP
6 and TMP & and TMP8 and also UX Guides.
This version found its form after the ninth workshop. In this case,
instead of Keyframing and Valorization templates, we had four
new templates to envision key events and assess the experience
over time. We titled the in-between pieces as “Assess” to help with
the task. We optimized the UX Guides by downsizing them to the
Psychological Needs since they were the ones that were producing
results.
We still had the Story Guides, but now we also were able to record
the outcome with the Ideas template. We added a second sticky note
placeholder to emphasize the opportunity to draw on one and write on
the other. Also, we acknowledged a widget we had been using without
identifying clearly.
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We made a separate “Make a Note” extensions under template 5, 6,
7and 8. We still had the physical limitation of not being able to make a
record of one experience curve without getting rid of the previous one.
One immediate solution was to add duplicate templates for each value. However, it would be impractical since we were already struggling
to find the wall space to hang the nine templates at the locations when
we conducted the workshops.
The logistics of the meeting facilities were an essential factor in the
success of the method. We have been optimizing the paper formats accordingly in each workshop, as well as the design of the content. Moreover, at this stage, the importance of facilitation became
abundantly clear.

Version 2
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TEMPLATE GOAL:
ENVISIONING KEY EVENTS THAT GENERATES THE EXPERIENCE & ASSESS the EMOTIONAL QUALITY of the EXPERIENCE OVER TIME
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8.4

MAKE A NOTE OF ANY IMMEDIATE IDEAS THAT POPS UP DURING THE PROCESS AND/OR AT THE END OF EACH SESSION.

TEMPLATE GOAL:
RECORDING the discusssed IDEAS

Version 3

UX GUIDES

Figure 10. Latest Version of Story & Review
In Version 3, Story&Review consisted of five steps accompanied by
five templates and UX Guides.
This version found its form through the workshops from 10th to the
15th. In this version, the priority was to figure out a way to make a record of evaluated experience for one value before moving to the next.
We introduced the Primary Value and Secondary Value sections to
allow teams to make a note of the experience curves of the two most
essential values.
We also resolved the repeating title issue (Pay-Off’s) by clarifying
the specific intentions through different titles for each section. Instead
of the first Pay-off, we titled the 6th template as ‘Envision the Consequences’ and for the second one (8th template) as ‘Envision the
Improvement.’
We observed that the ‘Make A Note’ extension, which was attached
below each template in Version 2 required either the participants to be
reminded at every opportunity by the facilitator or to be filled by the

facilitator in order not to disrupt the momentum of discussion from one
template to the other. As a result, we downsized and moved to Make A
Note section under Template 9.
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Applying Storycraft To Facilitate an Experience-Centric Conceptual Design Process that is accepted for publication in the Conference Proceedings and presentation at HCI International 2020
in Copenhagen, Denmark by Berke Atasoy and Jean-Bernard Martens is based partially on this chapter.

6. STORYPLY WORKSHOPS

6.1 Introduction
In this chapter, we present a more detailed account of each workshop by
going through the circumstances of each project and provide information
about the specific industry domain and target group.
Then, we describe the procedure and discuss each workshop focusing
on the aspects that coincided with our expectations (Confirmations),
identifying the general expectations that did not work out as expected
(Contradictions) and identifying unexpected observations (New insights)
using the same color coding which we used to highlight the nature of the
observation. On top of the highlighting colors we also use a second color
coding to illustrate the positive or negative impact of that observation on
the design: [F:- or F:+], [G:- or G:+], [E:- or E:+], [O:- or O:+] according
to the criteria we introduced in Chapter 4 (Flow, Guidance, Expression,
Outcome).
We will keep the same four discussion groups we introduced in Chapter 5 (Building Confidence, Leaving The Nest, Touching Base, and Going
The Extra Mile) to represent the primary purpose the specific groups of
workshops served throughout the study.
We called the first group ‘Building Confidence’ since the three workshops mainly served for building confidence before experimenting in the
field. The next group is called “Leaving The Nest” since, in these four
workshops, we went out to the field and observed seasoned designers working with Storyply. Then comes the ‘Touching Base’ where we returned to
academic projects to allow ourselves the opportunity to experiment over
several observations we made in the field studies. We named the last group
of workshops as ‘Going The Extra Mile’ since they helped us improve the
method of facilitation as much as the design of the method itself.

In addition to context-driven (on the spot) questions posed during the
workshops, we also conducted a general discussion at the end of each
workshop where we listened to the participant’s feedback. In each section,
we share a selection of critical comments from those moments with participants to support our findings.
Since there are 15 workshops on top of 2 internal evaluation workshops, we organize our investigation under the following titles to make it
easier to digest (Fig. 1 and Fig. 2):
Project: What is the project brief and relevant background information
about the Client?
Participants & Workspace: Who are the participants and relevant information about the workspace?
Toolkit: What are the ingredients of the toolkit?
Facilitation: What are the provided instructions?
Documentation: How do we document the process?
Analysis and Reflections informing Design:
• What is the applied model and which templates are used during
the workshop?
• What was our thinking/intention when we proposed this iteration?
• What happened in practice?
• Which aspects coincided with our expectations?
• What were the general expectations that did not work out as expected?
• Were there any unexpected observations?
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PROJECT

PROCEDURE

INTENTIONS & EXPECTATIONS

PARTICIPANTS
Who are the
participants?

BACKSTORY

GOAL & BRIEF
What is the
project brief?

WORKSPACE
What is the workshop
environment?
TOOLKIT
What are the ingredients
of the toolkt?

CLIENTS &
STAKEHOLDERS
What is the relevant background
information about the client &
stakeholders?

FACILITATION
What are the provided
instructions?
DOCUMENTATION
How do we document the
process?
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What was the
thinking/intention/
expectation when
this iteration were
proposed?

The design team identifies and
utilizes significant information
about the background of the
project, target user(s), and the
context of use while envisioning the
experience’s progression.

STORY & REVIEW
The design team generates and
assesses the content and creates
alternative approaches that can
lead into propositions for new
experiences.

Figure 1. How we organized the information to present each workshop.

APPLICATION

OBSERVATIONS & ANALYSIS

REFLECTIONS

FLOW

CONFIRMATION

What was the
applied model and
which temapltes
were used during
the workshop?

The aspects which coincided
with our expectations

GUIDANCE

Does this component of the
framework provide sufficient
instructions for the participants
and cues for the facilitator?

CONTRADICTION

What general expectations did not
work out as expected.

WHAT
HAPPENED IN
PRACTICE?

NEW INSIGHTS

Were there any unexpected
observations?

Figure 2. How we organized the information to analyze each workshop.
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F
F
G
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E
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O
O
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OUTCOME:
Does this component of the
framework support the
participants to discuss and
produce ideas with an
experience focus?
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(orally, literally, visually, spatially,
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GUIDANCE

GUIDANCE:
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for the participants and
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FLOW:
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Note
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Note
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Note

G
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Note
Instructive
Text Area

Sub- Section

O

TMP#

EXAMPLE

(template)

Figure 3. In order to decide which functions and features to keep or discard after each iteration, we used the filtering criteria above; Flow, Expression,
Guidance, and Outcome which was established with the help of the experts’ comments at the first three studies we conducted; The initial Expert
feedback session at TU/e Industrial Design, Pilot Study at Domus Academy and The Walkthrough sessions at TU/e Industrial Design.
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Version 1

Version 2

Version 3
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3
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TU/e Dept. of ID
Eindhoven

5
WORKSHOP 3

WORKSHOP 4

5
WORKSHOP 5
Urban Travelling
INTERNATIONAL
FILM FACTORY
Istanbul

WORKSHOP 8

WORKSHOP 12

RADEMAKER
Culemborg

Neonatal Intensive Care
TU/e & MAXIMA HOSPITAL
Eindhoven

WORKSHOP 10

Industrial Bakery

5

3

18

12

WORKSHOP 7

WORKSHOP 9

WORKSHOP 11

WORKSHOP 13

WORKSHOP 6

Postal Services
VERYDAY
Stockholm

Packacing & Houseware
INNOVATION PIONEERS
Stockholm

Lighting Experiences
TU/e & PHILIPS RESEARCH
Eindhoven

22

14

2

Co-located Collaboration
TU/e Dept. of ID
Eindhoven

6

NUMBER OF
PARTICIPANTS

UNIVERSITY PROJECTS
with Students

2012

“GOING THE EXTRA MILE”

INDUSTRY PROJECTS
vith Professionals

Lighting Experiences
TU/e & PHILIPS
Eindhoven

Campus Experience
TU/e & AUTOMOTIVE
CAMPUS
Eindhoven

15

Lighting Experiences
TU/e & PHILIPS
Eindhoven

WORKSHOP 14
Video Marketing
GAMEHOUSE
Eindhoven

6
WORKSHOP 15

Working Environments
TU/e & STRUKTON
Eindhoven

Cloud Business Software
EXACT
Delft

21

17

UNIVERSITY/ INDUSTRY
Collaboration Projects with Students & Professionals

2014

2015

2016

Figure 4. The workshops categorized under their purposes.
First three workshops: Building Confidence. Next four workshops:
Leaving The Nest. Next three workshops: Touching Base. And the
last six workshops: Going The Extra Mile.
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6.2 Building Confidence
(Internal Workshops 1-3)
Before testing our preliminary design in the
field, we wanted to builconfidence by running
a few workshops on friendly grounds. Therefore, we organized three workshops at Eindhoven University of Technology Department
of Industrial Design.

6.2.1 Workshop1
Project
In this session, the project brief established an
imaginary client. The goal was to envision ideas
to challenge the contemporary conventions of
online video chatting. The emphasis was on
personal and social well-being and accessibility.

Figure 5. Workspace of W1 at ConceptLab: The first Storyply
Toolkit consisted of: a set of fill-in-the-blank style paper templates
in various A Paper Sizes (A0, A1), a deck of pictures with people,
places and objects (over 200 printed pieces, 6x6cm), a variety of
sticky note papers, markers and adhesive tape.

Participants
There were three participants: two Industrial
Designers/Researchers and one Software Engineer, Researcher, and Entrepreneur. We hosted
the session at TU/e (Fig. 5).
Toolkit
The first Storyply Toolkit consisted of: a set of
fill-in-the-blank style paper templates in var-
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ious A Paper Sizes (A0, A1), a deck of pictures with people, places and
objects (over 200 printed pieces, 6x6cm), a variety of sticky note papers,
markers and adhesive tape. The aim was to channel cognitive efforts into
generating content by providing a clear framework to follow through.
Facilitation
First, we introduced the workspace and templates to the participants and
explained the tasks. In order to address the learning threshold that we
previously experienced in the walkthrough sessions, we presented a brief
overview of a case example (Waking Up Experience Project Case) (Appendix) at the beginning of the session. In this session, we kept from providing creative input as the facilitator or answering on the spot questions to
observe how self-explanatory the method was as a standalone process.
Documentation
We recorded video, audio, took photos, and made notes of immediate
comments as reminders for further consideration. We had a retrospective
discussion with the team at the end of the session.
Analysis and Reflections informing Design
Confirmation - Contradiction - New Insight Flow[F:- or F:+], Guidance[G:- or G:+], Expression[E:- or E:+], Outcome[O:- or O:+]
In this workshop, we intended to prompt ‘experience focus’ early on by
presenting the ‘Waking Up Experience Case Project’ we previously used
in the Expert Walkthrough Session (Appendix). The intention was to ease
the participants into the process, but instead, they mistook the case example for instructions and spiraled into a lengthy discussion [F:- G:-].

Workshop1/ Backstory
W1/TMP1: No name at this point
The intention in this section was to steer participants towards a mindset
of envisioning user experiences immediately. The first template included
three main sections with a couple of sub-activities; Following the brief,
participants were to discuss (1)Clients’ and (2)Users’ Present and Future
Circumstances asking questions such as What, How, and Why.
1. We expected to start a discussion about project circumstances with
the user in focus. Under the title of UX Vision the template posed
three questions;
2. What kind of an experience are we after? And Why?
3. Which core qualities are we aspiring to?
How do we want the user to feel before, during, and after the experience? (Fig. 7).
We observed that participants felt confused transitioning from Section1 to 2:
P1: “But then how is ‘Client’s Present&Future’ differ from the ‘User’s Present&Future’ since all the arguments we made for one can also be made for
the other?” [F:- E:-].
Also, participants did not feel confident and avoided answering the
questions posed in the UX Vision [O:-]. Meanwhile, they spoke of a natural tendency to start from the ‘User’ instead of the ‘Client’. In general,
it was a bumpy start.
W1/TMP2: No name at this point
The second template had two main sections. Starting at the bottom section (4.1)(Fig. 6), participants were to browse and pick pictures out of the
deck and categorize them under groups of People, Places, and Objects.
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Figure 6. The layout of template framework used at Workshop1. The red and green dots with letters represent the evaluation markers used during the analysis.
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The next task was to review and refine the collected categories while moving them to the second Venn diagram on top (4.2): Characters,
Settings, and Props.
The goal was to ease participants into thinking in terms of stories by providing a natural
transition from everyday concepts to story elements. Since the project was a fictional one,
the participants did not have a real project
background to get inspired. So we provided a
collection of images for visual inspiration (Fig.
8/on the table).
First, they spread the collection of images on
the table [F:+ G:+]. Next, they picked up images of people first from different age groups,
then different ethnicity, and finally, considering the brief. They argued for their individual
choice of pictures by explaining why and how
they could be useful [E:+]
P2: “What about this one, what kind of story
(this could lead to)?”
They made up stories and shared personal anecdotes when they felt a need to assign
a specific category to an image with a mixed
potential [O:+] (Fig. 8/on the board). This task
resonated well with the team, and they looked
energized and enthusiastic about the process,
talking over each other and finishing each other’s sentences.

Figure 7. W1/TMP1
DESIGN BRIEF
TMP1 included three main sections with a
couple of sub-activities;
(1)Clients’ and (2)Users’ Present and
Future Circumstances. The goal was
to start a discussion about project
circumstances with user experience
focus. Also, UX Vision section posed
three questions:
1) What kind of an experience are we after
and Why?
2) Which core qualities are we aspiring
to? 3) How do we want the user to feel
before, during, and after the experience?

Figure 8. W1/TMP2
NO NAME YET
In this template, participants were asked
to start at the bottom diagram, browse
and pick pictures out of the deck and
categorize them under groups of People,
Places, and Objects. Then review and
refine the collected categories while
moving them to the second Venn diagram
on top: Characters, Settings, and Props.
The goal was to provide visual inspiration
and to point out the opportunity to look at
everyday things as story elements.
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Figure 9. W1/TMP3
We divided LOCAL CIRCUMSTANCES
& CHARACTERS into two stages; 1) The
local circumstances of an experience
using the world map.
2) Characters included four sections;
(6.1)Profile, (6.2)Daily Activities, (6.3)
Motivations,
and (6.4)Potential Points of Tension.
The goal was to identify locational
circumstances and potential experientors
for the project.

Figure 10. W1/TMP4
The ESTABLISHING SHOT
asked questions about the experience,
such as Where is it. When is it? Who
is involved? Furthermore, What is
happening? The goal was visualizing a
specific setting for the experience.
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While they move images from the bottom
Venn diagram to the top, they started telling
stories (prematurely) about characters, settings,
and props [E:- O:-]. Stories came out earlier
than we anticipated since we first wanted them
to think about circumstances and personality
traits without the pressure of a storyline. More
importantly, we did not want random stories
without the assistance of the templates.The
chances of coming back and have a discussion
about them was near to none [F:- G:- E:- O:-].
We observed that the oral stories were getting forgotten and ignored after a few minutes
without recording. Also, expecting participants
to remember and follow through a process
with various sub-activities was a big ask. We
needed to repeat instructions at the beginning
of each section [F:- G:-].
W1/TMP3: Local Circumstances & Characters
We divided the third template into two stages (5&6). First, the participants were asked to
imagine the local circumstances of an experience using the world map, placing pictograms
of Weather Conditions and Spatial Circumstances (urban, nature, inside, outside) (Fig. 9).
Second, they were prompted to build Characters as potential protagonists as in a Persona or a
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Board Game Character Sheet. This section included four sections; (6.1)Profile, (6.2)Daily Activities, (6.3)Motivations, and (6.4)Potential Points of Tension. The template allowed for two characters in this iteration. The intention
was to provide a clear focus on the locational circumstances of the potential
experience and its experientors.
Usually, story-crafters build ‘characters’ and scout for ‘locations’ before
planning a ‘scene,’ and we thought that a similar process could help the
ability to discuss believable circumstances and characters.
Participants appreciated the concise composition of TMP3 since it allowed them to visualize their thoughts, which was a blow of confidence
into the discussion [E:+]. Potential Points of Tension was the section that
we anticipated friction since it was a story-crafters trait rather than designers. However, the team found it very interesting since it took the
discussion beyond the usual conventions of goals and motivations and
steered towards vulnerabilities of the Characters [E:+ O:+].
Team’s curiosity and engagement considering ‘tension points’ was very
encouraging since we planned it to correctly ignite a discussion about
a Story Conflict and lead the team towards a perspective of emotional
involvement [F:+O:+]. In this section, the goal was to imagine believable
characters in context as the experientors of experience.

The intention was to build a mental image of the surroundings and
steer participants’ imagination towards the context of experiences. The
team had a hard time comprehending the concept of Establishing shot
at first. Participants were not used to thinking visually in spatial terms.
Instead of using the template, once again, they started discussing without externalizing. It took several prompts to steer them back into using
the template, and when they did, they could not remember some of the
stories they discussed previously. While trying to compensate, they overcrowded the establishing shot [F:- G:- E:- O:-].
Consequently, the process took much longer than expected. On a
brighter note, the team communicated a need for a ‘sequence of events’
which confirmed our placement of key-framing as the next template.
[G:+]

Workshop1/ Story

The guidance also included a visual representation of the ‘three-act story plot’ to inspire some structure to the discussion (Fig. 11). The template
allowed for two sequences in this iteration.
The intention was to help the participants to come up with a storyline
following a clear structure with concise limitations. We also hinted at the
opportunity of using the Establishing Shot as a point of reference and a
tool to overcome the hump of starting a new story. The visual representation of the three-act structure was also hinting at the desired plot.

W1/TMP4: Establishing Shots
The fourth template invited participants to build Establishing Shot (scene,
moment) to describe the ‘scene of experience’ by asking questions such
as Where is it, When is it, Who is involved, and What is happening? The goal
was to encourage the participants to illustrate a scene that they might have
in mind and think about the relationship between story elements (Fig. 10).

W1/TMP5: Keyframe Sequences
The fifth template invited participants to build a storyline in five frames
with a beginning, middle, and an end event. The templates offered guidance asking two questions:
4. “What was happening before the ‘establishing moment’”
5. “What could happen after the establishing moment?”
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Figure 11. W1/TMP5/Sec. 8
KEYFRAME SEQUENCES asked two
questions; “What was happening before
the ‘establishing moment’” and “What
could happen after the establishing
moment?” Template Goal: Envision key
moments of experiences sequentially.

Figure 12. W1/TMP6/Sec.9
INTERPRETATION & VALORIZATION
SCALE provided five keyframes to assess
the emotional response to the experience
over time. The keyframes were moved
upwards or downwards according to their
relevance to the intended value during
the discussion.
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The team discussed achieving an act structure in their story and re-organized the keyframes a few times to accommodate a three-act
which allowed them to capture more with less
[E:+], but in the long run, they felt confused
about the concept of an act structurein the
long run they felt confused about the concept
of an act structure [F:-].
Even though participants saw this workshop
as an opportunity to learn more about storycraft, the concept of accommodating a pre-determined story structure rattled their resolve
[G:-].
On a brighter note, one participant surprised us by saying:
-P3: “It’s my feeling that now we can fill the
sections that asked about Clients’ Present and Future” in the first template, “and the others agreed
[O:+ E:+].
At the end of the first sequence (TMP5/Sec
8.1), they looked spent [F:-], so in order to
conserve the energy, we encouraged the team
to skip the second sequence(of events) and
move on to the sixth template. We decided to
offer a break before starting with the Establishing Shot in future workshops.
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Workshop1/ Review
W1/TMP6: Interpretation & Valorization Scale
The sixth and the final template invited participants to evaluate the
sequence of experience over time by mapping out the keyframes according to chosen values, which was discussed and decided in TMP1/
UX Vision.
The way it worked was as follows; If the participants felt like the specific moment of experience has the intended quality, it was moved upwards
towards the positive pole, and if it lacked that quality, it would move
downwards towards the negative pole (Fig. 12).
The intention was to provide a new, temporal look at the change of
emotional response throughout the experience and the potential impact
of that change on the overall feel of the product, service, and experience.
The ability to sketch emotional change over experience was at the center of our interest, and we were delighted to see that it resonated with the
participants immediately. They confirmed that this felt natural and found
themselves in a new kind of discussion which they would not regularly
engage in otherwise [F:+ G:+ E:+ O:+].
‘Interpretation and Valorization’ was a title in progress and caused
complications. [G:-] It took four more workshops for us to come up with
a less problematic description. Participants made a note of the value they
came up with (Connectedness) on one sticky paper and placed casually
on the template [G:-](Fig. 13). This action pointed out the need for a
space for the value under discussion.
At the end of this session, we prompted the team to revisit TMP1 since
one of them mentioned feeling more equipped now. They approved and
were able to fill in the blanks [O:+].
On the overall, The framework encouraged cross-fertilization between

templates and sections such as, picking a picture from TMP2/People/
Characters and using it in TMP3/ Character [E:+].
The most tangible outcome of the session was ‘the user experience stories.’ The next important outcome was ‘the visual representation of the
temporal change of emotional values over time’[E:+ O:+].
However, since the team had to use the same chart for multiple evaluations, the template only showed the last instance of the experience curve[G:-]. The changes in the experience curves needed to be recorded for
further discussion and also for the immediate comparison and reflection
between values [O:-]. In the end, we had a retrospective discussion and
collected overall comments.
Participants found the Evaluation Scale unique and useful [E:+]. They
said that they would feel more confident in a UX project with Storyply
at their disposal [O:+]. They also saw an opportunity in which Storyply
could serve as an interface to convince clients and stakeholders [E:+].
They agreed with the assigned level of focus on experiences from the beginning of a project. They liked generating ideas through empathizing with
end-users. They agreed on the idea that stories could be used in backing up
the process of ‘vision generation’ and ‘value proposition’[O:+]. They appreciated the ability to converse in a vocabulary of experiences by moving sticky
papers up and down [E:+].They communicated a wish for an opportunity to
put the same amount of attention on the existing experience as well as the
future experience [G:-]. They questioned the ability of Storyply producing
better ideas than other ideation methods. They felt like many ideas were lost
on the way as they were frequently rushing to complete the next task [F:- G:-].
A last and may be less visible but very important outcome was the fact
that the framework acted as a shared creative discussion ground about a
possible experience between the engineer and the designers.
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6.2.2 Workshop 2
Project
We presented a similar fictional brief that we
used in the previous workshop reconfigured as
‘A Distance Communication Experience.’
(Appendix)
Participants
In this session, we had five participants: two
Computer Scientists, two Industrial Designers,
and one Mechanical (Aeronautical) Engineer.
They were all graduates of the designer’s program, User System Interaction, which provided a two-year (post-Master’s) education/
internship that led to a Professional Doctorate
in Engineering Degree. (Fig. 13).

Figure 13. Workspace of W2 at ConceptLab where we used
7 templates and we made some changes in physical format
and organization. Once again, we hosted the participants at the
ConceptLab, where we organized the space to accommodate the
requirements of the session.
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Toolkit
In this session, we used seven templates, and
we made some changes in physical format and
organization (Fig. 13).
Facilitation
We introduced the method, the fictional project brief, the set-up of the workspace, and the
templates. We did not start with the Waking Up
Experience as a case example this time but kept it
available. We explained what we expected of the
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participants in TMP1 and two and assured the team that we would explain
what to do at the beginning of each following template. We specified time
intervals for each section in the beginning and reminded them when necessary during each session. In this workshop, we played a more active role as
the facilitator and offered directive guidance in the beginning and throughout the workshop. We answered questions about templates and the conduct
of sessions, making sure that the teams were on time. However, we did not
participate in the creative discussion about the content.
Documentation
In this workshop, we recorded video, audio, took photos, and made notes.
Analysis and Reflections informing Design
Confirmation - Contradiction - New Insight Flow[F:- or F:+], Guidance[G:- or G:+], Expression[E:- or E:+], Outcome[O:- or O:+]

Workshop2/Backstory
W2/TMP1: Design Brief
In the first template, we intended to achieve a more detailed discussion
around the project circumstances by focusing the attention on the existing experience. Hence the template asked only about the present circumstances of Client and User. The outcome was still too general and high
level to be useful [O:-].
W2/TMP2: No Name
In the second template, following the suggestion of one of the experts,
who were in the walkthrough session, we inserted a new key-framing template (TMP2) to collect impressions about the actual experiences in the proj-

ect domain separately from each participant (Fig. 14). At the end of the section, we asked participants to share their stories with the group. The experts’
suggestion about prompting for stories about the current experience at this
stage did not pay off. It instead contaminated the discussion with ideas of
physical products which we were trying to avoid in the first place [F:- G:- O:-].
W2/TMP3: No Name
In the third template, we provided a brief instruction and gave the same
deck of pictures for inspiration (Fig. 15). Additionally, — following a
participants’ recommendation from the previous workshop — we provided each participant with a template of their own to build characters, settings, and props from the shared people, places, and objects (Sec 3.2). At
the end of the section, we asked participants to share their categorization
with the group. Individual templates did not seem to make a big difference other than reinforcing a need for storytelling prematurely [F:- G:-].
W2/TMP4: Local Circumstances & Characters
In the fourth template, we offered the Waking Up Experience as guidance material to inspire exciting characters. However, the teams’ lack of
knowledge about the subject-matter led them towards generating superficial stereotypes, which was quite challenging to empathize with and,
therefore, to design for [G:- O:-].
Having Waking Up Experience as example, the team thought that the
characters were only good examples if they were interesting. So they came
up with a pair of highly unusual characters, which led them to generate
superficial stereotypes that are difficult to empathize with later in the
process [G:- O:-] (Fig. 16).
However, the team agreed that this was the most engaging (mostly because they felt entertained) section of the workshop [F:+].
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Figure 14. The layout with evaluation markers of template framework used at Workshop 2.
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Workshop2/ Story
W2/TMP5: Establishing Shot
The fifth template stayed the same, but to
make up for the lost time, we asked for only
one establishing shot instead of two (Sec6).
We aimed to clarify what is an establishing
shot by giving a few examples from the movie
industry, such as an Aerial Shot11. We also reminded them about the Waking Up Experience’s
Establishing Shot. Furthermore, we explained
why we need an Establishing Shot and how to
make it work for them in the following template.
Once again, the team started to discuss without using the template [F:- G:- E:-], which regressed the progress back to discussing Character and Potential Points of Tension (in ex. Time
difference, Language barrier).
We needed the team to follow the instructions on the template. However, this group,
like the previous one, ignored the guidance
material on the template. To make things even
worse, the team started to discuss what kind
of a story it should be so that they could insert
their design in it. They were not able to agree
on how to proceed to the next step. Finally,
out of frustration, one of the participants made
a drawing without the assistance of the tem-

Figure 15. W2/TMP1
Goal: Start a discussion about project
circumstances focusing on the present
time.
W2/TMP2
Goal: Collect individual impressions
about the existing experiences.

Figure 16. W2/TMP3
Goal: Provide visual inspiration and
to point out the opportunity to look at
everyday things as story elements, first as
a group and then individually.
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Figure 17. W2/ TMP4
CASTING CHARACTERS
The team came up with an ice hockey
player from Canada and an Afghan
shepherd as two opposing characters.

Figure 18. W2/ TMP5
ESTABLISHING SHOT
In this template we asked for only one
Establishing Shot instead of two.
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plate. Only then they realized that they could
use ‘Describe the Scene’ section and started
filling in the blanks by looking at the drawing
they already made. Once again, ‘What is happening’ question prompted premature stories,
and they got stuck after two frames [F:- G:E:- O:-]. It was impossible not to tell stories in
the ‘What is happening’ section in this format
(Fig. 17).
The Establishing Shot was imperative to
convey a visual and spatial story-crafting attitude. However, in its current format, it was
blocking the process, and we needed to figure
out a way to make it work. Fortunately, the
concept of an establishing shot was not lost on
the participants:
P5: What is the result we expect out of discussing an establishing shot? P1: “Its like discussing
the problem statement of a design project. In this
case, instead of a problem, we are stating the setting that the product will be performing and be
useful” [F:+ E:+ O:+].
W2/TMP6: Keyframe Sequence
The sixth template aimed to address the issues that came up in the previous workshop.
We gave the team a choice to start this section
together or individually. They chose to work
individually and build one sequence per par-
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ticipant. We suggested using the Establishing Shot to startup their sequence. Three of
the participants took our advice and quickly
built a storyline [G:+ O:+]. Even though we
specifically asked the group to focus on the
experience rather than trying to place a product idea into their sequence, one participant
still couldn’t restrain himself [G:- E:- O:-].
We were up against a dominant tendency of
force-feeding product ideas into stories.
Once again, they started discussing without
the assistance of the templates. This was yet
another well established non-visual meeting
tendency that we needed to overcome. Once
again, they actively ignored the visual instructions below the template even though we explicitly pointed them out and explained in the
beginning. This was another side-effect of the
experiment in the TMP2. TMP6 was too similar, so they assumed the instructions as repetition [G:- E:- O:-].

Figure 19. W2/TMP6
KEYFRAME SEQUENCES
The space provided on the templates
was not sufficient for the participants to
express the alternative sequences at the
same time so they end ed up overlapping
alternative keyframes on top of each
other during the discussion.

Figure 20. W2/TMP7/Sec.8
INTERPRETATION & VALORIZATION
SCALE 1
Participants evaluated the five instances
in terms of positive or negative.
Unfortunately, the physical limitations of
the paper template made it impossible
to discuss on one experience arc without
removing the previous.
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Workshop2/ Review
W2/TMP7: Interpretation and Valorization Scale
In the seventh and the final template, we started by demonstrating how
sequences of events can be evaluated over time using the sequences which
were created by participants. We asked the teams to evaluate the five instances of the existing sequence as positive or negative. We introduced the
list of Human Psychological Needs [Hassenzahl et.al., 2013] and let them
pick the value they want and rate each instance according to that value.
Third, we asked the team to come up with five alternative frames that
layout a more desirable sequence of events. Finally, each participant
shared their work with the rest of the team. Performing all these actions
on a single template was a complicated process.
Still, the team was surprisingly quick in understanding and following
the procedure [F:+]. The physical limitations of the paper template made
it impossible to discuss on one experience arc without removing the previous. [G:- E:-] Participants came up with their solution to this problem
by scribbling their story-curve/arc on a piece of paper before removing
one.
We also needed a way to re-use the same keyframe on various alternatives without losing track of which was what [G:- E:- O:-]. One participant went back to confirm the link between motivations and potential
points of tension with the chosen psychological needs of the character in
this section [F:+ E:+].
In the retrospective, discussion participants agreed that Storyply increased the level of empathy with the user more than other methods they
have used in the past [F:+ E:+]. They questioned the reliability of the
method without preliminary user research.
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They added that they would feel more confident if they could hinge
their creative process on real user data. According to the team, the value
of TMP7 was not only limited to the visually evaluate emotional values
but also allowing a discussion about those values which they would not
usually have [E:+ O:+].
At the end of this workshop, we learned the following:
• We needed to repeat the workshop on a real industry project.
• We needed to find the right balance on the amount and timing of
guidance and facilitation.
• UX Vision and Establishing Shot required our immediate attention.
• The necessity for infographics on the templates about the three-act
structure was highly questionable.
• We needed a clear strategy to avoid the tendency to insert product
ideas as a miracle solution into the sequence of keyframes without
any explanation or grounds.
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6.2.3 Workshop3
Project
In this workshop, the project brief was about
designing for the experiences of Co-Located
Collaboration/Communications.
Participants
In this session, we had six participants who
were all international Master’s degree students
in the TU/e Department of Industrial Design.
Once again, we hosted the participants at the
ConceptLab, where we organized the space to
accommodate the requirements of the session
(Fig. 23).
Toolkit
In this session, we combined the first two templates (TMP1and TMP2) from the previous
workshop into one (TMP1). We expanded
section and subsection titles with descriptive
instructions to communicate the goals more
clearly (Fig. 24). We re-introduced the UX
Vision (TMP7) at the end of the framework
instead of the beginning.

Figure 21. The workshop was conducted at ConceptLab with six
participants who were all international Master’s degree students
at the TU/e.

Facilitation
In this workshop, we played a more active role
as a facilitator. Guided throughout the work127
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Figure 22. The layout with evaluation markers of template framework used at Workshop 3.
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shop, answered questions about templates, and made sure that the teams
were on time. Later, with the arrival of one of the experts to the process,
we also started participating in the discussions about content, asked questions, encouraged participants to voice their experience and idea, and by
the 7th section, we joined the discussions and provided formative feedback.

Workshop3/ Backstory

W3/TMP2: Audition
In the second template, we introduced a new title called ‘Audition’ inspired
by movie casting auditions where you converge towards the actors that would
work best for the role you have in mind, amongst many. In this case, instead
of actors, we wanted participants to converge towards story elements. Again,
we provided individual templates for each participant to generate Characters, Settings, and Props (2.2). At the end of the section, we asked participants
to share their categorization with the group. The individual templates were
prompting stories prematurely and confusing participants;
P1: “Does this mean that individual collections should aim one story?”
P3; “Are we making a single story with the choices we made from the master
diagram?”
One participant took this step as a show-and-tell opportunity and
made up a story using the images [F:- G:- E:- O:-]. As a result, we decided to get rid of the other individual categorization and only use the
shared(master) audition template (See the next workshop).

W3/TMP7: The Present [current] Experience in the Project Domain
In the first template, we asked participants to individually create sequences to externalize how they see the current experience (Fig. 23). In order to
reinforce the link between reality and imagination, we suggested getting
inspiration from their personal experiences. We wanted to see if it was useful to prompt sequences at this early stage or not? Despite our creative involvement, this step did only produced superficial and unmotivated story
bits [G:- E:- O:-]. Moreover, we got negative feedback from participants
about the link between this initial effort and the rest of the process; “P5:
I missed the link between the 1st section with the next. I think the first phase
was not useful with everything we did later.” [F:-] At the end of the section,
we asked participants to share their Sequence with the group.

W3/TMP3: The Local Circumstances and Characters
Template 3 has been the most successful one so far, but in this instance,
it was negatively affected by the distribution of workload. In this organization, TMP3 became the first ‘group task,’ and it required more time
to warm-up, volunteering as the scribe and reach to the level of discussion [F:- G:- E:-] The role of the scribe was essential to moderate the
on-boarding to group work. We also started to question if there was a real
need to have a nickname for characters.
While generating characters, when the team could not decide if a particular aspect was a motivation or point of tension, they realized that it
could be both. One crucial aspect that required clarification surfaced in
this workshop;

Documentation
We recorded video, audio, took photos, and made notes of immediate
comments as reminders for further consideration.
Analysis and Reflections informing Design
Confirmation - Contradiction - New Insight Flow[F:- or F:+], Guidance[G:- or G:+], Expression[E:- or E:+], Outcome[O:- or O:+]
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Figure 23. W3/TMP1
In this template the goal was to generate
5 instances to express your individual
view on how you see the current
experience.

P4: “Potential Points of tension is the tension
between the characters or between the characters
and their world?”
Later in the session, when the team was out of
tension points, we gave a few new ones to boost
their imagination from the Storyply Tips. This
section was the stage in which the team reached
the right level of confidence as a group. [F:+ E:+]

Workshop3/ Story

Figure 24. W3/TMP2
AUDITION (Individual & General)
Goal: Provide visual inspiration and
to point out the opportunity to look at
everyday things as story elements, first
as a group and then individually.
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W3/TMP4: Establishing Shot
In this template, we decreased the number of
sticky-notes in “What is happening” to only
one. Then, we asked for an individual Establishing Shot from each participant.
This team, same as the previous, jumped
over Section 5.1:‘Describing the Scene of Experience’ and started silently scribbling their frames
on Section 5.12 ‘Sketch a wide-angle view of the
scene of the experience’ [F:- G:-]. The establishing
shot seemed less problematic than before since
the team bypassed the discussion. We wanted
participants to use the guidance of the template
in order to agree on a physical setting of experience. Instead, without the discussion, they came
up with six different settings, which led to 6 different sequences and circumstances [F:- G:-].
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W3/TMP5: Keyframe Sequence
In this template, we wanted to address issues identified by the previous
team (such as the redundancy of the 1st template). Participants used establishing shots either as an inspiration or as an extra frame to start their
sequence (Fig. 29) [E:+].
To compensate for the issue of having to have six different settings of
experience, we suggested the solution of also using each other’s Establishing Shots in their sequence. It had a positive effect on getting participants
got interested in each other’s proposals and to establish the lacking connection between settings of experience [F:+ G:+ E:+].
At this stage, we expanded on what is a Three Act Structure, but the
concept was still not useful. Especially Act3; Resolution raised eyebrows;
- P5: “Do we need to imagine a product to resolve the situation?” “Does
the story need to have an ending? Can we leave it unresolved?” [F:- G:- E:-]

Workshop3/ Review
W3/TMP6: Interpretation and Valorization Scale
In this template, we added an instructive caption below the title; ‘Discuss,
interpret, valorize and modify proposed experiences.’
At this stage, one of the experts from the walkthrough session joined
the workshop. He was able to see the tool in action, which allowed him to
comment and ask questions directly to the team. He suggested an idea of
color-coding alternative sequences using different colors of stick-papers
(Fig. 30). Regarding Characters, the expert said:
Exp: “They are more than personas. They have more concrete features than
personas. They come to life.”
At the end of the session, each participant presented their story, placing
the keyframes on the Interpretation and Valorization Chart. Each experi-

ence arc was discussed and scrutinized by the others, and suggestions for
alternatives and modifications were made [F:+ E:+]. After the evaluation
of the whole team on one arc, the expert asked the question;
Exp: “Looking at this curve, what would you call the value under evaluation?”
This was a crucial and timely question. The expert also confirmed one
other extremely fundamental quality that we included in this section by
saying;
Exp: “Without adding specific values, this curve [positive versus negative]
already shows a change in the experience over time. This recognition reveals an
opportunity to intervene in the experience throughout this sequence.”
Regarding the points of tension, the expert said;
Exp: “We need to add tension to the story, or otherwise, we see no opportunity for design intervention.”
Regarding the outcome, the expert said;
Exp: “You do not have to come to a result in a single go. When you store the
sequence with alternatives, you, your team, or someone else can come back to
it later.”
Regarding envisioning experiences using imaginary stories, the expert
said;
Exp: “Interesting stories are the stories that include situations that are not
currently possible. So maybe we could come up with an idea to make something more possible. Try to make stories that are a little bit out of reach.
Moreover, exactly because they are out of reach, they offer a potential to say;
Could we bring them within reach by designing something?”
The expert also recognized a general tendency to design students to
introduce an unconvincing solution to their storyline which somehow
resolves every problem without any explanation [Deux Machina or magic-wand solution];
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Figure 25. W3/TMP3
CASTING / Characters
Goal: Identify locational circumstances
and potential users of the eperience.

Figure 26. W3/TMP4
ESTABLISHING SHOT
We decreased the number of frames
about “What is happening?” to one in
order to avoid getting a sequence. We
also added the title “Sketch a wide -angle
view of the scene of the experience”
to elucidate what we expect from an
Establishing Shot.
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Exp: “We should ask an underspecified storyline; How did this magic happen all of a sudden? We might agree that this solution is really
nice, but then we need to be able to reveal the
secret behind”.
About the matter of converging on a specific
idea, the experts suggested;
Exp: “There are different dimensions to design
ideas that sometimes may conflict with each other.
Then we can ask ourselves, what is the primary
need that stands out to help to make a decision?”
At the end he made one of the most accurate comments that we heard from anyone
throughout our experiments;
Exp: “We design the product that changes the
story, and the story changes the experience.”
W3/TMP7: UX Vision
In this stage, we re-introduced UX Vision as
the final template to see if the team would be
able to answer the questions at the end. However, the expert’s involvement disrupted the
schedule, and the time was up.
On the overall, we noticed an interesting
tendency in some participants to build a story
that would avoid potential points of tension.
That would mean avoiding problems that
would extinguish the opportunity for design.
We needed to be aware of this tendency. It was
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imperative to make sure that the terminology
resonates with the audience, such as conflict,
tension, scene, shot, act, arc, etc.
Once again, the participants mentioned
missing the relevance between the project brief
on the way.
P2; “I felt so much involved in the stage and
review, I kind of lost track of the brief.”
P3: “And during story building, you forget
what you are trying to do in the beginning. You
lose focus, where is the problem?
P4: “I also lost track with the brief ” [F:- G:-].
The participants also confirmed one of the
main arguments of the Storyply Method;
P1: “... the point here is to focus on the experience and forgetting about the product completely.
That is the reason behind focusing on a scenario
about people and their emotions. I believe focusing on experiences is the whole point that I did not
get before’.-P4: “The most important message I got
from this process is to prioritize the experience before the product. Usually, we start from the product
and then think about how we could evoke a certain
experience with that product. This is the other way
around, and it is quite interesting” [E:+ O:+].
The most important lesson we learned
from this session was; VALUES springs out
of NEEDS, which derive from STORIES and
stories clarify values and needs.

Figure 27. W3/TMP5
KEYFRAME SEQUENCE
Goal: Envisioning key events that
generates the experience.

Figure 28. W3/TMP6
INTERPRETATION & VALORIZATION
SCALE
Goal: Assess the emotional quality of
the experence over time.
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6.3 Leaving The Nest
(External Workshops 4-7)
In the next four workshops, we observed seasoned designers working with Storyply. By the
end of this section, we gathered enough insights to upgrade the framework to Version1.

6.3.1 Workshop4
Project
The project aimed to create a clear and consistent customer service for Posten(Swedish
Mail) and strengthen Posten’s Swedish market
position and increase its profitability. Our client was one of the world’s top-ranking design
and innovation consultancies. They hosted us
at their headquarters in Stockholm (Fig. 31).
This was our first opportunity to try Storyply
with a design company in an industrial project.
Figure 29. In this workshop the team consisted of 3 Industrial
Designers, an Anthropologist/Visual Storyteller/Design Researcher,
and a Design Strategist.
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Participants
In this session, the participating team consisted of 3 Industrial Designers, an Anthropologist/Visual Storyteller/Design Researcher, and
a Design Strategist.
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Toolkit
In this session, we used a seven template model that started with Auditioning (Fig. 32). We tried some new titles for the templates to reinforce
their specific aims. In the Local Circumstances, we added the map of
Sweden since the project was about Sweden’s national posting services
in addition to the world map. We extended each template with an additional “Make A Note” section below each template. We also added a new
template with a list of pre-made sticky notes of psychological needs and
product qualities.
Facilitation
The workshop started with a brief introduction to the method. We posted
a schedule for the meeting, explained the workshop procedure, and took
questions. We reminded the task at hand in more detail at the beginning
of each section. At the end of sections 3,5 and 6, we asked the participants to present the outcome, and after each presentation, we reminded
the team of the project brief. During the discussions, we pointed out the
opportunities to use the “Make A Note” extension to record ideas and
questions that deserve further consideration.
Documentation
We recorded video, audio, took photos, and made notes of immediate
comments as reminders for further consideration.
Analysis and Reflections informing Design
Confirmation - Contradiction - New Insight Flow[F:- or F:+], Guidance[G:- or G:+], Expression[E:- or E:+], Outcome[O:- or O:+]
We asked the team to generate and bring their deck of images with the

project goal in mind. They used this project-specific deck instead of the
generic insploration deck to visually insplore story components.

Workshop4/ Backstory
W4/TMP1: Auditioning
In this template the team followed a think-aloud protocol, choosing and
placing pictures on the diagram with the encouragement of the Anthropologist in the team:
P3: “C’mon people, tell me what you are looking at!”
The team consistently browsed, sorted, and discussed the images fluently
without any premature storytelling attempts. We took this as a confirmation
of our decision to give up the individual A3 templates, which previously
prompted for untimely details [F:+ G:+ E:+]. Thinking aloud came naturally to the native English speakers, while others struggled a little bit. Language
skills gave the native speakers an upper hand in leading the discussion.
W4/TMP2: Casting/Local Circumstances
The team skipped the second template and started with Characters
(TMP3). This was a result of the shared title “Casting” between TMP2
and TMP3 (Fig. 32) [F:- G:-].
The team perceived casting Characters more immediate than casting Locational Circumstances. They only came back to the Local Circumstances
when the Characters template asked for a location for the character on the
profile section. However, when they did, the local circumstances inspired
the team to come up with one character as the sender and the other as the
receiver since the project was about Postal Service [F:+ G:+ E:+ O:+].
The extra local map of the project location did not make a significant
difference, and it required a large amount of paper real estate [G:-].
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Figure 30. The layout with evaluation markers of the template framework used at Workshop 4.
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W4/TMP3: Casting/Characters
The third template allowed for three characters,
but with the time considerations, the team was
able to generate only two [G:-]. Jumping over
the Local Circumstances confused the team and
led to a lengthy discussion(12m) without making use of the toolkit. We had to remind them
to use the toolkit, but by browsing the Project
Deck, they found profile pictures for their characters [E:+]. One participant asked;
P4: “Are we picking the main character or the
character that the main character interacts with?”
It took four more workshops for us to realize
and address it with a fundamental improvement at the first Internal Evaluation by adding
supporting characters feature.

Figure 31. W4/ TMP1 & TMP3
AUDITIONING and CASTING
Participants working on Template 1
and 3. While the participants in the front
are browsing the Insploration Decks for
inspiration on the Auditioning template,
participants on the back started placing
and discussing about their chosen
pictures to represent Characters on the
Casting Characters Template.

Workshop4/ Story
W4/TMP4: Establishing Shot
We first asked the participants to work individually to generate separate ideas and then to collaborate, discuss, and agree on one, or merge
several ideas into one, to be placed on the template. We tried ‘The Scene of Experience’ as a
subtitle to establishing shot.
However, it made them think of a movie
scene and prompted a sequential approach
prematurely;

Figure 32. W4/TMP3
CASTING/ Characters
In this version the template provided
three slots for Characters. Participants
were able to fill two of those slots in the
duration that we specified for this task.
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Figure 33. W4/ TMP2
CASTING/ Local Circumstances
The team came up with an idea of having
a non-person character and made one of
the characters a shovel, like an animation
character. This exciting decision initiated
an even more interesting discussion
about figuring out motivations, daily
activities, and potential points of tensions
for a shovel:
P3: “What I like about the idea; stepping
out of the persons is we often complain
about how useless and bad personas
are…” “It is interesting that it is easier to be
creative with the non-person.”

Figure 34 W4/ TMP4
ESTABLISHING SHOT/ The Scene of
Experience
Participants got excited by the idea of
having 'a shovel' as their main character
and started to fill in details of a potential
scene of experience in which the shovel
will play its part as the main character of
the experience.
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P4: “The struggle I am going through is: I am
trying to picture the entire sequence, trying to
come up with that” [F:- G:- E:-].
Nonetheless, we got beneficial feedback
from the participants;
P3: “Yeah, but we are setting the scene, I mean,
usually setting the scene is the telltale of what is
going to happen.”
P5: “The storytelling experience is exhilarating,
but we don’t have the thing that we are trying
to tell the story about yet. Which I think we are
starting to design the brief rather design via.
Moreover, for us, the design brief is about a problem that you are going to explore rather than a
problem you are going to solve.”
W4/TMP5: The Sequence of Experience
The goal was to see if the discussion could be
focused on the task-at-hand more profoundly
by having one sequence per each character. We
wanted them to share their attention as well
as share a common goal that would keep the
discussion focused from the start.
They succeeded in building two sequences,
combining ideas from their particular ones
[E:+ O:+].
At this point, we reminded them to align
with the design brief, which triggered questions about which insight they were going to
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derive from the sequences. They were struggling between addressing the requirements of
the brief and re-framing the brief according
to the new insights they realized at this point
[F:- E:-]. This struggle triggered an incredibly
insightful discussion.
P3: “...We are only used to using storyboarding
to illustrate solutions. But you could also use it to
redefine how you do research [E:+] Like, here is
seven sequences that we would expect to see, and
how it might work out, can we and will we think
the experience currently as; “what if ” and then
take these to the research?”
At this point, the team started to acknowledge the potentials of this approach could offer.

Figure 35. W4/ TMP5
KEYFRAMING/ The Sequence of
Experience
In thi section the participants started
to illustrate key events of alternative
experiences. In the first sequence The
shape of the shovel ignited a discussing
about how odd sized and shaped
packaces could be handled by the Post
office.

Workshop4/ Review
W4/TMP6: Interpretation and Valorization
In the 6th template, we tried to elaborate on
the task at hand by adding a sub-title: “Discussion and Reflection on the proposed experiences”.
When the team arrived at the Review stage,
they were tired and openly complaining about
not being able to see the tangible value and the
outcome of what they had been doing so far
[F:- G:- O:-].

Figure 36. W4/ TMP5
KEYFRAMING/ The Sequence of
Experience
In another instance of the discussion
the team asked what would be the
experience from the shovels point
of view. This approach led to an
entertaining discussion and inspiring
ideas.

139

6. STORYPLY WORKSHOPS

Figure 37. W4/ TMP6
INTERPRETATION & VALORIZATION
The patience of the team was wearing
thin at this point since they were not sure
how all this work was going to generate a
concrete output. As soon as we explained
the next task at hand (Interprataion &
Valorization) the pospect of assessing
the sequence of events re-energized and
motivated them immensely.

Figure 38. W4/ TMP6
INTERPRETATION & VALORIZATION
Ideas started pouring into the discussion
while they assess the keyframes using
all the components they have been
generating up to that point.
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Nevertheless, as soon as they started to place
experience sequences on the TMP6 and got
the hang of assessing instances according to
their chosen values, their energy and enthusiasm came back [F:+ G:+ E:+ O:+].
The team started to feel confident about
what they were doing and convinced that
the method really could help them. The UX
Guides/10 human needs resonating very well
with the team. [G:+ E:+]. They also came up
with values of their own. After finding the value “Respect,” they started asking all the right
questions such as; “how can we increase, trigger
respect here?”
They were back in the flow in no time;
P3 to P4 created the experience arc for their
story while everyone was throwing in new
ideas: “Why don’t you write down all those brilliant ideas?” Deeper into the process, real gems
started to appear from a research perspective
such as;
P1: “it also helps me to get familiarized with
the project context. It helps me to put myself into
the user shoes. So I can emotionally get involved
with the whole experience. It provides me creative
confidence.”
P3:…and that is an interesting point as a
brainstorming tool. I wonder if you could choose
to do different versions of this just based on the
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outcome of the emotional priorities of the top ten emotional needs, like how
would this thing (story arc) change if it was pleasure-driven (rather than
control)?”
W4/TMP7: UX Vision
In this case, we actively decided not to insist on filling the UX Vision
since the team had already felt like the process was finished, they were
accomplished what they were here for and started to give rich feedback.
At the end of the workshop, the team was drunk on new ideas. Then the
exhilaration passed, and they started to ask questions such as; How to get
this state of mind without having to suffer through previous stages? What
is the concrete outcome of this method, and how they could repackage it
for their clients without draining their person-hours?
At the end of the session, we started a retrospective discussion and collected overall comments. In this workshop, the mindset of the different
participants was quite distinct. The Design Strategist’s main concern was
if they could use it to discuss potential user emotions and translate their
emotional cues into design values for products in the shortest time frame.
The Anthropologist/Researchers’ main concern was if they could use this
to help explaining service and experience design processes to the product
designers and improve the communication between the team and the
target group. The Product Designer’s motivation was to learn more about
these buzzwords they have been hearing about more and more such as
user experience design, storytelling, and service design.
They were a group of seasoned professionals who knew what they wanted, used to work together, and knew each other well. This produced a
wealthy knowledge base for us. They had a perfect time during the workshop and produced an abundant amount of exciting ideas.
However, we have to admit that our participants were top-notch pro-

fessionals, so this could have been the case with any other tool as well.
What surprised them was the refreshing style and the unique perspective
of discussion they had about the project using Storyply [E:+].
The further they got into the process, the more they started telling
their ‘war-stories’ with the shortcomings of personas and storyboarding,
how useless they could get. The potentials they saw in Storyply to surpass
those boundaries.
P3: “Well, Personas can be a big problem for us because we end up having so many conflicting and pushing reasons to do people and profiles, our
clients have segmentation models, we find segmentation models. But then
the problem is we end up telling these stories either they know already or too
abstract or generic that they don’t really matter so. It’s kind of fun to figure
out whether or not this strategy (Storyply character generation) could help us
with that.”
P2: “A storyboard only shows touchpoints. So far, this method is more about
how those touchpoints should be rather than what they are going to be.”
P3: “We used another tool in the past to design around a continuum, but it
was tough to make a synthesis. In most cases, we had to drop it after research.”
The biggest issue they communicated with the Storyply method was
the slowness of progress compared to the usual speed they are used to.
Also, they were annoyed with feeling uncertain about if and when they
would get to the insights [F:-].
P4: “It would have been easier if the objective of this is clear, like are we
trying to use this brief as the brief for the project, or are we trying to communicate the whole findings?”
P2: How can I make sure that the stories we create can create value for
our customers? We already spent half a day, and that is a shit load of money...
if this was for a client, when do we see the value, soon I would like to know
where the goal is to know of the value, then to spend the rest of the half a day.
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If we are already there why spent another half a day if we are already there?
Where do we decide as a team to focus to the most valued to the customer. It is
still so broad and comprehensive. I don’t know where that value would come?
I am not seeing it yet. I need to be able to communicate that our customers
money is being spent well.”
P5: “Not just money but people’s unhappiness with uncertainty.”
We did have to assure the team several times on the way towards the
end that we were heading to a stage that would make all our efforts
worthwhile [G:-].
However, when we arrived, and when they understood the point, they
were really impressed and stopped resisting the method and ideas started
to pour as
P5: “It is fun! -P3: Now that we stopped questioning and played along”.
From that point on, they started providing a design critique, which
really fundamentally effected our design strategy. Some critical comments
were as follows.
P1: “As designers I think we are terrible at communication. So if we could
learn another tool apart from drawing, that is an exciting thing to convey
more complex information.”
P3: “When I see People, Places, Objects, I feel, “Yeah! I can do that”. That
is a much more accessible start than a bunch of story terminology” [E:+].
P3: “In terms of the communication of this workshop; The opening sequence
could be a little more about what will we get at the end: such as saying:”Here
is where we are going to go, now lets, trust me with the rest of this process.”
P1: “it also helps me to get familiarized with the project context. It helps
me to put myself into the user shoes. So I can emotionally get involved with
the whole experience [E:+ O:+]. It doesn’t necessarily mean that I come up
with all sorts of ideas but it helps me to get involved with the project, even
though I might have done the user research beforehand, still this could be a
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warming up for me ease into the experience by just having one experiment out
of hundreds of them. Its like an internal motivational tool for me to convince
myself saying I am doing this because I am adding this value to that problem.
P3: “...if you have done research and come up with insights, you could
probably move for everything pretty quickly, and then come and spend more
time just in this idea of driving an emotional outcome.”
P2: “…we should look at what the touch-points produced, and then see the
difference of this method as it is more about the fundamentals underlying the
experience behind service, that is what we are questioning. And then that is
how to do a combination of reality + the fundamentals.”
P3: “the biggest challenge we face is this idea of uncertainty. People are not
generally comfortable with not knowing what will get out of something. And
so it would be good to have clear cues about what to expect. It is also kind
of interesting that how much the different sections don’t relate to each other?
You have presented as linear, but it is not really linear. Each of them do have
an intent to help you think through some problems and opportunities in the
space. So the establishing shot were one of the more entertaining and engaging
and it began to set some tone of what the value was, but we didn’t really flush
out value. The best part of Key-framing for all of us was take a moment to
pick for ourselves what was important, not some much actually creating, it’s
a great tool to getting those out. “Two days idea” sounds good. The full-day
workshop is always tight.”
P1: “You don’t see the real value until TMP 6.”
P5: “On the other hand, keeping it open in the beginning and talking
about potential points of tension and motivations, allows you the freedom…
If you were allowed to start back here (showing TMP6) you would start contriving situations that were not natural. However, if it makes it through the
venture of keyframing, then it is validated.”
P3: “Well, it also takes the variables during the keyframing, we all worked
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with the same variables such as the clerk and the shovel, but It is hard to say
if the variables would exist had we done that or not…”
P4: “I was wondering how we would differ if we had a product instead of a
service in this workshop? I sometimes felt like I was digressing off tangent, off
this project brief cause I didn’t have it on my backlog [F:- G:-]. On the other
hand, the great thing about using this process is you remember the context the
whole time. I loved this tool as a brainstorming tool.”
P3: “…and the idea of addressing emotional aspects mostly by addressing
the things around them (context), it is kind of cool.”
P3: “I sort of feel like we spent more time on really defining the experience
rather than storytelling.” [E:+ O:+].
P2: (Design strategist): “I assess things from a ‘what can I take to use’ way
and from that perspective the fundamental core value that I see is not so much
storytelling, it is more the fundamental experience. That is the core. Redefining what the experience is. So that was really really good. But I feel like it was
a long complex process to get to that [F:-]. I feel, us as a team have a limited
attention span, never mind the client so I wouldn’t use it without cutting it
shorter first internally before going to the client. It’s a little bit fluffy. Especially
for the kind of research we do towards kind of concrete points” [O:-].
P2: “These experiences we came up with are nice but I would feel shaky to
say that these are the experience… I would prefer to have real life stories with
these fundamentals and link those to the experience.”
P2: “What is the fundamental value and what is the fundamental deliverables? I think that is what you need to ask yourself. For me this method
revealed a definitely unique perspective about what is the core value [O:+].
It is a bit random but definitely worth doing. Storyboarding is another value
out of this.”
P3: “We are not solving a problem. We are creating a solution.”
To sum up they saw the key benefit is the Assessment which helped

prioritizing what the core underlying experience is really about. That part
could be also a great tool to assess service & experience design.
The negatives were that from their perspective it was a fairly long process that should be shortened and simplified. The main flaw they saw in
the method was losing the connection to the research findings. There
needed to be a much clearer link between research and the proposed experience in the end.
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6.3.2 Workshop5
Project
The project was a mobile application for the
travel industry to create lasting memories
and experiences for travelers visiting urban
cities. It was our second industry project,
and this time the client was a film making
company from New York who decided to
build a mobile application to provide audio
walks that turn a neighborhood into a movie
set with entertaining screenplays, characters,
and music. We also used this project as a case
example to demonstrate how Storyply works
in Chapter 3.

Figure 39. The CEO and Creative Director of IFF are having a discussion using Storyply.

144

Participants
In this session, we had two participants with
rich multidisciplinary backgrounds. The CEO
of the company was a screen-writer/director
with an engineering degree and MBA who
worked as a management consultant. The
Creative Director was a writer/director with
a tourism degree and an MFA in film-making
who was also a published writer and TV Director. They hosted us at their Istanbul branch
for this project.
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Toolkit
In this session, we skipped UX Vision, so there were six templates in
total. Once again, we made some changes concerning physical format
and organization (Fig. 40). We changed the order of TMP2 and TMP3
and moved Characters before Locational Circumstances. Once again, we
added a “Make a Note” extension below the templates.
Facilitation
In this workshop, we played a more active role as the facilitator since the
team was only two people, and occasionally there was a need for a third
participant to break a tie or enrich the conversation with comments and
questions. We started with a short presentation to explain our motivation. Subsequently, the workshop procedure was discussed, and guidelines were provided to use the templates.
Documentation
We recorded video, audio, took photos, and made notes of immediate
comments as reminders for further consideration.
Analysis and Reflections informing Design
Confirmation - Contradiction - New Insight Flow[F:- or F:+], Guidance[G:- or G:+], Expression[E:- or E:+], Outcome[O:- or O:+]

Workshop5/ Backstory
W5/TMP1: Auditioning
We had to skip Auditioning because of organizational issues.

W5/TMP2: Locational Circumstances
This template prompted the team to start with two characters whose locations dictate the way they encounter with the service: P1: “For instance,
this lady (pointing at the stick-note on New York) could find us while she explores her options in New York while this guy is already in Istanbul (pointing
at the stick-note on Istanbul) and found us here” [G:+ E:+].
The participants had a long experience working together in addition to
being professional storytellers. It allowed them to move faster with more
confidence than previous teams.
W5/TMP3: Casting Characters
In this template, the team located three different circumstances to figure
out potential touch-points for each user. They had a market segmentation in mind, and they saw Storyply as an opportunity to converge on
specific characters under specific circumstances [E:+]. P1 took on the
role of a scribe. An interesting discussion was about maintaining their
brand promise under various locations: P2: “How do we maintain our
brand promise while shifting between two different mindsets of exploring
the streets (outside) or visiting a museum (inside)?” Nick(name) required
explanation [G:-]. They started to fill Motivations and Potential Points
of Tension simultaneously since it started with a quality that can be
both motivation and a potential point of tension at the same time. One
participant perceived Motivations as general motivations in life and the
other perceived as more occupational motivations. Their competence
increased the quality of discussion from a storycrafting perspective: P2:
“Main motivation could be a silent, subconscious one that even the character himself is not aware.” Motivations section brought up new ideas such
as the personality traits of the character: [E:+ O:+] P2: “A motivation
could be this guy wants to act like a know-it-all. He wants to impress others
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Figure 40. The layout with evaluation markers of the template framework used at Workshop 5.
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with his knowledge about stuff, in this case where
he travels to”.
P2 asked: “How are tension points and the experience relate to each other?”
We explained with a story example: “For
instance, in the case of Star Wars, the tension
points played a crucial role in how Luke Skywalker (one of the main characters) experienced life in general. Growing up without a
father defined his journey in life, and at the
same time, it builds tension between him and
his world around.” After this example they
started to dig deeper:
P2; “...since he travels all the time, he does not
have enough ‘time’ to nurture relationships, and
he has ‘intimacy issues’ as a result”.
P1: She is after “meaningful fulfillment” (Core
Value which drives her )
P1: “She wants to get social.”
P2: “…wants to be part of a group…”
When they had overarching questions they
subscribed to their personal experiences as well
as user data: P1: “I have met with so many of
these guys; they are superficial.”
A few times, they got distracted with dramaturgic details about the characters, so we had to
intervene and pull them back to the template at
hand. They decided to create a couple as their
third character. The template accommodated

Figure 41. W5/ TMP2
CASTING/ Locational Circumstances
Weather Conditions, Geographical
Location and its consequences, the
immediate pysical circumstances around
potential experience.

Figure 42. W5/ TMP3
CASTING/ Characters
Personal details and Daily Activities.
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Figure 43. W5/ TMP4 and TMP5
ESTABLISHING SHOT/
The Scene of the Experience
and
KEYFRAMING/
The Sequence of Experience.

their needs, and they found the aggregation of
the components on this template quite familiar
to their creative process [F:+ E:+].
Furthermore, the couple, as the 3rd character,
raised an exciting challenge. The market research
did not take “a couple scenario” into account. A
back-story suddenly became essential, in order for
this couple to feel real, the team had to quickly
imagine personal details such as how and where
they could have met, which then could reflect on
their career choice, having children together and
so forth. At the end of this section, when we suggested taking a break, they refused by saying that
they are in a roll [F:+ O:+].

Workshop5/ Story

Figure 44.W5/ TMP6
REVIEW/
Interpretation&Valorization
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W5/TMP4: The Scene of Experience
We started with our usual examples of filmic
Establishing Shots. However, when this group
also(like the previous group) started to imagine
a sequential story [F:- G:-], we redirected them
to think like a theatre stage rather than a movie
scene to avoid a premature sequence.
They did enactments of imaginary characters
during discussion [E:+] (Both participants also
had had acting education). Even though it was
not their strong suit, they insisted on putting a
effort into drawing. It slowed them down, but
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later they commented that it was a good pause to contemplate. When we
asked them to present the establishing scenes, they started to tell stories, so
we had to stop them and ask for a description of what they see on the frame
[G:-]. When they did, they started to imagine prop details (like a costume
designer), which enriched the context of experience [E:+ O:+]. At this point,
the team realized that they have imagined ‘before the experience’ with the
first character. ‘During the experience’ with the second character. And ‘after
the experience’ with the third character. It came as a surprise for all of us, and
later it played a fundamental role in their design.
W5/TMP5: The Sequence of Experience
They asked if the experience supposed to happen strictly in the established
scene of experience? We explained that it does not have to start and finish
at the same location, but it could be an excellent point to start. The team
also questioned the quality of their drawings. Nevertheless, we assured
them any quality is okay as long as the rest of the team can get the idea.
However, since drawing was challenging to them, they illustrated as well
as writing. While one participant used his words to explain what he sees
in his mind’s eye, the other made small drawings of what he understands
from that description. During this exchange, the sequence improved for
the better. The visual discussion produced links to their personal experiences, and they discussed a lot of sensory perceptions (taste, scent, heat,
touch) with the character’s environment [E:+ O:+].
An exciting encounter was to observe the appearance of the ‘themes’
concept, which we gave up in earlier workshops since it did not resonate with previous groups at the time. They came up with theme titles
like; Word of mouth, Keep them engaged, Work those five senses, which
came useful to crystallize their intentions in a specific sequence and drive
the experience. While this confirmed our earlier intuition with themes, it

also proved the ‘themes’ as a storytellers instrument, which requires participants who are familiar and experienced with the concept of themes.

Workshop5/ Review
W5/TMP6: Discussion and Reflection on the Proposed Experiences
In this template, besides using the values on UX Guides, we asked them
to bring values from their project brief and values they revealed during
the session. Consequently, the team applied their values such as; Unique,
cinematic, adventurous, explorative, transformative, interesting, inspiring, imaginative. During the discussion, they also came up with; Engaging and Fresh. The team picked Autonomy, Pleasure, Self Esteem, Belonging, and Security as their evaluation values from UX Guides.
It turned out any values other than the Ten Psychological Needs [Hassenzahl, 2013] either produced very similar arcs or led to discussing functions and features rather than experiences [F:- G:- E:- O:-].
P1: “I felt like we are getting into a detail level that does not belong to this
discussion.”
P2: “These are issues that we cannot envision because what happens in the
first three frames, for instance, are out of our control.”
For instance, one of the values they had in the project brief was ‘Uniqueness.’ It was a value proposition that they would like to achieve, and even
though it looked similar to the values on the UX Guides at first glance, it
only led the team to have a prescriptive discussion about how the experience should play out. Product Values did not work since the content of
the keyframes were too high-level to be assessed by product qualities [E:O:-]. An assessment of Product qualities required more frames about the
detailed interactions: P1: “These qualities might be useful to discuss other
issues do’s and don’ts in a broader sense.”
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A psychological need (in this case, Belonging ) revealed: “when” (at
which instance) users feel “how” (to what extent) — making it possible to
have an explorative discussion on “what” and “how” to improve the experience. This revealed a critical insight; The experience arc required users’
emotional responses following the changes of experience over time. Values
that are not based on real user needs did not help focus the discussion on
the experience, and they also did not reveal meaningful experience arcs.
Nonetheless, the discussion about Uniqueness became useful after all
by pointing out an opportunity to engrave a specific quality in a particular stage of the experience: P1: “Uniqueness is most definitely a top priority
for the onboarding stage to our service.”
They also found support to their argument by going back to the character profiles. Alternatively, even though evaluating Cinematic (another value from the design brief ) failed to produce a meaningful curve, it
revealed insights that made them realize that they meant two different
things when they say Cinematic. After the 3rd value (Security) evaluation
P1: “I really liked this exercise! This is not the first time we thought of some
of these issues, but this tool allows us to discuss on a much deeper level, and it
enables us to infuse ours insights into new ideas like never before” [E:+ O:+].
An important question was: P1: “What is our point of reference when
we assess? Is it the specific sequence in itself or this sequence concerning our
general intentions?”
Throughout the workshops, we found out that both perspectives were
useful to further the discussion toward a deeper level of understanding. At
one point, the team realized that in one of the sequences, and emotional
value played an essential role in persuading one of character into a new experience, so they moved on to look for more values that could serve a similar purpose with other characters. Each ‘value-prompted idea’ motivated
the team to come up with more ideas to fortify the newly found value.
150

Both participants had a very polarized perspective from each other, so this
stage of the exercise helped them with meeting at the same ground [G:+].
A tangible outcome of this section was an idea which later became the
fundamental concept behind the mobile application. The idea came out
during the evaluation of the sequence against the value as Self Esteem. The
discussion led to a point where they emphasized ‘exclusiveness’ as an essential quality which originated from ‘self esteem,’ and they came up with the
idea of having an ‘exclusive personal guide’ which later become the design
direction that everything revolved around. At the end of the session, we
started a retrospective discussion and asked for their input. The team was
generally overly enthusiastic and supportive of the method. They repeated
several times that this method should cast a wider net than just designers
and should aim any discipline that needs easing into this multidimensional
thinking without pressuring them: P2: “I am a businessman with an MBA,
and multidimensional thinking is a prerequisite for me, but it is not so for everyone. One can have a super idea but no experience in this type of a thinking
process. You can seriously commercialize this as ‘train the trainer’ style.”
Another vital feedback was the limitations of the analog interface. The
number of keyframes did not felt sufficient to them, but they also acknowledged that the spatial constraints of paper and the room would not
allow the amount of detail they would like to cover.
P2: “I want to multiply the keyframes because this way of thinking really
opened my imagination. Thinking different points in time made me question
what other critical points in time are there? [E:+ O:+] This experience made
me want a tool that allows you to scan this wall and then send it over for
us to replicate and modify on the screen and work it over and share digitally. But I would also still want to keep this analog part intact, just want to go
on working with it using my computer and such, like an app for instance, I
would write it on my iPad and would swipe it over the wall so it will appear
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on others devices may be on the wall too?”
P2’s responsibility was ‘content development,’ and P1 was the ‘business
developer.’ With this framework, they said that they started to discuss
more profoundly than the past one year they have been collaborating [E:+
O:+]. They really appreciated to have a structured discussion.
P1:’First of all, it is advantageous to work in the constraints of a framework.
I feel that since it is very visual, in our project it really supported us to tailor the
experience for our users. Secondly; Since we are working at different countries
we did not have the opportunity to align with each other as much as we liked
to. This method really brought us to the same page by making us sit down and
have a detailed conversation about our users [F:+ G:+ E:+ O:+]. Thirdly, I
know what a ‘persona’ is and does. Nevertheless, starting to think of the experience using this ‘experience assessment chart’ and asking ‘how to increase this, or
avoid that’ adds a crucial dimension. However, never really addressed usually
at this stage of a project. It makes you envision the actions in the future. For
instance, when I just had the call during the break with a marketing director
friend on the phone, she asked for insight, ‘what was good about this tool?’, and
I told her: ‘Look. We just built a character with motivations and tensions and
decided that his self-awareness is weak. After three hours later when we placed
his experience on the scale. We identified a clear opportunity: since when people
like him, using certain phrases appeals to his self awareness we are confident
that we have him, this is an extremely specific insight. Being able to get to such
an insight in a better of hours is a great strength and value.
P1: “We discussed several insights, some we knew some we did not know
but the ones we knew, this was the first time that we connected them to our
imagination this clearly” [E:+].
P1: “The method offers a very visual experience, that is very valuable. It
makes it really inevitable to empathize with your user. It is extremely important to empathize with what your users, customers feel how and when to not

only for us but any other professional who would need to contribute and benefit
from this project. It is also good that you encourage us to visualize it ourselves
since it makes you think other stuff than you are used to otherwise [E:+ O:+].
P1: ‘If there is anything to patent, it would be assessing the experience arc
stage. I have never seen such a framework before’ [E:+].
Of course, they also had constructive criticisms:
They found the beginning a little confusing in terms of figuring out
what they were being asked to inquire about; users’ past, present, or future experiences [F:- G:-]? It was also a question mark if the locational
circumstances are just demographic information or the touch-point location of the experience [G:-]: P1&P2: I think there may be additional
attributes to this map. For instance, a group dynamic is different from an
individual dynamic in our case. Inside/Outside really ignited a good conversation” [G:+].
They did not found the props too useful: P1&P2: “There is not much
connection with the props and the rest of the steps, they are left alone by themselves, the event takes all your attention, and you forget about them… Even if
you delete them, the method will work as is” [F:-].
Another crucial comment was about the methods ability to embody
storytelling qualities: P2: “When we were studying film at the university, a
famous film director gave a set of lectures, and in the end, he told us that he
taught us dramaturgy within 13 lectures by way of applying the same dramatic
structure throughout those 13 lectures. I think you followed a similar strategy
with Storyply. Similar to a story, first you make us introduce the characters, then
you helped us to look into their inner self, then we placed them in a scene, and
we make them experience an adventure. Finally, we tried to understand what
they feel during that adventure. When we arrived at the end, there are not many
things to object to or not to understand since the method makes you live the story,
and it is self-proving its relevance through the story” [F:+ G:+ E:+ O:+].
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6.3.3 Workshop6

Figure 45. In Workshop 6 there were five participants. The two
researchers from University and a project manager/R&D engineer,
a design engineer, and a marketing manager from their industry
partner.
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Project Background
The project was a part of a university-industry
collaboration project called RePar (Resolving the
paradox in User-centered Design through flexible
prototyping) to investigate how the new product development process of companies can be
improved employing flexible prototyping tools
and methods. The client was a company that
develops industrial baking machinery.
This workshop was vital since it provided an
early confirmation on the relevance and potentials of our research motivation and claims by
way of two other researchers who found their
research goals inspired by Storyply. They were
amongst the workshop participants and consulted experts in the early development phase
of the Storyply Method. One researcher (R1)
came up with the idea that one could utilize the
stories about experiences as a trigger to prompt
discussions with end-users and help them to
envision themselves as the User of the design
concept in the future and provide feedback. In
order to carry out her studies, she needed to
come up with two types of stories, which she
called Sensitizing and Visionary Stories to be
used with end users later in her research [Ozcelik, 2013].
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The other researcher (R2) wanted to build a digital alternative to the
keyframing in Storyply, which would allow users not only to illustrate
but to animate. He wanted to test an early prototype, which was an iPad
application for sketching animations. The plan was to introduce the app
at the keyframing stage and let the participants generate frames using his
application called IDAnimate [Fernandez, 2017].
They needed user scenarios to conduct their user tests and wanted to
use Storyply to build those stories with their stakeholders before conducting user studies. Therefore, in this workshop, the expected outcome
was not only ideas and discussion about experiences but also use case
scenarios to be used in their user studies. Our role was to assist the researchers with Storyply while they apply the method. The stories were
going to be about a ‘Mobile Information Service’ to collect information
from the bread-making machines for various purposes.
In order to accommodate the requirements of this workshop, we first
had a half-day meeting with the two researchers to customize Storyply to
focus on stories as the outcome and to prepare them as facilitators.
Participants
In this session, there were three participants in addition to the two researchers (R1 and R2); a project manager/R&D engineer, a design engineer, and a marketing manager.

existed only around the machine and; the entire Review section since the
goal was only to achieve user experience stories. We did not have prior
knowledge of the wall-space at the company premises, so we downsized
the paper format down to A2’s and A3’s. Additionally, upon the request
of R1, we added a questionnaire style template before all other templates
to ignite a discussion about the target user group with the client.
Facilitation
Initially, the workshop was planned to be facilitated by the two researchers, and we were going to observe and provide assistance if and when
needed. However, researchers required our active involvement as the
scribe and illustrator, especially during the fourth and fifth templates
since we had limited time, and the situation required someone who can
quickly and illustrate. At the end of the session, we started a retrospective
discussion and collected overall comments.
Documentation
We recorded audio, took photos, and made notes of immediate comments as reminders for further consideration.

Toolkit
We had only half a day with the client, so we needed to adapt the method for this specific challenge. We used four templates and made several
changes with their physical format and organization (Fig. 47). During our
pre-session meeting with the two researchers, we decided to skip: Insploration; out of time-concern, Locational Circumstances; since experience
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Figure 46. The layout with evaluation markers of the template framework used at Workshop 6.
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Analysis and Reflections informing Design
Confirmation - Contradiction - New Insight Flow[F:- or F:+], Guidance[G:- or G:+], Expression[E:- or E:+], Outcome[O:- or O:+]

Workshop6/ Backstory
W6/TMP1: Design Brief
We needed to clarify a specific design brief out of the fuzzy goals that
the researchers mentioned in our preparative study. Accordingly, in the
first template(TMP1), we proposed having a re-framing conversation
about the design goals to align the communication between the researchers and the company since we had not had access to this client beforehand
and needed a quick way to build an understanding about their approach
towards the project. It was the first time we provided a structured template for re-framing the design goals. It turned out to be a vital step since
it immediately revealed the fact that R&D and Marketing departments
were not on the same page [G:+].
In the beginning, the engineers struggled with the concept of open-ended inquiry. Marketing Manager came to their aid whenever they felt
stuck. During this process, the bottlenecks dissolved naturally, and the
participants embraced the challenge as a team [F:+ E:+].
W6/TMP2: Casting Characters
We moved the Daily Activities to the bottom of the Casting Characters.
The team first came up with two characters as a ‘maintenance guy’ and
an ‘operator.’ Engineers felt more comfortable dealing with the operator,
since it was a familiar character from their perspective. However, the ‘operator’ evolved into a ‘supervisor’ throughout the process since the Marketing Manager having a better insight about users made a convincing

Figure 47. W6/TMP1
DESIGN BRIEF
R1 wanted to add a questionnaire style-template in the very
beginning to inquire about the end-users past and future
experiences. The marketing manager appreciated this template
as something more familiar to her process than the rest of the
templates: P1(MM): “When you do market research, you start
by asking the question of what would you want to get out of that
market research. It is necessary to design your market research.
You need to first feel out your questions before starting with
users”.
Marketing Manager’s comments about starting with a ‘pool of
potential end users’ inspired us to cast a wider net by adding
“supporting characters” in future iterations. However, this
template encouraged a discussion without the aid of templates
and prompted high level answers without sufficient insights.
[G:- O:-].
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Figure 49. W6/ TMP2
CASTING CHARACTERS
Character 1
The first character was Derek the supervisor
which was inspired by a real client that
the R&D team knew. The team asked if
there is a library of characters to choose
from. This question inspired us with the
idea of considering an additional feature
in the future like "ready-made personality
characteristics that can be customized on
the way" to improve this stage.

Figure 50. W6/ TMP2 (2nd)
CASTING CHARACTERS
Character 2
The second character was a maintenance
guy called David which was a synthesis
of various people the team have been in
contact with through the project.
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case. Engineers knew the machines, Marketing
knew the people. Having a Marketing Manager with extensive insight into real users made a
massive difference over the quality and depth
of characters.
Since we skipped the Insploration, were no
visual library of images so we quickly illustrated simple head-shot illustrations to represent
characters. One illustration, in particular, reminded the marketing manager of a real client
called “Derek,” and from then on, the imaginary supervisor character had a real counterpart to inspire the team [G:+ E:+ O:+].
The real person behind the imaginary one
came really handy in swiftly building rich characteristics of him. Most of the information about
him came out of personal anecdotes. Having detailed information about the process and working schedules of their clients to the extent of personal details added confidence to the discussion;
P1: “one of these guys is into horses (Horse-riding).”
Once again, motivations and potential points of
tensions started to flow simultaneously. A real person
as a reference helped the team to visualize a believable
character with deep and interesting qualities. There
was not enough time for Locational Circumstances.
However, during the discussion, it turned out that the
source character lives in France, and that information
helped to imagine his daily activities. [G:+ E:+ O:+].

6. STORYPLY WORKSHOPS

Workshop6/ Story
W6/TMP3: Establishing the Setting of Experience
The goal was to help to visualize the scene of
experience. The team decided for the two characters to share an establishing scene since they
shared responsibilities over the production
line.
This move brought the discussion to technical issues, and this time it was engineers’
turn to take the lead to be imaginative. Their
need to see the issue in their mind’s eye helped
the team to concretize the problem. Visualizing the problem grounded the discussion and
also helped to think of props around the scene
[G:+ E:+ O:+].
W6/TMP4: Keyframing the Experience
The aim was to build the two types of stories
that R1 required (Visionary and Sensitizing).
Despite the order on the template, R1 directed the team to start with the “visionary story”
first. It was counterintuitive to start imagining
‘how things could be’ before ‘how things are’;
thus participants rolled back to discussing the
current experience instead of imagining a visionary one [F:- G:-].
This also caused additional problems by
pushing the team to resort to various ‘mira-

Figure 51. W6/ TMP3
ESTABLISHING THE SETTING OF
EXPERIENCE
Props tiggered a question:
P3: “So what happens to the spilled dow
at the end of the line?”
P2: “There are special bins to store excess
dow.”
They started placing scrapers,
trolleys, and other cleaning tools as a
consequence.

Figure 52.W6/ TMP4
KEYFRAMING THE EXPERIENCE
Initially, R2 wanted to use his iPad
application that we mentioned in the
introduction of this section. It was
an early testing opportunity for him.
However, after a short demonstration,
participants saw the prospect of shifting
to a digital environment with a steep
learning curve looked too daunting,
and they decided to go on with analog
drawings on sticky-papers.
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cle solutions’ with no merit or explanation of how things will work and
how we could get to that point in time. A critical discussion about ‘from
whose point of view are we looking at the experience’ revealed discrepancies about the expectations from the integration of a mobile application
between marketing and R&D.
Visualizing the scene helped the team’s imagination. They asked many
questions about what happens in the scene before, during, and after.
Which character was doing what and in which order [F:+ G:+]?
When it was time to generate a Sensitizing Story, participants were
confused since they have already been discussion existing experiences,
and the sensitizing stage became redundant [F:- G:-].
P2 (designer) “I do not get what the sensitizing story will get us at the
end?”.
Consequently, both researchers and we learned from this experience.
On the overall, participants found the session constructive and useful
P1(marketing manager): “It is a good method to check ideas, concepts and
design directions. When you are dealing with a project team, some are more
involved than others. By doing this (Storyply), you can get everybody involved.
It is an excellent excuse to bring people into a room and get their attention to
the product and new ideas”.
P2(design engineer): “By doing this process, you go much deeper into the
essence. Normally when you skip all these steps, you think I know what is
happening by writing down in one sentence whats happening, and you miss
many details which are important for the project” [G:+ E:+ O:+].
During the retrospective discussion, they came up with three very informative comments; Firstly, they expected skepticism and resistance if
they ever wanted to conduct such a session internally.
P1 (marketing manager): ‘They would say, we are going to make a device,
what is the use of having a character? I think it can be challenging to un158

derstand (what to do) initially, and we need someone who knows what they
are doing to guide the group. Like you did for us. You need experience to do
what you do. And someone that can draw as clear as you can. It really helps.
If you just write something it doesn’t work the same. It is easy to have a quick
look at your drawings and immediately remember what it was and why it
was that way’.
Secondly, they questioned if they felt more informed about their product after this process, or if they have changed their mind in any way?
P2 (Design engineer):‘I don’t see any additional drawbacks than what I
already saw before. However, I think we added new dimensions to the discussion, which we have not thought of before [O:+] like the cloud thing, etc.’
Lastly, they saw an opportunity in Storyply to communicate with their
customers around the world who do not speak English [E:+] and confirmed our approach regarding the presentation style;
P1(marketing manager): “I think the best way to communicate this to our
customer is not to present the outcome but to bring them into this process and
build things together” [E:+].
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6.3.4 Workshop7
Project
There were two project briefs in this workshop.
The first one was to design a homecoming experience for IKEA. The challenge was to enhance the
‘homecoming experience’ in a personal yet universal
way. The second one was ‘the cool youth drinking
moment’ for Tetra-Pak. The challenge was to design
a healthy and still “cool” alternative to replace the
energy drink syndrome amongst youngsters.
Participants
In this workshop, there were 22 participants in
two portions. First, there were the members of
the design company which hosted the workshop. Then there were the members of a business network called Innovation Pioneers founded by innovation leaders and practitioners from
a broad cross-industrial background as well as
organizations, government agencies, and municipalities. These were professionals from various backgrounds, such as engineering, marketing, finance, management, and design.

Figure 53. Introductory Presentation about The Storyply Method before the Workshop.

Toolkit
In this session, we used seven templates with
modifications with their physical format and
organization (Fig. 54)
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Figure 54. The layout with evaluation markers of the template framework used at Workshop 7.
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Facilitation
We had two days. On the first day, we trained a
smaller group of members from the design company to act as a scribe/facilitator who was familiar with the process and hand drawing skills. We
presented, demonstrated, explained the method
and the toolkit, and answered their questions.
On the second day, we gave an introduction and
presented the design briefs to the whole group
of participants.
We posted up the design briefs on the wall
and invited participants to pick a project. By
picking their project, they also automatically
found their groups. Then we assigned the facilitators we trained earlier to each group and distributed their toolkits. Under the circumstances, we could not start with the Session Brief
since there was no background of the project
and no opportunity for the participants to
come prepared. As a result, we started with
Auditioning. With the help of the assigned
facilitator, each group started to browse and
categorize the project decks that were prepared
beforehand, as we instructed. Throughout the
workshop, we walked around and answered
questions, provided guidance, and oversaw the
process. In the end, each group presented their
work, and we had a general discussion.

Figure 55.
Workshop preparations one day before
the session with the members of the host
company.

Figure 56.
The four groups and Design Briefs
provided by the host company.
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Figure 57. The partipants of this
workshop was the Innovation Officers of
dozen diffrent companies from various
industries such as Healtcare, Furniture,
Packacing, IT, Telecommunication, etc.

Documentation
During this workshop, we only took pictures
and recorded the presentations and feedback
discussion at the end.
Analysis and Reflections informing Design
Confirmation - Contradiction - New Insight Flow[F:- or F:+], Guidance[G:- or G:+],
Expression[E:- or E:+], Outcome[O:- or O:+]

Workshop7/ Backstory
W7/TMP1: Auditioning
It was quite clear to everyone what to do, and
each group had a lively insploration process
[F:+].
W7/TMP2: Casting Characters
The “Daily Activities” prompted the team to
build a timeline (very similar to one that we
used in the early versions of Storyply) by adding
the section below the template [G:-] (Fig . 54).
Figure 58. W7/TMP1
AUDITIONING
Each group browsed and sorted their
collections into story elements while
discussing about what inspired them
and why.
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W7/TMP3: Scouting Locations
This stage merely served as a stepping stone to
the next.
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Workshop7/ Story
W7/TMP4: Establishing The Setting
This stage went smoothly with the help of the
group facilitators [G:+] except the “What is
Happening” question proved to be misleading again [F:- G:-]. The teams had enthusiastic discussions with the visualization support
they got from the designated illustrator in their
group [G:+].

Figure 59.
Each group presented their work at the
end of the day.

W7/TMP5: Keyframing Events
This stage merely served as a stepping stone to
the next.

Workshop7/ Review
W7/TMP6: Assessing Experiences
At this stage, a critical issue manifested itself.
There was more than one value to assess the
experience, and the physical limitations of the
template did not allow two arcs on the same
template. In order to generate a second arc, the
teams had to loose the first [E:-]. To solve this
shortcoming, two groups (Group1&2) came
up with unique solutions.
The first group made a small inscription of each
experience curve on the side of the templates to remind themselves of the previous curves that were

Figure 60.
The groups were very proud with their
Assessments of Experiences since it was
a fresh and unique approach and felt like
the most significant take-away from the
workshop from their point of view.
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Figure 61. W7
Output of G1 at the end of the
workshop.

Figure 62. W7
Output of G2 at the end of the
workshop.

Figure 63. W7
Output of G3 at the end of the
workshop.

not visible anymore on the template. Anothergroup decided to color-code each value using sticknotes. Then they made placeholders out of that
value color and replaced the keyframes of the first
experience arc with those to remember the shape
of the curve (Fig. 63).
We realized that having only one template
for multiple values required our immediate attention. Our footprint on the wall was already
quite big, and adding templates for each value
would require a wall real estate that was entirely unreasonable for any workspace. Therefore,
we needed to figure out a middle ground to
serve both requirements.
Once again, there was not enough time or
mental energy left the UX Vision (TMP7).
UX Vision was not working at the beginning
of the workshop since there was not enough
knowledge to build on, and it was not working at the end since it was merely impractical
process-wise [F:- G:-]. Probing participants to
consider did not reveal any additional insights
other than what we already discussed and represented on the wall. The resolutive function
we wanted to assign to UX Vision did not pan
out with the participants [E:- O:-].

Overall Reflections about W1
In addition to the issues we encountered with the templates, there were
two other lessons learned:
The first issue was the role of designers as facilitators. Designers were
useful as creative and visual thinkers, and they performed well with the
parts of Storyply, which we adapted from conceptual design. However,
they did not do well with the storycrafting parts of the method, such as
keeping the story-components in check and orchestrating what is useful
or not in each section from a story perspective.
The second issue was about the logistics of how we conducted our
study. The groups worked in four different rooms located on two different stairs of the venue building. We did our best to keep up with each
group, but while some groups were fast, others took longer. We could not
catch up with the teams fast enough to avoid some crucial mistakes and
utilize course-correction opportunities.

Figure 64. W7
Output of G4 at the end of the
workshop.
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6.3.5 Internal Evaluation towards
Version 1
At the end of the 7th workshop, we decided
to have an internal evaluation to review the
observations made and insights gathered until
this point and freeze them in the first version
of the method. At this stage, in order to put
our convictions to the test, we applied the Storyply Method on itself. The method, working
on itself, would add to the confidence of our
claims and reinforce our convictions.
In this evaluation, we kept the templates
that worked well so far and discarded the ones
that did not. Also, we started looking for alternative ways to achieve unfulfilled goals or
question their relevance if necessary. This evaluation included a couple of significant decisions with origins that can be traced back to
previous workshops.
It was a self-evaluation, and therefore we did
not have any external participants in this session. We invited the same experts consulted at
the very beginning and asked for their input.
Adding their feedback onto what we learned
during the seven workshops guided our hand
in shaping Version 1 (Chapter5/Section 5.3.2).
Figure 65. Internal Evaluation 1 .
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Figure 66. The layout with evaluation markers of the template framework used at Workshop 8.
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6.4 Touching Base (Workshops 8-9)
6.4.1 Workshop8
Project
This workshop was a collaboration project between the Maxima Medical
Center and Eindhoven University of Technology to improve the comfort
and bonding of newborn babies that require intensive care treatment after
birth. In this project, bachelor design students used Storyply to collaborate
and envision three different experiences for three different projects for the
same client. Each student had their focus on different aspects of the hospital’s intensive care unit for newly born babies. Working together, they
discussed and generated relevant content for each other’s projects.
Participants
In this session, we had 3 participants: all Industrial Design Bachelor students of TU/e. We hosted the participants at the ConceptLab, where we organized the space to accommodate the requirements of the session (Fig. 66).
Toolkit
In this session, each student needed to work on their focus while discussing with
each other. Therefore TMP 4, 5, 6, and 7 included three copies to accommodate
each student. We applied an eight template model with modifications with their
physical format and organization (Fig. 69)

Documentation
In this session, we only took pictures and recorded the presentations and
feedback discussion at the end.
Analysis and Reflections informing Design
Confirmation - Contradiction - New Insight Flow[F:- or F:+], Guidance[G:- or G:+], Expression[E:- or E:+], Outcome[O:- or O:+]
In this study, we had two goals. The first was to try to increase the number of alternatives that participants could generate in terms of characters,
events, and experience arcs.
The second goal was to encourage the students to extend their efforts
further than the time limitation of the workshop and continue generating
alternatives for their projects in continuation with their projects.
Having a few weeks rather than days provided students with the chance
to generate alternative storylines with various characters. It allowed us to
observe that the discussions started to get more specific and multi-dimensional.
Having three students with different projects with the same client produced an exciting outcome. Although their design briefs were different
since the project context and client were shared, the insights they came
up with were useful for each other’s circumstances. The contextual and
experiential nature of the discussions allowed them to see overlaps between their goals and collaboration opportunities.

Facilitation
Students envisioned three alternative experience sequences and assessed
each sequence with three different values in their own time.
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Figure 67. The layout with evaluation markers of the template framework used at Workshop 9.

6. STORYPLY WORKSHOPS

6.4.2 Workshop9
Project
It was a collaboration project between Philips Research and User System
Interaction trainees at Eindhoven University of Technology to design for
personal wireless lighting experiences with Philips Hue.
Participants
We had 18 participants in 5 groups: 2012 Generation USI Trainees of
TU/e. The USI trainees were from various backgrounds, but the majority
of them have an engineering or psychology major.
Toolkit
We introduced some of the changes made at the Internal Evaluation1.
First, we explicitly assigned the role of Identifying the Conflict to the
Keyframing template. Next doubled the number of Assessing the Experiences templates and assigned the first template to ‘Assess the existing
experience; and the second to ‘Improve the experience.’ We wanted to
assimilate the principles of the three-act structure in order to serve the
goal of the method. The goal was to understand ‘what is happening now’
in order to inform ‘what needs to happen instead.’ We first needed to
identify the conflict in character in order to fully understand what the
existing situation means from his/her point of view. That was going to
provide us with the insight to make relevant suggestions to improve their
experience. For the Resolution, we imposed UX Vision on the participants as one last attempt.
Facilitation
USI trainees were just out of the exploration/user research phase of their

project. Project groups were already fixed and had been working together
for a while before our involvement. These factors had a positive influence
on the success of the workshop.
Documentation
In this workshop, we only took pictures and recorded the presentations
and feedback discussion at the end.
Analysis and Reflections informing Design
Confirmation - Contradiction - New Insight Flow[F:- or F:+], Guidance[G:- or G:+], Expression[E:- or E:+], Outcome[O:- or O:+]
Important highlights from the workshop:
First, It became clear that the world map proved to be serving no more
than an ornament [G:- E:-] The questions on the template and the opportunity to sketch an establishing shot were already sufficient to ignite
spatial imagination for the participants. In this workshop, the Casting
Characters section produced more valuable content than most of the previous workshops since the teams were just out of the user research phase.
Finally, we made peace with the fact that even though UX Vision made sense
in theory, it did not produce meaningful outcomes in practice. This workshop
became the last time we used UX Vision. The limitation of having only one
template for multiple experience arcs was confirmed once again. Three of the
groups came up with their unique method to circumvent those limitations,
and it was a version of the ‘Bookmarking Values’ strategy similar to the one
we have seen in W7. Even though it was a good workaround, it added to the
visual clutter increasing cognitive load, especially for a potential third party
who might want to interpret the framework after the session [F:- E:- G:- O:-].
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6. STORYPLY WORKSHOPS

6.4.3 Internal Evaluation towards Version 2
For this version, we decided to go back to the Sounds of Urban Life project to see how the changes we made would resonate with the project.
The toolkit had several modifications since then. This time we had the
Experiential Brief, and we insisted on doing the Audition properly. In
Casting, we did not have to bother with the daily activities this time and
were able to add supporting characters. We merged Locational Circumstances, and The Scene of Experiences in one template called Setting of
Experience without a world map. Instead of Keyframing and Valorization
templates, we had four new templates to envision key events and assess
the experience over time. We still had the Story Guides, but now we also
were able to record the outcome with the Ideas template. Once again, we
had the “Make a Note” extensions under template 5 to 8. Since this was a
second time, we were going over the same project. It was a much smoother
process. We had more or less the same amount of time, but the confidence
level and experience were much higher than before. This time we also took
upon the sketching role, which provided a considerable improvement.
At this point, we were still struggling with the size of the templates,
and we separated the value measurement scale from the main templates
and placed two in-between 5 and 6 and 7and 8. The sequential order of
generating keyframes and assessing them was a weakness at this point. We
decided to investigate our options in future workshops. Again, we invit-

ed our experts and asked for their input on the currents state of the
framework. The feedback upon what we learned up to this point
guided our hand in shaping Version 2 (Chapter5/Section 5.3.3).

Figure 68. Internal Evaluation 2.
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Figure 69. The layout with evaluation markers of the template framework used at Workshop 10.

6. STORYPLY WORKSHOPS

6.5 Going The Extra Mile (Workshops 10-15)
6.5.1 Workshop10
Project
Once again, this was a collaboration project between the Philips Research
and User System Interaction program at Eindhoven University of Technology to design for personal wireless lighting experiences using Philips
Hue. The brief was to support a social space using the Philips HUE product and service ecosystem.
Participants
In this session, we had 18 participants in 5 groups: 2013 Generation USI
Trainees of TU/e. USI trainees were from various backgrounds, but the
majority of them have an engineering or psychology major.
Toolkit
We introduced a new term called ‘Envisioning Pay-Off’ after ‘Identify the
conflict’ and ‘Make Your Proposal Templates.’ It was a term that initially belonged to storycraft and was used after Set-Up. According to McKee: “To set
up means to layer in knowledge; to pay off means to close the gap by delivering that
knowledge to the audience…” [McKee 2010]. Our goal was to prompt a response to what has been initiated in the set-up (TMP5: Identify the Conflict).
Facilitation
Once again, we had the opportunity to conduct a workshop with a crowded
group of USI trainees following their exploration phase for their project.We hosted the participants at the various classrooms/meeting rooms of the university.

Documentation
In this workshop, we only took pictures and recorded the presentations
and feedback discussion at the end.
Analysis and Reflections informing Design
Confirmation - Contradiction - New Insight Flow[F:- or F:+], Guidance[G:- or G:+], Expression[E:- or E:+], Outcome[O:- or O:+]
The project teams were well informed about their potential users, and as a
consequence, they generated detailed characters with a rich background.
Notable highlights from the workshop;
Firstly, each group focused on improving the personal relationship between the characters of the experience. Every group used Relatedness/
Belongingness as a primary or secondary value. They explained the reason as the project required support for social spaces. While the discussed
ideas were utilitarian with no particular attention to experiences in the
beginning: ‘Soft lighting in a hospital waiting room to calm down patients’ or ‘dimming lights to remind office workers to give a break.’
By the end of the workshop, ideas became much more sophisticated:‘Sustaining a distance relationship between couples,’ ‘Dealing with the distress between new
parents that is caused by the sleeping problems of their newly born child,’ ‘Supporting
the attachment level between dancing partners.’ These were unique ideas that came
out of insightful discussion about the people and their experiences with each
other. It was an encouraging outcome for Storyply since it confirmed its ability
to lead a story-driven discussion while having an impact on directing the conversation towards experiences [E:+ O:+]. ‘Pay-Off’ was confusing participants. This
became an issue we needed to address in the future workshops. We already had
a similar challenge with the term; ‘Conflict,’but it was crucial for the workshop,
so we tried different ways to inherit the term into the process. [F:- G:-]
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Figure 70. The layout with evaluation markers of the template framework used at Workshop 11.

6. STORYPLY WORKSHOPS

6.5.2 Workshop11
Project
This workshop was a collaboration project between the Municipality of
Helmond and Automotive Campus and MsC DUX Module students
of TU/e to design the spatial experience of the upcoming Automotive
Campus as a visual space for innovation and learning.
Participants
In this session, we had 15 participants in 5 groups who were international
Master’s degree students taking the Designing for User Experiences Education Module at TU/e Dept. of Industrial Design.
Toolkit
We kept the two ‘Envisioning Pay-Off’ title on templates (TMP6 and
TMP8) to test their performance with the second group of participants.
Facilitation
The space allowed to accommodate groups in one space with a reasonable
distance apart from each other to avoid disturbance but close enough to
collaborate when needed.
Documentation
In this workshop, we only took pictures and recorded the presentations
and feedback discussion at the end.
Analysis and Reflections informing Design
Confirmation - Contradiction - New Insight Flow[F:- or F:+], Guidance[G:- or G:+], Expression[E:- or E:+], Outcome[O:- or O:+]

Notable highlights from the workshop;
One group based their characters on real people they met at the Automotive Campus. It reinforced the believability of the characters and added
confidence to the decisions of the team. On campus interviews helped
them to discover a disconnection between the decision-makers who
would like to achieve a better campus experience and their lack of interest in the opinions of the people of the campus. It provided an excellent
conflict opportunity for the team to build on their story [F:+ E:+ O:+].
The client mentioned about ‘a lack of navigation’ around the campus
and ‘not having anything interesting to navigate to.’ As a result the groups’
initial response was ideas such as a mobile app, screens around the campus with cool infographics, and one autonomous bus drive around the
campus. However, at the end of the Storyply workshop, they arrived ideas
like:“Encouraging people from different companies to engage with each other
through an alternative campus-wide shared currency that is used instead of
money ( a special Token ) that offers incentives such as freebies when combined
with tokens from others such as people from other companies, departments,
floors, and groups.” and “A cross-pollinator role that rotates around the staff
to move around different companies and explores opportunities to bring companies together.”
One team confessed they were initially reluctant about the workshop since they
did not think that storycraft really clicked with concrete outputs. However, at the
end, they expressed their appreciation on the step by step approach to build a
story towards an idea in a meaningful way [F:+ E:+ G:+ O:+]. On the other
hand, another group could not shake off their compulsion to have a physical
product. [E:- G:- O:-]. Also, the two “Payoff’s” caused confusion since they
were both named the same [F:- G:-]. While the first payoff was supposed to
highlight the negative outcome of the events occurred on the first frame, the
second payoff was to introduce the positive change that can be achieved.
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Figure 71. The layout with evaluation markers of the template framework used at Workshop 12.

6. STORYPLY WORKSHOPS

6.5.3 Workshop12
Project
This workshop was the third collaborative project between Philips Research
and User System Interaction 2014 trainees at TUe to design for personal
wireless lighting experiences using Philips Hue.
Participants
In this session, we had 12 participants in 4 groups: 2014 Generation USI
Trainees of TU/e. The USI trainees were from various backgrounds, but
the majority of them have an engineering or psychology major.
Toolkit
Once again, we used the two ‘Envisioning Pay-Off’ title on templates (TMP6
and TMP8) since we could not come up with a solution at this point.
Facilitation
Three consecutive years with the USI trainees allowed us to observe the importance of the timing of the workshop concerning the general schedule of
the project. In the first two workshops, when we introduced Storyply to the
trainees, they had recently finished domain and user research, which worked
for our benefit, but also having a week to brainstorm already generated several
ideas that they started to commit. Previous groups had explicitly told that they
wished this workshop was at least a week ago. As a result, this time, we aligned
the workshop just after the area research but before any ideation attempt.
Documentation
In this workshop, we only took pictures and recorded the presentations
and feedback discussion at the end.

Analysis and Reflections informing Design
Confirmation - Contradiction - New Insight Flow[F:- or F:+], Guidance[G:- or G:+], Expression[E:- or E:+], Outcome[O:- or O:+]
Notable highlights of this workshop was as follows;
Once again, the moment the participants started to ‘get it’ was halfway
into the workshop and just when they got excited about the prospect,
the time was mostly up [F:- E:- G:- O:-]. One solution was to extend the
time-frame of the workshop, but we were only able to organize that on
three occasions (W5, W6, and W7), with small groups. A second solution
was to provide preliminary instructions a day before the workshop. The
third solution was to shoot “onboarding videos,” which would make it possible to present a case project walkthrough beforehand to decrease the need
for an experienced facilitator. We decided to give it a try and start to sketch a
shooting plan — the outcome can be observed on https://storyply.nl/videos.
The second issue was about the continuity between TMP5 to TMP8.
The two ‘pay-offs’ has proven to be chronically confusing for the participants [F:- G:-]. It was time to think of something that would make more
sense to the participants and fit the expected sequence of actions.
The third was another recurring issue; “the role of facilitation.” Some
groups needed more work than others, causing the facilitator to miss
some critical crossroads with other groups. Not getting an equal amount
of guidance was taking its toll on the overall performance of the groups.
[G:- O:-] Either we needed to accept that the workshop had to have an
experienced facilitator, or we needed to start investing more time on coming up with an alternative solution such as a video training.
The correct timing of the workshop paid well. Without premature
commitments to supercifial ideas before the workshop, there were fewer
attempts to insert tangible product solutions into the discussion.
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General MOTIVATIONS

STEP 1. Give a face, a name, age, occupation
and location to your character.

Main Character

3.1

CHARACTERS

People

CHARACTERS

Individually give a TITLE of your own to the experience & post them up side by side here

TMP4
SETTING of Experience

CAST of Characters

3

STEP 1Individually Categorize the inspirational images
under People, Places and Objects.

Objects?
Buildings?
Nature?
Light?

3.3

4

3
1

Places

TEMPLATE GOAL:
Reframing the PROJECT BRIEF

Objects

SETTINGS

TEMPLATE GOAL:
IDENTIFYING THE USERS of THE EXPERIENCE

PROPS

G

F

E

TEMPLATE GOAL:
IDENTIFYING THE CIRCUMSTANCES
of THE EXPERIENCE
&
ESTABLISHING a SPECIFIC
SETTING OF EXPERIENCE

O

2

TEMPLATE GOAL:
EXPLORING for INSPIRATION

STORY & REVIEW
G

TMP5
E

Identify the Conflict

5

F

1. Sketch 3 Keyframes and 2 inbetween frames that explains THE EXISTING SITUATION.
Add another sticky paper below each frame to write what you can’t explain by drawing.
Try emphasizing the conflict that makes your contribution relevant and even necessary.

VERY MUCH

E

Envision the Consequences

1. Sketch 3 Keyframes and 2 inbetween frames that explains THE CONSEQUENCES OF THE EXISTING SITUATION.
Add another post-it below each frame to write what you can’t explain by drawing.
EVALUATE OVER TIME

EVALUATE OVER TIME

5.3

6

7

F

E

Make your Proposal
1. Sketch 3 Keyframes and 2 inbetween frames that explains
YOUR PROPOSED SOLUTION and/or IMPROVEMENT to the situation.
Add another post-it below each frame to write what you can’t explain by drawing.

Envision the Pay-Off
1. Sketch 3 Keyframes and 2 inbetween frames that demonstrates
THE CONSEQUENCES OF YOUR CONTRIBUTION.
Add another post-it below each frame to write what you can’t explain by drawing.

EVALUATE OVER TIME

VERY MUCH

5.1

Value

5.2

SOMEWHAT

START

MIDDLE

END
The CONFLICT
needs to be clear
at this frame

NEUTRAL

NOT REALLY

NOT AT ALL

5

G

CONCEPTS

8

1. Make a sketch about three ideas to give an impression about the of applications that might come of this process on the top sticky papers.
2. Write down any explanations that you can’t immediately draw on the papers below to elaborate a little further.

VERY MUCH

SOMEWHAT

+/−

EVALUATE OVER TIME

VERY MUCH

+/−

6.1

SOMEWHAT

START

MIDDLE

Value 6.2

END

NEUTRAL

The PROPOSAL
needs to be clear
at this frame

NOT REALLY

NOT AT ALL

6.3

G

+/−

7.1

Value

7.2

START

MIDDLE

END
The PROPOSAL
needs to be clear
at this frame

NOT REALLY

NOT AT ALL

TMP6

G

+/−

8.1

Value

8.2

START

MIDDLE

END
The CHANGE
needs to be clear
at this frame

NEUTRAL

CONCEPT 3

sketch

sketch

sketch

write

write

write

8.3

9

NOT REALLY

NOT AT ALL

9

8

7

6

CONCEPT 2

SOMEWHAT

7.3

NEUTRAL

CONCEPT 1

TMP7

TMP8

TMP9
TEMPLATE GOAL:
RECORDING the discusssed IDEAS

GOAL OF THE TEMPLATES:
ENVISIONING KEY EVENTS THAT GENERATES THE EXPERIENCE & ASSESS the EMOTIONAL QUALITY of the EXPERIENCE OVER TIME

E

O
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Figure 72. The layout with evaluation markers of the template framework used at Workshop 13.

6. STORYPLY WORKSHOPS

6.5.4 Workshop13
Project
This workshop was a collaboration project between Strukton and Designing for User Experiences Education Module at TU/e. Strukton needed
improving its services regarding building management and wanted to explore smart ways to manage buildings. MSc students’ goal was to envision
experiences that could help.
Participants
In this session, we had 21 participants in 7 groups who were all international Master’s degree students of the Designing for User Experiences Education
Module at TU/e Department of Industrial Design.
Toolkit
We made certain modifications on the templates to explain what to achieve
in each section more clearly using on-canvas instructions (Fig. 72).
Facilitation
It was the largest group of participants and the number of teams we have facilitated.
We learned our lessons from W7, W9, W10, and W12 and kept everyone in the
same location to able to keep up with the pace of progress amongst various groups.
Documentation
In this workshop, we only took pictures and recorded the presentations
and feedback discussion at the end.

Analysis and Reflections informing Design
Confirmation - Contradiction - New Insight Flow[F:- or F:+], Guidance[G:- or G:+], Expression[E:- or E:+], Outcome[O:- or O:+]
Notable highlights of this workshop was as follows;
The project was introduced by the client a day before the workshop.
Teams did not have had time to explore the domain and target users.
On top of that, the received a quite uni-directional perspective from the
company as in a list of problems they usually face with which were unsurprisingly technical and managerial [G:- O:-].
Building management was not a type of profession that MSc students
could easily empathize with without further investigation. Still, the teams
were able to steer the discussion from ‘smart technological solutions’ into
‘creative ways of building relationships between service providers and receivers to improve the quality of the service’. For instance, one group proposed a ‘proactive operational procedure to delegate responsibility to where
it belongs’ inspired by an overly responsible character who feels guilty for the
mistakes of others.’ Another group focused on ‘the communication between
two maintenance technicians, one being Master and the other his Apprentice.’
The team came up with a proposition to use their relationship to inform
others about the progress with their work.
P2: “I know these characters are imaginary, but I find them useful since
they provide us a richer starting point than before for the interviews we will
be conducting with the real users next week. Our team came up with so many
questions we can ask to this character which did the preparation work for the
interview for us” [E:+ O:+].
Moreover, although we did not design the step by step procedure with
preliminary anticipation of facilitating large groups simultaneously, since
we took the necessary organizational steps beforehand, it went quite well.
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BACKSTORY
TMP1

TMP2

INTERPRET THE PROJECT BRIEF

1

Individually think about what this experience is essentially about and
summarize what should be the MAIN EXPERIENTIAL GOAL according to you on one sticky paper & post them up side by side

TMP3
3

AUDITIONING STORY ELEMENTS

2

Describe The Project Goal As an Experience

STEP 1Individually Categorize the inspirational images
under People, Places and Objects.
STEP 2As a group, browse and discuss about images .
They are going to provide for the following sections.

1.1
Your Title for the experience

People

Places

Name

Age

Occupation

Location

When is it?
Year?
Season?
Month?
Time of Day?

Where is it?

Friends?
Family?
Collegues?
Strangers?

What is around?

3.3

STEP 2. Give a face and name to the most prominent
supporting characters who have a direct interaction with the main character
and/or the experience.

Who is involved?

Urban?
Nature?
Inside?
Outside?

STEP 4. Discuss about the characters’ Vulnerabilities.
What keeps him/her up in the middle of the night?
(primarily keep the projects context in mind)

Supporting Characters

3.4

3.2

Potential Points TENSION

PROPS

ideally, Canvas should
resemble this at the end.

4

1. Imagine the space where the experience will take place as vividly as you can by following the questions below.

General MOTIVATIONS
STEP 3. Discuss about what drives this character?
What wakes her/him up in the morning?
(primarily keep the projects context in mind)

Objects

SETTINGS

1.2

Main Character

3.1

CHARACTERS

People

CHARACTERS

Individually give a TITLE of your own to the experience & post them up side by side here

TMP4
SETTING of Experience

CAST of Characters
STEP 1. Give a face, a name, age, occupation
and location to your character.

Objects?
Buildings?
Nature?
Light?

4

3

1

CAST of Characters

Places

TEMPLATE GOAL:
Reframing the PROJECT BRIEF

Objects

SETTINGS

General MOTIVATIONS

STEP 1. Give a face, a name, age, occupation
and location to your character.

PROPS

Main Character

Name

Age

Occupation

Location

STEP 3. Discuss about what drives this character?
What wakes her/him up in the morning?
(primarily keep the projects context in mind)

TEMPLATE GOAL:
IDENTIFYING THE CIRCUMSTANCES
of THE EXPERIENCE
&
ESTABLISHING a SPECIFIC
SETTING OF EXPERIENCE

Potential Points TENSION
STEP 4. Discuss about the characters’ Vulnerabilities.
What keeps him/her up in the middle of the night?
(primarily keep the projects context in mind)

Supporting Characters
STEP 2. Give a face and name to the most prominent
supporting characters who have a direct interaction with the main character
and/or the experience.

2

3

TEMPLATE GOAL:
EXPLORING for INSPIRATION

TEMPLATE GOAL:
IDENTIFYING THE USERS of THE EXPERIENCE

STORY & REVIEW
TMP5
Identify the Conflict
1. Sketch 3 Keyframes and 2 inbetween frames that explains THE EXISTING SITUATION.
Add another sticky paper below each frame to write what you can’t explain by drawing.
Try emphasizing the conflict that makes your contribution relevant and even necessary.

5

EVALUATE OVER TIME

TMP6
E

E

Envision the Consequences

1. Sketch 3 Keyframes and 2 inbetween frames that explains THE CONSEQUENCES OF THE EXISTING SITUATION.
Add another post-it below each frame to write what you can’t explain by drawing.
EVALUATE OVER TIME

VERY MUCH

TMP7
Make your Proposal

6

7

1. Sketch 3 Keyframes and 2 inbetween frames that explains
YOUR PROPOSED SOLUTION and/or IMPROVEMENT to the situation.
Add another post-it below each frame to write what you can’t explain by drawing.

EVALUATE OVER TIME

TMP8

E

Envision the Pay-Off
1. Sketch 3 Keyframes and 2 inbetween frames that demonstrates
THE CONSEQUENCES OF YOUR CONTRIBUTION.
Add another post-it below each frame to write what you can’t explain by drawing.

VERY MUCH

VERY MUCH

SOMEWHAT

5.1

Value

5.2

START

MIDDLE

END
The CONFLICT
needs to be clear
at this frame

NEUTRAL

NOT REALLY

NOT AT ALL

5

TMP9
CONCEPTS

8

1. Make a sketch about three ideas to give an impression about the of applications that might come of this process on the top sticky papers.
2. Write down any explanations that you can’t immediately draw on the papers below to elaborate a little further.

VERY MUCH

SOMEWHAT

+/−

E

EVALUATE OVER TIME

CONCEPT 1

CONCEPT 2

CONCEPT 3

sketch

sketch

sketch

write

write

write

9

SOMEWHAT

SOMEWHAT

5.3

+/−

6.1

START

MIDDLE

G

Value 6.2

END

NEUTRAL

The PROPOSAL
needs to be clear
at this frame

NOT REALLY

NOT AT ALL

6.3

G

+/−

7.1

START

MIDDLE

END
The PROPOSAL
needs to be clear
at this frame

Value 7.2

NEUTRAL

7.3

NOT REALLY

NOT AT ALL

7

6

+/−

G

8.1

START

MIDDLE

END
The CHANGE
needs to be clear
at this frame

Value 8.2

NEUTRAL

8.3

NOT REALLY

NOT AT ALL

9

8

O
TEMPLATE GOAL:
RECORDING the discusssed IDEAS

O

E
F

E

O

GOAL OF THE TEMPLATES:
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Figure 73. The layout with evaluation markers of the template framework used at Workshop 14.

6. STORYPLY WORKSHOPS

6.5.5 Workshop14
Project
The client was a global game portal. The challenge was to explore design
directions for a video pitch that will introduce their games to the US market to attract 10.000 new casual gamers. They wanted to be able to contribute to the narrative strategy with user insights. They did not want to
come-off as meddling clients, but they sincerely wanted to inform the responsible party(video-producers) about the value system of their users and
the strategies in place that currently engage them to the portal.
Participants
In this session, we had 6 participants: 1 from Marketing, one from management, two from front-end development, and two from visual interaction design. We hosted the session at a meeting room at an external site.
Toolkit
We provided two templates for ‘Cast of Characters,’ one for the main
character and another for the supporting character.
Facilitation
This session required our participation as a facilitator more than usual
since the expected outcome was a narrative direction rather than an experiential one. We acted as the scribe, made the drawings, observed, and
directed the discussions in order to keep the focus of discussion.
Documentation
In this workshop, we only took pictures and recorded the presentations
and feedback discussion at the end.

Analysis and Reflections informing Design
Confirmation - Contradiction - New Insight Flow[F:- or F:+], Guidance[G:- or G:+], Expression[E:- or E:+], Outcome[O:- or O:+]
Notable highlights of this workshop was as follows;
At the beginning of the workshop, the overriding concern was, “How storytelling would help us to sell more?”. In the end: ‘Who plays our games?’ and ‘Why do
they play them?’ became the main concern with the help of the framework[O:+].
The team communicated that the more they focused on the characters
in context, the more they realized that little things and moments that
they would usually overlook in a personal experience could have a significant impact on their decision making [E:+ O:+]. Since they were in the
domain of developing “Casual Games” as they put it, this was an essential
insight to them.
The most important outcome was avoiding ‘a new software feature’, ‘a
new selling point ‘or ‘market orientation’ at the end of the session. These
were the client’s usual outputs The framework introduced a new output
called “story discussion”. This effort required good facilitation and indepth knowledge and experience in storycraft, but it paid well at the end
since they actively participating and discussing issues that they discussedbefore. In the end, they understood that the outcome was the framework
itself to act as a communication interface/translator between the project
team and the video producers [F:+ E:+ O:+]. They were well informed
about their users, and assigning and assessing emotional values to the
experience of characters became a vital part of the solution. The framework allowed them to reveal crucial insights about the user experience by
asking questions that they would not be able to think of, and they would
not be able to explain without the assistance of the Storyply framework.
A year later, the same company invited us for another session.
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BACKSTORY

O

TMP1

TMP2

INTERPRET PROJECT GOALS

1

What is the goal of this project according to you? > Write your individual opinion on one sticky paper & post it up

1.1

Main Character

Name

Age

Occupation

Location

STEP 3. Discuss about WHAT DRIVES THIS CHARACTER?
What wakes her/him up in the morning?
(primarily think about the projects context )

When is it?

2.2

Year?
Season?
Month?
Time of Day?

Where is it?

STEP 4. Discuss about the characters’ VULNERABILITIES.
What keeps him/her up in the middle of the night?
(primarily keep the projects context in mind)

Supporting Characters
STEP 2. Give a face and name to the most prominent
supporting character(s) who have a direct interaction
with the main character and/or the experience.

2.4

3

Who is involved?

Urban?
Nature?
Inside?
Outside?

Potential Points TENSION

What would be the TITLE of this project if it was up to you? > Write your own project name on one sticky paper & post it up

1.2

Imagine the setting where the experience will take place as vividly as you can by following the questionsbeside each section.

General MOTIVATIONS

STEP 1. Give a face, a name, age, occupation
and location to your character.

2.1

Name The Experience!

TMP3
CONTEXTUALIZE THE EXPERIENCE

CAST YOUR CHARACTERS

2

What is The Goal?

Friends?
Family?
Collegues?
Strangers?

What is around?
Objects?
Buildings?
Nature?
Light?

2.3

Imagine as if you are a fly on the wall or a bird flying over the scene of experience, what do you see?

1

4

3

TEMPLATE GOAL:
IDENTIFYING THE CIRCUMSTANCES
of THE EXPERIENCE
&
ESTABLISHING a SPECIFIC
SETTING OF EXPERIENCE

TEMPLATE GOAL:
IDENTIFYING THE USERS of THE EXPERIENCE

TEMPLATE GOAL:
Reframing the PROJECT BRIEF

STORY & REVIEW
TMP5

4.2

5

BEGINNING

MIDDLE

END

over time

Secondary Value

G

5.1

4.4
Think of a probable event that sets the experience into motion and also provides a good reason to think of an alternative.

5

5.2

5.3
BEGINNING

MIDDLE

END

over time

Secondary Value

G
5.4

Elaborate on the probable future consequences of the events on Template 5 if the situation stays as is.

E

O

6.1
6.2

6.3

7

G

7.1

Primary Value

BEGINNING

MIDDLE

END

over time

Secondary Value

6.4
RE-TELL ‘YOUR ALTERNATIVE story’ in the way you would prefer the Character should experience.

Imagine the OUTCOMES of your IMPROVEMENT > Make a simple drawing for each moment and post them up.

Primary Value

7.3
MIDDLE

BEGINNING

END

E

over time

Secondary Value

G
7.4

7.2

Elaborate on the probable future IMPACT of the change you have introduced into the experience.

8

7

6

E

TMP7
ENVISION THE IMPROVEMENT

PROPOSE a MORE DESIRABLE EXPERIENCE > Make a simple drawing for each moment and post them up. .

6

Primary Value

Emotional Value

Emotional Value

4.1

4.3

Imagine the CONSEQUENCES > Make a simple drawing for each moment and post them up.

Emotional Value

4

TMP6
MAKE YOUR PROPOSAL

ENVISION THE CONSEQUENCES
Primary Value

Emotional Value

TMP4
IDENTIFY THE CONFLICT
Imagine a BEGINNING, MIDDLE and END moments for the EXISTING EXPERIENCE > Make a simple drawing for each moment and post them up.

E

E

G

GOAL OF THE TEMPLATES:
ENVISIONING KEY EVENTS THAT GENERATES THE EXPERIENCE & ASSESS the EMOTIONAL QUALITY of the EXPERIENCE OVER TIME

O
O

E
F

G

E

O
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Figure 74. The layout with evaluation markers of the template framework used at Workshop 15.

6. STORYPLY WORKSHOPS

6.5.6 Workshop15
Project
The client was a global business software company that provides cloudbased services for SMEs. The project goal was to come up with a strategy
to advance the user experience of their cloud services from useful and
usable to pleasurable and desirable.
Participants
In this session, we had 17 participants in 5 groups: They were all UX Designers.
Toolkit
In this session, we skipped TMP2 and we made some changes concerning
physical format and organization to accomodate their needs.
Facilitation
The timing of the workshop was off since they had already committed on
certain product qualities in an earlier workshop. The participants were
confident UX professionals. They were quite critical about the framework, and the case posed a good challenge for both the framework and
our skills as a facilitator.
Documentation
In this workshop, we only took pictures and recorded the presentations
and feedback discussion at the end.
Analysis and Reflections informing Design
Confirmation - Contradiction - New Insight Flow[F:- or F:+], Guidance[G:- or G:+], Expression[E:- or E:+], Outcome[O:- or O:+]

Notable highlights of this workshop were as follows;
This client had a strong product-centered mindset. Some of the groups
believed that if they could offer a more efficient system, it was enough to
render a more desirable experience [O:-]. Even though they picked a quite
relevant emotional need which was ‘Relatedness’ to assess an experience,
instead of looking for that need in their characters experience they storyboarded stereotypical sequence of events where there is a problem, and suddenly it was somehow solved by the system: G1: “…the problem is solved, the
system works fine, the user now can see the stocks, so he is more relaxed, which
means the system is more pleasurable and thus desirable…” These kinds of
statements were less than insightful and showed that they were having a
hard time getting out of their comfort zone [E:- O:-].
One impediment they had from the start was the list of goals they brought
with them (captivating, integrated, connecting with people, etc.) The list
involved several strategic goals that hinted product qualities as goals to
achieve in their services. They had a horizon-narrowing impact since they
dictate bottomline goals that did not belong to any creative envisioning
process. We had a difficult time to impress upon the journey we offer had
to be shaped by the needs of the characters, like in a story, not by specific
system requirements. [G:- O:-]
On a brighter note, one group was making progress on leaving their
comfort zone and got interested in how their users feel about the experience and why: G3: “…we decided to focus on building relationships with
customers instead of improving the invoicing process.” [E:+ O:+]
All in all, we observed that the teams’ previous knowledge and the
confidence they felt in their knowledge in Persona’s, Customer Journey’s,
and storyboards harmed how they perceived Storyply. It made it difficult
for them to link each section to the next, so they followed the dots to the
letter but failed to connect them correctly. [F:- E:- G:- O:-]
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6. STORYPLY WORKSHOPS

6.6 General Conclusions deduced
from the Workshops
In this chapter, we described the structure of how we conducted the studies. Then, we introduced the evaluation markers which to filter functions
and features from one iteration to the next. Throughout the process, we
played with a variety of alternatives and exposed the framework to various
challenges in order to learn about its strengths and weaknesses. We first
focused on the design relevant information while highlighting what we
tried, what we gave up, and what is standing at the end. Then we presented a more detailed view to provide further insights into our process.
Backstory helps the teams with the interpretation of the project requirements and to collect and organize materials that could help with exploring the ingredients of possible experiences. It is designed in a way to help
teams to avoid common pitfalls of picking up storycraft for ideation purposes. It also supports the teams in cultivating relevant and useful components to build meaningful content in the next phase of the method.
Story&Review guides the participants to use the outcome of Backstory
and generate key moments of experiences. Then evaluate how those fit
with the emotional needs of potential experientors. It creates an opportunity to envision temporal aspects of an experience and reflect upon the
emotional impact of initial design intentions.
Story&Review freezes time and allows looking at the situation like
keyframes of an animated movie. The templates are designed to support
the teams to employ the compiled content in the Backstory.
The framework prioritizes ‘what and why’ without having too much
attention to ‘who,’ ‘where’ and ‘when’? The output on the wall (so far in
the Backstory) facilitates an origin — a base to build on.
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6.6.1 General Aspects which coincided
with our expectations
The guiding principles that the method inherited from storycraft helped
to extend the boundaries of explorative sketching with storycraft. The
framework allowed the participants to conceptualize for experiences by
applying certain principles of storycraft without having to learn extensively about storycraft. Breaking down the conceptual design process into
clearly visible, meaningful partitions where they can freely navigate and
track their progress helped the participants to organize and share their
thoughts clearly and confidently.
The embedded narrative competence [Pink, D. 2007] liberated the
creative flow from the limiting constraints of “must-haves.” The story
context provided a safe zone where the participants could take a vacation
from the boundaries of technical rationality. The fewer participants worry
about manufacturing and marketing, the freer they get and start discussing experiences through stories rather than features and functions.
Non-designers and designers fancied and valued different qualities of
the Storyply Method. Designers appreciated the framework where they
can combine a competence they already have (conceptual design) with
a competence they would like to have (storycraft) in a practical and visual style. Meanwhile, non-designers (engineers, managers, researchers,
etc.) were more interested in the qualities that promote cross-disciplinary
communication, which provides grounds to discuss values and helps the
decision-making process.

6. STORYPLY WORKSHOPS

6.6.2 General aspects that did not work out
as expected
The intensive one day workshop format had certain shortcomings. Ideally, the participants are supposed to have sufficient time to process and
digest the user research data before starting the session. It requires a longer time frame than a one-day workshop where the participants learn and
apply the method simultaneously. On certain occasions, the workshop
became an overwhelming experience, and we observed that most of the
participants performed less energetically in the afternoon session. In light
of this observation, we extended the workshop to two days and observed
significant improvement in participant’s energy and ideation performance. Ideally, the framework is designed to accompany the conceptual
design process for as long as the project goes.
We also witnessed that the participation of an experienced facilitator
who understands story-thinking and design-thinking principles made a
much more significant difference than we initially expected.

6.6.3 Unexpected Observations
It was surprising to see that the skepticism of non-designers wore off
faster than their designer teammates when they are asked to think with
stories.
The Storyply Method was appreciated eagerly by participants who are
more business-minded and who are in a decision-maker role. They were
overly enthusiastic about being able to express what they mean and discuss values with ‘creatives’ on equal grounds.
Storyply ultimately intends to bring storycraft and design-craft closer
to each other. As explained previously in this thesis, we firmly believe that
improving designer’s ability in sequential imagination could offer crucial
support to their efforts in designing for experiences.
Think of Storyply as a time machine, but instead of ordinary time travel, the primary goal is to pick key moments out of sequences of experiences and analyze their emotional impact on its experientors.
This time machine could introduce a new currency to the design process in which experiential qualities are discussed instead of physical properties. We believe that designers are required to become more familiar
with such a currency since it is already taking over the circulation in the
market of design processes.
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7. REFLECTIONS

Applying Storycraft To Facilitate an Experience-Centric Conceptual Design Process that is accepted for publication in the Conference Proceedings and presentation at HCI International 2020
in Copenhagen, Denmark by Berke Atasoy and Jean-Bernard Martens is based partially on this chapter.
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7. REFLECTIONS

7.1 Introduction
Incorporating storycraft as a discussion instrument in the early conceptual design phase of the design process could support the efforts of project
teams in designing for experiences true to their nature. This impression
formed over long years of hands-on experience within interdisciplinary
industry projects as well as by studying and teaching the merits of having
narrative competence at various design schools. It originated from an
observation that recognized an untapped potential in the way designers
think and work. The landscape of the design profession is shifting from
designing objects towards designing for experiences, and storycraft could
offer much needed strategic guidance.
In recent years, many people in the design domain have made similar observations around how stories and experiences have much in common, and
that people who are designing for experiences and services should be able
to benefit from this affinity [Bertolotti, 2016; Sanders and Stappers, 2012;
Marin and Hanington, 2012; Brown, 2009; Sibbet, 2011; Cross, 2011;
Hassenzahl, 2010; Rees, 2010; Duarte, 2010; Quesenbery and Brooks,
2010; Osterwalder, 2010; Hagen and Gilmore, 2009; Norman, 2009;
Fritsch et al., 2009; Chastain, 2009; Buxton, 2007; Moggridge, 2006;
Lawson, 2005; Cooper, 2004; Turner, 1996; Laurel, 1993; Bruner, 1991].
While harnessing the power of storycraft to elevate strategies in designing for experiences is an attractive idea, which is also recognized by the
design research community, it is not a proposal that can easily be put into
practice. Adopting methodologies from other disciplines and condensing
them into toolkits that make them instantly available is a tall order.
It is not a straightforward task to extract the essence of expertise and
to simplify it for the masses while keeping its core ingredients intact (see

Chapter 4 and 5). In this thesis, we have reported on the complexity of
this challenge from an experience design perspective.
We have discussed the prevalent categories of conceptual visualization
strategies in Chapter 2. Abstractions like wireframes and process charts
are helpful, but those types of charts are solution-oriented documents
to condense knowledge between operational capabilities as efficiently as
possible. They do not reveal any real insights on the question of “why” a
design matters.
The tools that help with addressing the “why” question come with a
fundamental dilemma. Contemporary UX practices that support the
collaborative thinking process (by visually mapping out discussion topics such as in mind mapping, brainwriting, concept mapping, empathy mapping, affinity diagramming, user story mapping, user journey
mapping, service blueprinting) are easily accessible and useful for operational management (and therefore instantaneously gratifying). However, in practice, they encourage a problem-oriented discussion and only
provide superficial insights from a user-experience perspective.
More sophisticated tools that designers use to project themselves
into the future and to ideate around future scenarios in context (like
Personas, Enactments, Scenarios, Storyboards ) allow an experienceoriented discussion which could lead to indepth insights when utilized to their full potential. However, they are much less accessible in
reality than advertised without expert involvement. We have observed
and reported examples of this phenomenon in several workshops.
The challenge raised by the nature of experiences is the need for an ability to generate, develop, and test ideas in the temporal dimension; time.
We saw this challenge as fertile ground to grow our claim of a new,
original, and relevant contribution to the existing body of knowledge in
the design discipline. We investigated how we can externalize and discuss
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experiences and what kind of design space is appropriate to do so and laid
out the groundwork for an approach where user experience design is guided by storycraft.
What we learned throughout this process and shared in this thesis is
groundwork for distilling general principles for design professionals to
make more informed decisions about generating design directions by utilizing storycraft as a form of framing and discussing experiences.

7.2 Informing Research Questions
We started by pointing out the shift of focus from objects to experiences
in the design domain and explained the background and implications of
this change on how designers operate. We placed the conceptual design
phase at the center of our attention and provided an over-view of how
designers currently cope with the conceptual design process. Then, we
proposed storycraft, as a means to incorporate the experience into the
designer’s creative thinking and introduced the practical outcome of our
evidencing process as a framework to support our claims. We organized what is learned with the guidance of the research questions that we
established in the first chapter:
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1. Why do project teams require support in designing for
experiences in the first place?
In the first chapter, we argued that designing for an experience exceeds
the physical product [Moggridge, 2007; Baskinger, 2012; Sanders and
Stappers, 2012] and that designers need to more explicitly consider the
time factor, as this is an essential aspect of experiences. We explained the
need for a way to assess an emotional experience over time by discussing
and weighing options about situations and events that belong to a future
context long before it becomes a reality [Lawson, 2005; Buxton, 2007;
Cross, 2011; Marin and Hanington, 2012].
In the second chapter, we established the exploratory nature of the conceptual design process. Designers use discovery methods to gain insights.
Asking good questions is at the core of this approach. Research helps them
to identify which questions would lead to the best insights. Researchers already know this since they are trained in becoming expert inquirers. However, most project teams in the industry have a limited grasp of the science
of driving good questions.
Furthermore, they have to operate in organizational cultures that usually
perceive questions as a hindrance towards fast progress. Designers collaborate with engineers, software developers, and project managers whose primary expertise is “producing answers, setting milestones, and getting things
done” [Rose, 2016]. The people in these roles are not necessarily inclined to
delay the project pipeline for the sake of exploration.
Moreover, exploration requires an environment that welcomes uncertainty, which is fundamentally unfavorable in an industry setting. These
conditions make it very difficult for anyone who tries to apply iterative
exploration to gain insights, find patterns, and reasons in order to help
organizations to understand the behavior of their customers and make
improvements to their decision-making practices [Ponnambalam, 2018].
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Our participants from the industry provided sufficient feedback to
confirm this situation. In Chapters 5 and 6, we tried to underline this
attitude with the help of quotations.
To overcome this dilemma, designers first need to uncover assumptions
with flawed reasoning that influence key decisions in a project. In order
to achieve this, they need to recruit the project team and key decisionmakers to their cause. Since the professionals in these roles might not be
overly enthusiastic by default, the best strategy is to make them accomplices to the Design. In the 2nd chapter, we explained why we believe in
the potential of storycraft to achieve this goal.
In the case of education, the challenge is not too different. Most design
programs promote company internships with their students. While this has
obvious benefits, the consequence is also that they can not entirely insulate
their students from the corrosive effect of a solution-oriented focus that
needs to fit into a project pipeline with a clear ROI (Return of Investment).
Under such circumstances, project teams need all the help they can get
to build an environment that allows for formulating critical ques-tions
in order to clarify terms, to root out assumptions that are informed by
flawed reasoning, and to fuel an experience-oriented discussion that helps
to identify unexpected customer values.
1.a) Why do we think that the early stage of the design process is the
right moment in time?
In the second chapter, we also addressed this question. We argued that
the Pre-design and Discovery stages of the design development process
provide the best opportunity for innovation, opportunity identification
and translation of the research to design [Lawson, 2005; Keinonen and
Takala, 2006; Buxton, 2007; Osterwalder ,2010; Cross, 2011; Sanders and Stappers, 2013]. Therefore the best opportunity to establish

an experiential influence over the whole project lies in the conceptual
design stage.
Industrial project settings only allow a short window of opportunity
for creative exploration at the beginning of a project. The projects we
presented in the workshops required complex interdisciplinary collaborations between various industries where participants explore alternatives
to arrive at the best possible course of action within the time allocated
within the project plan to be creative. It is a matter of optimization from a
business perspective. This means that the further we move into a project,
the fewer opportunities arise to make adjustments to decisions already
made, so that the probability increases for a design team to finding themselves in a situation where they have to accept a conclusion because there
is simply no time available to reconsider alternatives. We observed and
noticed this pressure during our workshops, most often expressed by the
workshop participants who are higher up on the decision-making ladder.
During the workshops, participants were motivated towards reiterating
their process also at later stages:
“You do not have to come to a result in a single go. When you store the sequence
with alternatives, you, your team, or someone else can come back to it later.”
However, the follow-up inquiries about the project progress showed
that although the motivation was there, most frequently teams did not
have the time to reiterate and populate the Storyply templates. This was
an ongoing issue in our strategy that required further attention. Nonetheless, it was also a confirmation of the importance of getting what we can
while we can at the beginning of the project.
1.b) What do we mean by the early stage of design?
In chapter 2, we expanded on the fuzzy front end of the design process
and explained that designers need to externalize and represent ideas into
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tangibles in order to test, evaluate and refine ideas at this phase [Cross,
2011; Dix, 2011; Sanders and Stappers, 2013]. We explored the most
relevant and widely used tools in the design industry for this purpose to
emphasize their shortcomings when it comes to following this same routine for experiences. We suggested that storycraft offers a key to unlock
untapped potential.
1.c) What do we mean by storycraft? Why and how can it be useful to
address this potential?
In the second chapter, we also looked for answers to these questions by
providing an overview of story structures and tools used in the storytelling domain to emphasize its kinship with planning for human experiences [Chastain, 2009; Glebas, 2008; McKee, 2010; Duarte, 2010].
We pointed out the fact that professional storycrafting processes are
quite advanced in their explicit awareness and clearly defined strategies
to aim at influencing experiences deliberately. Therefore, it is relevant for
designers to try and understand the structural strategies behind this craft.
It led us to the following question:
2. How can storycraft be incorporated into the design process?
In order to explore this question, we needed to look at the new possibilities that our proposal enables and see if it is going to be possible to
apply the generated knowledge to different situations. Consequently, we
decided to conduct a Research Through Design Approach since it promotes “creative translation and transformation of precedents from different
situations to develop new types of solutions” [Swaffield, 2011].
In Chapter 3, we introduced our proposal to remedy the identified deficiency in current design practice. We presented Storyply as a facilitative
tool that combines ‘conceptual design’ and ‘story planning techniques’
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to help design teams to discuss and frame ideas. We did this in an experience-centric fashion by following a workbook style presentation and by
visually presenting each step by means of an example of a case project in
the form of online video tutorials.
In Chapter 4, we presented the fuzzy front end of our design efforts on
our way to build up towards evaluating our claims through co-creative
conceptual design workshops. The visual meeting style in these sessions
provided clarity and helped our thinking process about how storycraft
and design craft might be combined in a structured process.
These studies also helped us to understand the requirements of a new
interface that allows externalizing ordinarily intangible ingredients such
as emotional needs, personal conflicts, and vulnerabilities that could lead
to insightful discussions about design directions.
In Chapter 5, we discussed the evolution of the framework within the
workshops, presented the four decisive moments in the course of our
studies, and used them to summarize the design relevant information that
we were able to extract.
In Chapter 6, we provided a more detailed context about each workshop by presenting the circumstances of each project to provide information about the specific industry domain and target group.
During the evaluation process, we followed the guidance of the following research question and sub-questions:
3. Does incorporating storycraft within conceptual design resonate with design teams and provide an improvement in the process of
designing for experiences?
We have tried to explore this question by practicing what we preach
and by externalizing our process as clearly as possible within this thesis.
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We analyzed each workshop using the filtering criteria (Flow, Expression, Guidance, Outcome) that we developed with experts from both
domains (design and storycraft) and conducted and analyzed more than
a dozen workshops in which we evaluated various iterations of our proposed method and framework. The questions revealed a few issues about
the research, as well as the answers we were trying to find.
In short, incorporating storycraft within conceptual design most definitely resonated well with design teams. The reflections are backed up by
selected quotes from participants to illustrate the designer’s perspective
on each question.
3.a) Does Storyply help designers to focus on and prioritize the experiential aspects of a design project?
An important lesson learned during our workshops was to be cautious
about passing judgment on what we thought is evident, to whom, and
if and how they utilize this information. Therefore, we picked the following comments to illustrate that Storyply is perceived as helpful by the
participants in focusing their attention and prioritizing the discussion
on experiences. They found this to be a new and valuable approach that
facilitated their efforts towards designing for experiences.Asking people
to stop discussing the product and start discussing about the experience
is not as straightforward as one might think. In many cases it is quite difficult to insulate one aspect from the other without the structure of a framework. Without proper facilitation participants could easily snap back
to their old habits and find themselves embellishing a specific product
with potential experiences rather than discussing alternative experiences.
Tangible product solutions often rely on reverse thinking in which participants resort to a problem-oriented approach and suggest a miraculous
solution where the introduction of the new product will instantly sol-

ve all identified problems instantly. When a product is forced into the
experience, the designers do not envision possible experiences but create
promotional product storyboards. We are not against including tangible
products into stories, and sometimes a tangible product is the best way
to achieve a sound Conflict, but as long as they stay part of a discussion
which prioritizes experiences.
“…The point here is to completely focus on the experience and forgetting
about the product. That is the reason behind focusing on a scenario about
people and their emotions. I believe focusing on experiences is the whole point
that I did not get before.”
“The most important message I got from this process is to prioritize the
experience before the product. Usually, we start from the product and then
think about how we could evoke a certain experience with that product. It is
the other way around, and it is quite interesting.”
“Before today, we had kind of an attitude that says: this is a great product
full of benefits, and it will solve all your problems…We used beautiful people
living in beautiful homes living perfect lives which were represented by stock
photography. We may not have been aware of the fact that we need to sell a
credible story with a believable character.”
Furthermore, it is important to provide a persuasive argument for people to change their way of doing things. Storycraft is the perfect channel
as thinking in the form of stories is an accepted practice that is believed
to be inherent to people and, therefore, effortless, as well as, entertaining.
With the right guidance it became a powerful instrument to shift the
focus towards experiences.
“We need to add tension to the story, or otherwise, we see no opportunity
for design intervention.”
“When I see People, Places, Objects, I feel, “Yeah! I can do that”. That is a
much more accessible start than a bunch of story terminology.”
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“I have to confess that initially, we were reluctant since, up until now, we
always perceived storytelling as a wishy-washy superficial nicety which never
really clicked with our need for a concrete output.”
Finally, leaving with concrete take-aways at the end reinforced the perceived value of focusing on the experience using Storyply.
“…I do not think that the aim is to achieve the (ultimate) target user but
to discuss alternative experiences that might inspire new designs. For instance,
while you start to design for Astronauts you might very well end up designing
something for the elderly. The aim is not to proceed to a high-end outcome but
to discuss alternative experiences that might inspire new designs.”
“I assess things from a ‘what can I take to use’ way, and from that perspective, the fundamental core value that I see is not so much storytelling, it
is more the fundamental experience. That is the core. Redefining what the
experience is. So that was really good.”
“So I do not necessarily see the concepts like the product of today’s work, but
I understand now the person we constructed and how she experienced things
as a result of her personality. So that was the product of this framework for
me.”
3.b) Does Storyply help designers to address the subjective, context-dependent, and temporal nature of experiences?
The comments confirm that the structure that Storyply suggests is perceived as empowering by the participants feeling like they have a handle
on the ordinarily ephemeral components of experiences. They appreciated
the ability to discuss and play with subjective qualities in concrete terms.
Participants’ comments confirmed that Storyply was helpful in externalizing and discussing the context of experiences:
“…It also helps me to get familiarized with the project context. It helps me
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to put myself into the user shoes. So, I can emotionally get involved with the
whole experience.”
“It is like discussing the problem statement of a design project. In this case,
instead of a problem, we are stating the setting that the product will be performing in and be useful.”
“On the other hand, the great thing about using this process is that you
remember the context the whole time.”
Participants’ comments confirmed that Storyply was helpful in externalizing and discussing the temporal nature of experiences:
“Without adding specific values, this curve [positive versus negative] already shows a change in the experience over time. This recognition reveals an
opportunity to intervene in the experience throughout this sequence.”
“...We are only used to using storyboarding to illustrate solutions. Nevertheless, you could also use it to redefine how you do research.”
“Thinking different points in time made me question what other critical
points in time are there?”
Participants’ comments confirmed that Storyply was helpful in externalizing and discussing subjective aspects in more concrete terms.
“The method offers a very visual experience, that is very valuable. It makes
it really inevitable to empathize with your user. It is extremely important to
empathize with what your users, customers feel (how and when), not only for
us but any other professional who would need to contribute and benefit from
this project. It is also good that you encourage us to visualize it ourselves since
it makes you think of other stuff than you are used to otherwise. For instance,
when I just had the call during the break with a marketing director friend
on the phone, she asked for insight, ‘what was good about this tool?’, and I
told her: ‘Look. We just built a character with motivations and tensions and
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decided that his self-awareness is weak. Three hours later when we placed his
experience on the scale, we identified a clear opportunity: since when people
like him, using certain phrases appeals to his self-awareness we are confident
that we have him, this is an extremely specific insight. Furthermore, the fact
that we were able to get to such an insight in a few hours is a great strength
and valuable.”
“It is hard to involve users in the design process, but when you show
them something like this (the visual wall), they start to understand.
I do not know if it is the drawings or something else, but it makes
the story very understandable. Showing just the keyframes will enable
them to relate themselves and provide feedback and also it is an input
motivation. This way of visualization gives the user the opportunity to:
1-Disagree with the scenario. 2-Suggest their alternative view of the user
experience.”
3.c) Does Storyply help designers to envision user experiences in a
better (more profound) way?
The comments confirm that Storyply offers an approach that participants felt like an improvement to what they have been previously using
for similar purposes. We observed that this impression formed due to the
combination of the empowering instruments of storycraft that is made
accessible through the Storyply framework.
“You are speaking a new language (UX) using existing vocabulary (Story).”
“Similar to a story. First, you make us introduce the characters, then you
help us to look into their inner self, then we place them in a scene, and we
make them experience an adventure, and finally, we try to understand what
they feel during that adventure. When we arrive at the end, there are not
many things to object to or not to understand since the method makes you live
the story, and it is self-proving its relevance through the story.”

“I sort of feel like we spent more time on really defining the experience
rather than storytelling.”
“What I like about the idea of stepping out of the personas which we often
complain about how useless and bad personas are…”
“They (Characters) are more than personas. They have more concrete features than personas. They come to life.”
They also felt liked Storyply provided them with a new handle on,
enhancing their existing approach towards conceptual design.
“We design the product that changes the story, and the story changes the experience.”
“As designers, I think we are terrible at communication. So if we could learn
another tool apart from drawing, that is a fascinating thing to convey more
complex information.”
“…It provides me with creative confidence. It doesn’t necessarily mean that I
come up with all sorts of ideas but it helps me to get involved with the project,
even though I might have done the user research beforehand, still this could be a
warming up for me to ease into the experience by just having one experiment out
of hundreds of them. It is like an internal motivational tool for me to convince
myself saying I am doing this because I am adding this value to that problem.”
“Each section does have an intent to help you think through some problems
and opportunities in the space. So the establishing shot was one of the more
entertaining and engaging ones and it began to set some tone of what the value
was, but we didn’t really flush out value. The best part of Key-framing for all of
us was to take a moment to pick for ourselves what was important, not so much
creating. It is a great tool to getting those out.”
The general tone of the comments showed that the way we synthesized
storycraft with design felt natural and made immediate sense to participants.
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“First of all, it is very useful to work in the constraints of a framework. I
feel that since it is very visual, in our project it really supported us to tailor the
experience for our users. Secondly, since we are working in different countries
we did not have the opportunity to align with each other as much as we liked
to. This method really brought us to the same page by making us sit down and
have a detailed conversation about our users. Thirdly, I know what a ‘persona’
is and does but when you start to think of the experience with your ’experience
assessment chart’ and ask ‘I wonder how we could increase this or avoid that’
adds a dimension that is really crucial and yet is never really addressed usually
at this stage of a project. It makes you envision the actions in the future.
“We discussed several insights, some we knew some we did not, but for the
ones we knew, this was the first time that we connected them to our imagination this clearly.”
“It’s a good method to check ideas, concepts, and design directions. If you
are dealing with a project team, some are more involved than others. By doing this (Storyply) you can get everybody involved. It is a good excuse to bring
people into a room and get their attention to the product and new ideas.”
3.d) Does Storyply help to envision better (more profound) user
experiences?
We realize that this question might not be sharp enough since it calls
for comparative studies which exceeds the scope of our efforts in this
thesis. However, the comments confirm that Storyply triggers discussions
that allow designers to focus on areas that they have not been so interested
in exploring previously by providing a handle that facilitates doing so.
“By doing this process, you go much deeper into the essence. Normally when you
skip all these steps, you think I know what is happening by writing down in one sentence what is happening, and actually, you miss many details which are important
for the project.”
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“It is not the first time we thought of some of these issues, but this tool allows us to
discuss it on a much deeper level, and it enables us to infuse our insights into new
ideas like never before.”
“Interesting stories are stories that include situations that are not currently possible.
So maybe we could come up with an idea to make something more possible. Try to
make stories that are a little bit out of reach. Furthermore, exactly because they are
out of reach, they offer a potential to say; Could we bring them within reach by
designing something?”
Our studies revealed that the real-time visual mapping of the thinking
process under the guidance of story crafting principles could present several benefits:
- First, embedding narrative competence into visual thinking drove the discussion towards experiences. Consequently, we could expect that the ideas that
spin out of such discussions are more likely to serve the purpose of designing
for user experiences.
- Second, the ordinarily mysterious creative process is opened up to the contribution of users and non-designer project stakeholders, while the concepts are
still under consideration.
- Third, the document, which gradually appears in front of the design team,
provides a blueprint of the ideation process, which can be iterated back and
forth at diverse occasions with various participants who were not present at the
time of the generation process.
Above all, the design team can discuss and iterate new concepts in a platform
that offers a structure that allows sketching experiences true to their temporal,
emotive, and contextual nature.
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7.3 Informing Design Practices
Narrative Imagining plays a prominent role in the conceptual thinking
process, as Turner suggested:
“Narrative Imagining - story-is the fundamental instrument of thought.
Rational capacity depends upon it. It is our chief means of looking into the
future, of predicting, of planning, and of explaining…” [Turner, 1996].
However, the conscious ability to orchestrate this quality we inherently
possess was not obviously accessible in the case of conceptual design practices.
In practice, even though designers are sincerely interested in utilizing stories to create value, without appropriate tools and guidance, this interest leads to disappointment since this endeavor proves to be more complicated
than advertised. As a result, in many contemporary applications, the use of
storycraft in design is not reaching its full potential and frequently leads to
‘the flawed disillusionment from storycraft’ effect, which we mentioned in
Chapter 5. In order not to quickly give in to the flawed disillusionment it is
important to remember that;
- Good insights require dedication
Our observations suggested that the intended value out of applying
storycraft took longer than expected to become apparent. Visualizing feelings about a product on a timeline opened a door towards seeing pain
and pleasure points during an experience. However, a visual timeline of
events can only grant minimal access to experiential insights without ample time and deliberation.
In his thesis, Karapanos proposes an approach to measure the longterm dynamics of experiences by providing users with a structured process/tool (iScale) and asked them to re-construct their experiences with a

product over time from memory. He explains that products are becoming
more and more service-centered and that the satisfaction of-customers
relies increasingly on prolonged use. He concludes that formatting user
feedback in the form of ‘experience narratives’ adds consistency to their
memories [Karapanos, 2010]. His approach required longitudinal studies
that are rarely tolerated in commercial settings. Most companies do not
have the patience for such in-depth inquiries. That could also explain
why the design industry was quick to embrace tools that promise faster
gratification with much less effort, such as ‘experience mapping tools’
that are used to map customer/user journeys and services visually.
- Choose delayed gratification over instant gratification
A Customer Journey Map is a visual diagram that shows how a customer interacts with a service. Customer Journeys illustrate the experience
of a customer with an organization [Kalbach, 2016].
Service Blueprint is a multilayered flowchart of the delivery process of
that service. Service Blueprinting is a method that was proposed by Shostack in 1984 as an operational management tool. With components such
as time, flow, and actions, its primary goal was to codify the service delivery process, which was ordinarily perceived as intangible and ephemeral
into something that could be documented and systematically improved
upon [Shostack, 1984]. In its current and much more evolved state, service blueprints are used to help visualize, align, and prototype experiences
for today’s complex service ecosystems [Stickdorn et al., 2018].
These are tools that are project-management friendly rather than assisting in conceptual design. They provide a sense of accomplishment
much faster, and without too much investment, when compared to
Storyply. The depth that they allow to dig into for insights is however
equally limited.
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Nonetheless, even though they have a different output in mind, they use
similar operational components such as time, flow, actions as in “sequencing” in
order to prototype new experiences and services [Levy, 2015; Kalbach, 2016].
Our approach finds more value in delaying gratification and in using this time to
establish an experience centric mindset that can drive a project rather than a tool
that helps diagnosing pain points for operational management. We have discussed many powerful qualities that storycraft offers when it becomes an integral
part of how to think while designing for experiences. Making the most out of
this potential in experience design depends on the active and continuous practice
of the techniques laid out in this thesis.
- Outcome should be the focus of attention instead of output
Although a proper story-driven process generates a significant paper
trail, the ultimate objective of using stories is not to create a documented
form of design requirements and directions. It is to establish a shared understanding. The focus is not what is written and drawn on sticky notes,
but what we remember when we look at them. Our studies reinforced our
conviction, which Patton perfectly formulated as “Shared documents are
not shared understanding” [Van Dijk, 2013; Patton, 2014].
It is paramount to cultivate an environment and sufficient time to allow the opportunity for a beneficial visual discussion. The goal is to reach
a point at which we surpass discussing the ‘output’ and start to share an
understanding in which we discuss the ‘outcome.’
“Everything between the idea and the delivery is called output. But, while
it’s necessary, the output isn’t the real point; it’s not the output that we really
wanted. It’s what comes after as a result of that. It’s called outcome. Outcome
is what happens when things come out —that’s why it’s called that—and it’s
difficult because we don’t get to measure outcome until things do come out”
[Patton, 2014].
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- Trust the process long enough to see the benefits
Storycraft has a lot to offer. Nevertheless, designers have to come to
terms with the fact that there are no quick formulas or recipes which
fast-track you in-front of the line. It simply does not work like that. As
in every craft with a reputable value, design-storycraft also requires a certain amount of time and dedication. Methods and tools can offer helpful
guidance, but the expected value requires your trust in the process to
collect the payoff. Storyply is no exception. In various workshops, we had
at least one participant who was more goal-oriented, asking something
like, “This is all well and good, but I am wondering when are we going to
start getting something concrete out of this process?” The process requires a
certain amount of trust in return to the value it provides since the most
valuable insights start to appear after a period of feeling uncertain about
if any useful outcome will emerge.
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7.4 Limitations of the Study
During the development of this dissertation (2009-2019), a cascade of
tools, methods, and frameworks appeared and developed. The need for
a more user experience-centered approach has been validated by the global traction gained amongst fellow designers all over the globe. Today’s
(2019) design workshops have become a service sector in their own right
with a business model that offers tools and strategies to make all kinds
of professional teams feel creative. Whether these services can offer something more than various forms of insight/creativity, tourism is beyond
the scope of this thesis.
Our ambition lies in supporting designers with a vernacular of discussion that promotes an experience-centered approach in the conceptual
design process. The Storyply Method, Framework, Toolkit, and Workshop are the instruments of implementation and testing.
However, as we mentioned on various occasions, we are not trying to
offer a quick formula or conclusive framework which would miraculously
transform designers into story-crafters or vice-versa.
We also recognize that the exploratory nature of the chosen research
methodology does not allow statistical reliability to prove if Storyply
objectively improves the process of designing for experiences. That level of confidence would require a more quantitative approach, including
comparative studies with a larger sample group and longitudinal studies.
Our goal was to gain an understanding of underlying reasons behind
an opportunity we recognized in the process of designing for user experiences, and we tried to dive deeper into the process of design to extract
insights by revealing opinions and motivations of the people who lived
the process.

We specifically focused on why and how the potentials in narrative
competence should and could be integrated into the designer’s creative
process.
Our chosen strategy helped us reveal applicable insights for laying out
general principles for design professionals to make more informed decisions about generating design directions by utilizing storycraft.
A second point can be made about exploring the positioning of the
method in the design field. We want to make a fundamental aspect of
our proposal abundantly clear to prevent any potential misunderstanding
about our take on storycraft.
We are not interested in generating good stories or making good
storytellers out of designers. We apply a selective strategy while adopting
principles from storycraft. We are interested in strategies that are useful
for discussion but not so much in strategies that serve to please an audience. For instance, while on the one hand, we are trying to understand the
underlying desire that drives a character, on the other hand, we are not
concerned with engaging an audience through dramatic action. While we
try to pinpoint conflict in a character’s life, we are not trying to escalate
conflict for the sake of dramatic intensity. While we encourage “drawing
verbs (actions), not nouns (names of things),” we do not expect a good
quality of illustration. While we would like to achieve visual clarity to
assist the conversation, we do not worry about the visual composition to
direct the attention of the audience like a film director would [Glebas,
2008; Mckee, 2010; Quesenbery and Brooks, 2010]. The list could go on.
In short, our focus is on the qualities that help designers to empathize
with users on an emotional level while visually imagining and discussing
experiences to inspire and inform design directions.
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7.5 Concluding Remarks and Future Directions
We started designing Storyply as an interface to collect user insights and
information to feed into a body of knowledge that would help us to answer research questions and validate claims. The interface naturally grew
into a framework that produced a physical toolkit. In its current form,
Storyply combines ‘conceptual design’ and ‘story planning techniques’
to help the design team to discuss and visualize solutions for themselves and the potential audience of the project such as users, clients, and
other stakeholders.
To conclude, we want to reinforce the most significant insights achieved in this thesis by extracting them from the overall text and give a
synopsis for each insight. But before, once again, we want to underline
the distinction between Storyply and storycraft. Our primary focus of
interest in this thesis is the opportunities that the relationship between
storycraft and experience design could reveal. Storyply acted as the instrument that allowed us to test that interest in the context of conceptual
design processes.
The lessons learned and insights gathered during our studies are aimed at
informing researchers, students, and practitioners alike since they are relevant to all who would like to understand and improve the process of design.
However, since a dissertation’s primary audience is researchers, we
want to highlight how Storyply and the experience gained from it (e.g.,
in the workshops) can be useful for research purposes in the field of experience design.
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The lessons learned in this process could serve three purposes: (A) raise
awareness, (B) align expectations, and (C) inspire new research challenges. In the following format we assign the letters A, B and C to each insight to represent the purpose that they serve. Also, we attach the specific
Research Question that helped to achieve each insight (as in RQ1, RQ2
and RQ3) and the Chapter numbers where more detailed content can be
found (as in Chapter No).
We will summarize each insight by providing a one-sentence answer to
each of the following questions:
(1) What is the insight, and which research question allowed us to
achieve it?
(2) What is the significant value of the insight for experience design
efforts?
(3) What could be interesting to learn here for other researchers?
(4) What could be interesting to improve on for other researchers?
Insight 1 (A, C)
(1) In the area of experience design, storycraft is underutilized at best
and misused at worst (RQ1, RQ2). (2) There is a notable missed opportunity since storycraft is uniquely capable of addressing the critical
need for incorporating transient characteristics of experiences into the
designer’s creative thinking (see Chapter 2, 4, 5). (3) Looking at how
storytellers and designers think alike reveals what is currently missing in
the domain of experience design (see Chapter 2, 6). (4) Storycraft could
play a transformative role in the process of experience design, especially
in domains such as software design, rapid prototyping, and on-demand
manufacturing, where agile processes allow significant improvements further down the production line.
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Insight 2 (B, C)
(1) Incorporating storycraft as a discussion instrument in the early conceptual design phase is essential for project teams to keep the focus on
experiences (RQ1, RQ2). (2) Since time is of the essence in any industry
to achieve the intended outcome, designers need persuading arguments to
submit their contribution at the right moment of project scheduling. (3)
Our observations suggested that the intended value out of the early seeds
of experience design may take longer to become apparent (see Chapter
5). (4) Therefore, it would be practical to explore convincing strategies to
keep stakeholders’ interest intact longer than the popular methods that
are content with offering only instant gratification (see Chapter 2, 7).
Insight 3 (A, C)
(1) Storycraft offers designers the means to explore experiences true to
their nature by allowing access to developing events in the form of a story
(RQ3) (see Chapter 2, 5, 6, 7). (2) Storyply crystallizes the strategy and
facilitates access in the form of a guided workshop using a framework
(see Chapter 3, 4, 5, 6) (3) During our studies, we have tried and tested
various attributes of storycraft, decided on few, explained the reasoning
behind those choices and supported them with literature. (4) The choices
made during our studies are the product of extensive workshop observations and could be easily applied and tested in other design areas where
the real-time visual mapping of the thinking process could be beneficial.
Insight 4 (A, B, C)
(1) Integrating story thinking efficiently into design thinking is possible through an accessible framework (see Chapter 2, 3, 5, 6, 7). (2)
Utilizing storycraft as a form of framing and discussing experiences rather
than as a presentation and persuasion tool can be used to expand desi-

gners creative influence over the project (RQ2, RQ3). (3) The process
followed in this thesis presents a good specimen for a Research through
Design approach. (4) The outcome is also a self-evident instrument that
can be used to support Research through Design efforts.
Insight 5 (A, B)
(1) The best strategy to recruit key decision-makers into a project team
for the sake of experience-centric-ness is to make them accomplices to
the design (RQ1, RQ3) (see Chapter 1, 5, 6, 7). (2) Cultivating project
teams’ motivation to improve on initial propositions with more information further into the process helps to sustain the experience-centric
approach through the project. (3) Organizational cultures are slow to
understand the behavior of their customers and make improvements to
their decision-making practices. (4) How design and designers are seen
from a decision-making perspective plays a crucial role on the influence
of design in an organization.
Insight 6 (A, C)
(1) Adding Narrative competence to drive experience-centric discussions requires more explicit guidance than currently offered by contemporary tools used frequently for experience design (RQ3) (see Chapter
2, 7). (2) Externalizing and orchestrating the ordinarily intangible ingredients such as emotional needs, personal conflicts, and vulnerabilities leads to insightful discussions about design directions. (3) The tacit
knowledge behind storycraft can be transferred more efficiently with the
help of a framework that actually supports designers to learn by doing.
(4) The operating principles behind the framework are clearly presented
in this dissertation to allow other researchers to improve on the aspects in
which we have fallen short.
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Insight 7 (A, B, C)
(1) In the absence of a structured framework it is quite difficult to
insulate the discussion about an experience from the problem-solution
oriented approach. To make things worse, when there is a product forced
into the discussion, the designers often stop envisioning poten-tial experiences and start envisioning promotional storyboards (RQ3) (Chapter 4,
5, 6). (2) Storycraft applied in the form of an accessible framework coupled with proper facilitation has the potential to avoid that participants
snap back to their habits of embellishing a specific product with potential
experiences rather than discussing alternative experiences. (3) The filtering criteria (Flow, Expression, Guidance, Outcome) presented in this
thesis are inspired by the feedback from experts in both domains (design
and storycraft) and (4) could be useful to evaluate other frameworks with
similar goals.
Insight 8 (A, B, C)
(1) We have listened to various comments from experts and participants that the knowledge that was treated as ‘common knowledge’ does not
always translate into ‘common practice’ when it comes to the discussions
about experiences. On the one hand, researchers who knew about the literature of experience design were not sure how to apply their knowledge
in practice. On the other hand, professionals who were actively designing
for experiences were not sure how to prioritize experiences during the
conceptual phase (RQ1, RQ2, RQ3) (Chapter 5, 6). (2) Storyply offers guidance for both parties in their pursuit of conducting an experience-centric approach. (3) Storycraft provides researchers and practitioners
with a good middle ground to collaborate freely from their biased views
about each other since the language of stories does not belong to any of
the parties involved. (4) It is not a trivial effort to cultivate new grounds
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to test assumptions (even some of those insights are already established
knowledge) in a different context to see the implications in practice and
learn from each other’s experiences.
Insight 9 (A, B, C)
(1) It is important to provide a persuasive argument for people to
change their way of doing things. It needs to come as natural as their
usual approach (RQ3) (Chapter 2, 5, 6). (2) That is why storycraft is the
perfect channel since thinking with stories is an accepted quality that is
believed to be inherent and, therefore, effortless, as well as, entertaining.
(3) Researchers who are interested in the subtle facilitation strategies of
storycraft can wield it as a powerful instrument to shift the focus towards
experiences. (4) The effort could be beneficial for upcoming design fields
such as sustainability and circular design since behavior change is the
focus of interest.
Insight 10 (A, B, C)
(1) Storycraft has the power to trigger discussions that allow designers
to focus on areas that they are not necessarily used to, such as looking at
internal conflicts, emotional vulnerabilities, and implications of relationship dynamics between users on the experience (RQ2, RQ3) (Chapter 3,
6). (2) This is a result of providing a handle into the ordinarily invisible
mechanisms behind the implications of emotional needs on experiences.
(3) The research through design approach allowed us the grounds to use
emotional needs as an assessment criterion and fulfill the promise behind
theory in practice. (4) It would be interesting to investigate if this quality
can be extended into other domains where users need encouragement to
engage in the necessary discussions that they are not used or willing to.
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Even though we have designed Storyply as a discussion tool for designers, it also aroused an unexpected level of interest in decision-makers
as a translative tool. Non-designers who work with designers communicated a keen interest in understanding the decision-making parameters
behind the designers’ creative process. Ordinarily, the designers’ process
is not readily accessible from a management, sales, or engineering point
of view. Therefore, collaborating with designers is not always the most
enthusiastically anticipated stage in a project, especially for professionals
who are not too keen on the unpredictability designers may introduce to
the project. Ironically, from a designer’s point of view, the ability to operate under uncertainty is precisely the strength that enables their creative
confidence to match the necessary knowhow in a project.
On the one hand, the demand for wielding UX design skills is about
to increase since the UX profession is being expected to grow by a factor
of 100 between 2017 to 2050, according to the N&N Group [Nielsen,
2019]. On the other hand, catering for the process of user experience and
service design is still waiting for the business world to recognize design
as a ‘financial performer’ that increases revenue and total returns to shareholders [McKinsey, 2019].
There are three academic studies within the department of Industrial
Design at the Eindhoven University of Technology, which were directly
inspired by our research. Two of them have already produced Ph.D. dissertations, as mentioned in Chapter 5/ Section 5.4.3/Workshop6.
The first study explored how to utilize stories about experiences as a
trigger to prompt discussions with end-users and help them to envision
themselves as the user of the design concept in the future and provide
feedback [Özcelik, 2013]. The second study built and tested a digital
alternative to the keyframing in Storyply, which not only allows users to
illustrate but also to animate [Fernandez, 2017].

The third study, which is still in progress, is about improving Value-Awareness Through Storytelling in User Experience Design [Peng, 2018].
Further opportunities lie in the future of the craft of designing for experiences, provided designers are willing to embrace storycraft as a form of
externalized and documented discussion rather than a way of spicing up
conversations and a cool feature to boost presentations.
While it may not seem too easy or convenient at first, cultivating a
skillset in storycraft grants a unique edge to designers who are willing to
take on the challenge. We hope to succeed in establishing a gateway into
that unique mindset and inspire designers who would like to utilize the
full array of potentials that storycraft offers.
Furthermore, from a practical point of view, we see two opportunities
for improvement for Storyply in the future.
The first one is the physical nature of the framework that currently forces
participants to work in a physical space with physical boundary objects.
As we discussed previously in this thesis, the most apparent advantage is
the co-located experience, which allows face-to-face discussion, gestural
feedback, spatial immersion, body storming, silent communication, and
Panoramic Presentation [Sibbet, 2011]. Obvious limitations are the inability to accommodate the need to make immediate copies of assets, paste
and duplicate features, storage, and distribution of information.
We are currently experimenting with an implementation of Storyply
with leading online whiteboard collaboration applications such as Miro
(formerly Real-Time Board), Mural and Microsoft Whiteboard. There
are also products on the market that combine physical and digital visual
meetings using touch screen technologies like Google Jamboard, Cisco
Spark Board, and Skype for Business. Unfortunately, they are still quite expensive and, therefore, mostly restricted for use in large corporate
structures.
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Nevertheless, we strongly believe that demystifying the value in how
designers think by externalizing how they work could be the solution to
this dilemma. Storyply is a demonstration of how this can be achieved in
practice by actually applying storycraft to facilitate an experience-centric
conceptual design process.
We believe that the insights revealed in this thesis could inspire people who are interested in designing for experiences and services to see
storycraft under a new light and tap into its potentials to take their experience design efforts to a new level.
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MOTIVATION OF THE STUDY
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Figure 1. We usually start with the following introductory illustration to establish a very
simplified background to our motivation before introducing our motivation behind
developing Storyply.
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Project Example 1: Waking up
Experience Case

Figure 2. We created a persona for the imaginary project
brief and his statement of requirement. Gerard fancies
Apple, Tivoli Audio, and Dyson as game-changing
companies in their domains and wishes to acquire a
similar position in the alarm clock industry.

Project Background
Gerard is a fourth-generation alarm clock
producer who is having a hard time to survive
now that customers start to prefer their mobile
devices over alarm clocks. He wants to invest
in design efforts that could deliver innovative
solutions, which can protect the company from
becoming irrelevant, and potentially even allows
them to reclaim (part of) their market share.

His marketing department describes what
the company is looking for a concept that will
realign its brand with current technology and
consumer lifestyle. They define their brand values as tradition, trust, and quality and states an
intention to add new values such as innovative,
technological, stylish, and adaptive on top of
the existing ones.
“…even if their mobile devices can
match every single functionality that we
offer, people still should go for our product!”
-GERARD
Later, the design team meets internally to
discuss the project strategy. In order to address
the requirements of this project, they decide
to focus on the experience before the product.
So they agree on referring to this project as the
new “waking-up experience” project instead of
the new “alarm clock” project.

Project Brief
Your Challenge:
Create a new innovative alarm clock for TAC
CO. (The Alarm Clock Company) and explore
visionary propositions. TAC CO. is a privately held company based in Amsterdam and the
world’s fourth-largest alarm clock manufacturer.

The history of the company goes back to 1876
when the great grandfather of Gerard founded
it. Today it provides alarm clocks for consumers
in more than 100 countries. TAC CO. challenges you to come up with an innovative alarm
clock idea that could become an iconic product
that will lead to the transformation of the company from a traditional alarm clock producer to
a game-changing market leader. Your solution
will become the signature product and driving
force behind the new face of the company well
synchronized with the continually changing
technology and lifestyle of its customers.
Main Requirements:
• Your concept needs to convince customers of delivering great functionality
in a solution that is sensitive to technology and today’s’ consumer lifestyle.
• TAC Co. stands for tradition, trust, caring, and quality. While keeping these
brand values in mind, your solution
also needs to translate; dynamic, stylish,
connected, adaptive, and innovative as
additional brand values in your design.
• Create fans out of customers.
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Implemented Example:
Figure 3.
Template1: Section View from Interpret
The Project Brief.

Figure 4.
Template2: Auditioning Story Elements
Close Up View.
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Figure 5.
Template3: Section view
from Casting Characters.

Figure 6. Template4:
Section View from Setting
Experience.
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Figure 7. Template5: Section View from Identify The Conflict.
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Figure 8. Template6: Section View from Envision The Consequences.
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Figure 9. Template7: Section View from Make Your Proposal.
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Figure 10. Template8: Section View from Envision The Improvements.
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Figure 11. Template 9: Section View from Concepts.
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AUDIOVISUAL
COMMUNICATION CASE

She has a substantial budget to invest in design
efforts that could deliver innovative solutions,
which can provide viable outcomes.Interactive
Institute describes what they are looking for as a
concept that will improve, challenge, and replace
the contemporary conventions. They define their
values as innovation, personal and social well-being, sustainability, and accessibility.
“We are after products and services that both
my grandmother and my daughter would
like to use and can use! More meaningful
ways to connect people to each other and to
society.”
-LIJUAN

Figure 12. We created another persona for the imaginary
project brief and his statement of requirement. Lijuan
compliments to iPad, WolframAlpha, and Lytro
as creative products that introduced unique and
innovative products & services into people’s lives by
successfully combining science and technology and
wish to acquire a similar success with this venture.

Project Background
Lijuan is the principal researcher at the Interactive
Institute. Their current project aims to probe into
the future of audiovisual telecommunications and
explore visionary propositions for the industry.

Later, the design team meets internally to discuss
the project strategy. In order to address the requirements of this project, they decide to focus on
the experience before the product. So they agree
on referring to this project as the new “distance
communication experience” project instead of the
new “audiovisual telecommunication ” project.

munications (AVTC) and explore visionary propositions.
Main Requirements:
• Your task is to explore different options
that can potentially improve, challenge, or
replace the current AVTC solutions and
conventions, keeping in mind the following requirements:
• Your concept needs to deliver meaningful
functionality with a universal design strategy. It means that your concept needs to
be accessible by a more extensive group of
users than the contemporary solutions in
the domain.
The Interactive Institute stands for innovation,
personal and social well-being, sustainability,
and accessibility. We also want to see these values
translated into your concept design.

Project Brief
Your Challenge:
Create new innovative user experience concepts
to probe into the future of audiovisual telecom225
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Storyply Tips
Storyply Tips provide these means by utilizing the knowledge gained through
the studies blended with best-practices from the industry and literature.
There are two types of tips that we actively needed throughout our
studies — sources of Knowledge and Sources of Inspiration. In Sources
of Knowledge, participants needed to get familiar with some of the new
concepts we introduced, such as Establishing Shot, Act Structures, Psychological needs, etc., They needed to feel comfortable and confident
using these tools. Accordingly, Storyply Tips include a dictionary/library
that explains and clarifies the concepts we suggest.
In Sources of Inspiration, occasionally, participants needed encouragement and a nudge of confidence in order to overcome certain common
pitfalls such as: asking a specific question in a certain way at a precise moment of discussion or having an inspiring and yet non-restrictive example
to speed up gaining a shared understanding.

Sources of Knowledge
Sources of Knowledge include explanations about the type of information which might be potentially new to designers such as Act, Plot, Controlling Idea, Structure, Event, Scene, Sequence, etc,. The ultimate goal
is to have this collection as a living-breathing document which will grow
over time.
Currently, it covers a selection of Immediately Useful Gems, Valuable and actionable quotes, statements from influential experts, and researchers from each domain. This collection is a way to help facilitators
and participants to understand, articulate, and argue for the proposed
approach.
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Selected Gems from Robert McKee to focus participants attention on
the structure of the sequence of experience [McKee 2010].
• “Structure is a selection of events from the characters’ life stories that is
composed into a strategic sequence to arouse specific emotions and to
express a specific view of life.”
• “ EVENT means change.”
• A STORY EVENT creates meaningful change in the life of situation
of a character that is expressed and experienced in terms of VALUE
and achieved through CONFLICT.”
• “STORY VALUES are the universal qualities of human experience
that may shift from positive to negative, or negative to positive, from
one moment to the next.”
• “A SCENE is an action through conflict in more or less continuous
time and space that turns the value-charged condition of a character’s
life on at least one value with a degree of perceptible significance. Ideally, every scene is STORY EVENT”.
• “A BEAT is an exchange of behavior in action/reaction. Beat by Beat
these changing behaviors shape the turning of a scene.”
• A SEQUENCE is a series of scenes that culminates with greater impact than any previous scene.
• “An ACT is a series of sequences that peaks in a climactic scene which
causes a major reversal of values, more powerful in its impact than any
previous sequence or scene.”
• A STORY is simply one huge master event which is built by a series of
acts.
• EXPOSITION (is achieved through Establishing Shot) means factsthe information about setting, biography, and characterization that
the audience needs to know to follow and comprehend the events of the
story.

APPENDIX

Hiltunen interpreted Aristotle’s approach as a strategy of understanding the mechanics of creating emotional experience through
storytelling and suggests that it may lead to the ability of predicting
probable success of stories beforehand [Hiltunen 2002]. Freytag has
expanded the Aristotelian plot into a five-act structure that mostly
applies to ancient Greek and Shakespearean drama [Freytag 1900].

THREE ACT STRUCTURE
Act One (Setup) introduces the reader to the setting, the characters,
and the conflict and establishes relationship between them along
with the hero’s unfulfilled desire [Duarte 2010; Quesenbery and
Brooks 2010]. Act Two (Confrontation) develops through a series of
complications where characters encounter obstacles that keep them
from achieving their goal [Quesenbery and Brooks 2010]. Though
each of these crises are temporarily resolved, the story leads inevitably to an ultimate crisis, which is the global climax [Quesenbery and
Brooks 2010]. Act Three (Resolution) ties together the loose ends of
the story, offers a solution rather than an end and allows the reader
to see the outcome of the main character’s decision or action at the
time of the climax [Quesenbery and Brooks 2010]

•
•

INSPLORATION
Insploration works as a conscious and systematic act of searching for
and capturing stimulants that may inspire new ideas [Atasoy, and
Martens 2011]. The project brief sets the focus of interest which influences the creative minds’ selective perception to start highlighting
relevant and potentially inspirational materials according to the subject matter. Designers are visual-thinkers so the majority of insplorational material is likely to consist of visuals [Keller 2007].

EXPERIENCE ASSESSMENT CHART
We first need to ask: "How does the main character feels at each
instance? Is it a positive feeling or a negative one?” And move the
keyframes accordingly. Adding a temporal map where the team discusses not only how events unfold but also how they impact the
emotional state of the character over the course of the experience
opens up a whole new dimension to discuss about WHY and WHEN
users feel the way they do, and WHAT could be done about this.
Rating the sequence of events as positive and/or negative gives a
general sense of where the pain and pleasure points could be which
is useful as-is, but Storyply is actually interested in HOW the experience stands with respect to the project values, such as the goals
intended in the beginning of the project or potential values that
start to emerge during the discussion. What could be those values?

Insploration is an act that suggests an effort where team members
explore sources of inspiration that could fuel the creative process. Insploration is an anagram that we came up with to imply exploring
inspirations in order to fuel our imagination. Design is a creative endeavor and designers are explorers of inspiration: Ins-plorers.

•

ESTABLISHING SCENE (OR SHOT)

MIND MAPPING TECHNIQUES

Establishing Scene guides the viewer to quickly and effortlessly understand the action that is taking place and the relationship between characters with each other and the other elements of the
experience at a glance [Katz, 1991]. A good tip is to imagine oneself
as a fly on the ceiling or a bird flying over the scene of experience
and then asking: “What do I see?”. This way of thinking helps the
team visualizing the components of the experience like in an Establishing Scene of a movie. It is imperative to add information about
people, places and objects at the same time, in the same scene. This
step helps the imagination to build a visual and believable setting
for the experience to take place.

Mind Mapping, Affinity Diagramming and User Journey Mapping are
prominent examples of tools that support the collaborative thinking
process by visually mapping out the discussion topics. Mapping out
the thinking process encourages designers to collaboratively explore
and recognize new patterns by revisiting and reorganizing fragments of information and elaborating new ideas.
Mind Mapping is used to visually organize data by representing relations between dynamic elements of a topic or a problem [Marin and
Hanington 2012]. It helps to make connections for providing a general sense of a whole [Brown 2009]. Affinity Diagramming is used to
find common aspects between ideas and to meaningfully cluster
them according to identified themes [Bonacorsi 2008; IDEO 2003].

PERSONA & SCENARIOS
Personas condense actual user information into the general characteristics of a user group and represent it in the form of the profile of
an (fictional) individual. Personas help the design team to align their
design intentions with the people for whom they are designing and
to ground their decisions on actual user data [Long 2009].
Scenarios are believable narratives about imaginary courses of actions while people engage with a product or service. They are usually
written for a future setting from a Persona’s perspective to describe
the goals, behaviors and experiences of users in a specific context to
test the design assumptions [Cooper 2004; Marin and Hanington
2012].

•

•
PSYCHOLOGICAL HUMAN NEEDS
AUTONOMY - Independence: Feeling like you are the cause of your
own actions rather than feeling that external forces or pressure are
the cause of your action
COMPETENCE - Effectance: Feeling that you are very capable and
effective in your actions rather than feeling incompetent or ineffective

BRAINSTORMING TECHNIQUES
Role Playing and Body Storming assist in igniting fresh inspiration
through improvisation and physical involvement. Role Playing is
used as a tool in which collaborators act out potential users within a
real or imagined context. Assigning roles to the team members cultivates empathy with different users and strengthens the perception
of context, hence providing insight into the impact of circumstances
on the user experience [IDEO 2010]. Body Storming is a type of
role-playing where the focus is on the physical interaction with the
objects and the environment. Props are generally involved in the
process as product placeholders and this gives the team the opportunity to observe potential responses and behaviors in an imaginary
context [Tassi 2010]. Improvisation tools provide valuable opportunities for designers to envision the embodied qualities of an experi-

Figure 13. Descriptions of some of the key concepts & terminology used in Storyply.

•
•

•

PLOT is the storyteller’s choice of events and their design in time.”
A STORY must obey its own internal LAWS of PROBABILITY. The
event choices of the writer, therefore, are limited to the possibilities
and probabilities pithing the world he creates. …Each fictional world
creates a unique cosmology and makes its own “rules” for how and why
things happen within it.
“When an idea wraps itself around an emotional charge, it becomes all
the more powerful, all the more profound, all the more memorable.”
CONTROLLING IDEA is one clear, coherent sentence that expresses
a story’s irreducible meaning. It is the purest form of a story’s meaning,
the how and why of change, the vision of life the audience members
carry away into their lives. It has two components: Value + Cause.
Value means the primary value in its positive or negative charge that
comes into world of life of your character as a result of the final action
of the story. Cause refers to the primary reason that the life or world of
the protagonist has turned to its positive or negative value. Controlling
idea of Dirty Harry: “Justice triumphs because the protagonist is more
violent than the criminals”. However, In Columbo Controlling Idea
would be: “Justice is restored because the protagonist is more clever
than the criminal.”
A PROTAGONIST (Hero) is a willful character with a conscious
desire.
The BACKSTORY is the set of significant events that occurred in the
characters past that the writer can use to build story’s progression.
An Inciting Incident is the first major event of the telling, is the primary cause that throws the protagonist’s life out of balance and arouses
him the desire to restore that balance.
An EMOTION is a relatively short-term, energetic experience that
peaks and burns and is over. Once a transition of value creates an emo227
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•

•
•
•
•
•
•
•
•
•
•
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tion, feeling comes into play. FEELING is a long term, pervasive, sentient background that colors whole days, weeks, even years of our lives.
(In order to) define CONFLICT (in a story) we ask, who drives the
scene, motivates it, and makes it happen? Any character or force might
drive a scene, even an inanimate object or act of nature. Then ask
What does he (or it) what? Desire is always the key. Phrase this desire
as an infinitive: scubas, “to do this…” or “to get that…” Next identify
the forces of antagonism and what they want? Finally Identify the
value at stake in the scene and note its charge, positive or negative, at
the opening scene.
DEUS EX MACHINA is a latin phrase taken from the classical theaters of Greece and Rome, meaning “ god from machine.”In fiction
drama it means the introduction of a person or thing without any
backstory or support of evidence and provides a contrived solution to
an apparently insoluble difficulty.
“The key to all story endings is to give the audience what it wants, but
not the way it expects.”
“Story is metaphor for life and life is lived in time. It takes us beyond
the factual to the essential”.
“Storytelling is the currency of human contact.”
“Story is about principles not rules”.
Story demands both vivid imagination and powerful analytic thought.
What happens is fact, not truth. Truth is what we think about what
happens.”
“The archetypal story unearths human experience, then wraps itself
inside a unique, culture specific expression.”
“Stereotypical stories stay at home, archetypical stories travel.”
“Empathize with the Character”
“Understand the Desire”

•
•
•

“Know what the character wants”
“Understand the values at stake in the characters life”
“If every scene screams to be heard of we go deaf.”

Selected Gems from Francis Glebas [Glebas 2008] - to emphasize attention on the visualization of the sequence of experience
• “Start right in the middle of the action.”
• “A character-driven story is one in which the desires of the characters
drive them to take actions and these actions are what drives the story.
The opposite of a character-driven story is one that is plot driven. This
is where the sequence of actions is decided independent of characters.
In actuality, most stories are a mixture of the two.”
• “Coverage is extra footage shot to cover potential problems in the editing room.
• Most actions have at least three stages: the anticipation of the action,
the action itself, and the aftermath or follow through.”
• “Film always shows the present tense. Film scripts are written in present tense. They’re happening now!”
• We want to show exactly what we want to say in the context of a series
of shots. Each of these shots says something very specific. Each framing
is a close-up that shows different things.
• A character is a person represented on screen. A good character is one
who appears believable, strongly wants something, and goes after it
by taking action in his or her own unique way. Story characters are
crystallized into essences.
• A great way to look at characters is to look at what rules govern their
behavior.
• Make sure your story is about something that matters.
• Make sure your story is character driven by their desires.
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ENGAGING

DISENGAGING

Clarity, easy to follow

Confusing, hard to understand

Surprising

Boring, predictable

High stakes

Nothing at risk

Driven toward goal

Going nowhere

Emotional

Too much Explaining

Action gets to the point

Tangents, unfocused

Appealing characters

Unappealing

Shows how it feels

Holes in casualty and motivation

Figure 14. Table 13.1 Page 334.Glebas, F (2008) Directing the story: professional storytelling
and storyboarding techniques for live action and animation. Focal Press, USA.

•
•
•
•
•
•

Clearly show one thing at a time. Fight confusion by focusing the audience’s attention to one thing at a time as you tell the story.
Draw verbs (actions) not nouns (names of things).
Strive for visual clarity, simple but dynamic.
Make sure each shot has a focus or center of attention. Make sure this
has the greatest contrast of value.
Be aware of where your characters are in the frame and what their
placement says about them.
Connect your shots logically as a sequence of causes and effects

Selected Gems from Quesenbery and Brooks [Quesenbery and
Brooks 2010]
- to focus participants attention on the useful stories for UX:
• “As a [user role], I want to [goal], so I can [reason]” (User Stories for
Agile Development)
- type of Juicy Stories to look out for by Quesenbery and Brooks
[Quesenbery and Brooks 2010]:
• Stories that you have heard from more than one source. They don’t
have to be identical, but when you hear similar anecdotes or ways of
talking about an event, pay attention.
• Stories with a lot of action detail. Stories describing the way things
happened thoroughly are valuable because they offer more than an
opinion or a quote. They capture a narrative sequence and can be the
basis for further development as a scenario for how a product might
be used.
• Stories with details that make your user data easy to understand.
Stories with a lot of contextual detail help anyone who hears them
relate to the people they describe. These details might describe when,
how, or why something happens. They might be a turn of phrase, a way
of describing someone’s goals or actions, or an anecdote that just seems
to sum up a type of person or event.
• Stories or story images that surprise or contradict common beliefs, yet are clear, simple, and compelling. These can be the hardest, because, they may deliver bad news. However, stories can provide
early anecdotal evidence that can suggest new design directions or
new user needs.Always start right in the middle of the dramatic
action.
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Selected Gems from Marc Hassenzahl [Hassenzahl, 2010] - to focus
participants attention on experiences
• “…if we want to design for experience, we have to put them first,
that is, before the products.Without a clear understanding of experience, the interactive products we design will never be able to properly
shape experiences, let alone, to create novel experiences.”
• “…experience emerges from the intertwined works of perception, action, motivation, emotion, and cognition in dialogue with the world
(place, time, people, and objects).”
• “…One may go as far as saying that emotion is the very language of
experience.”
• “Experiencing is a continuous stream, emerging from perceiving,
acting, thinking, and feeling.An experience is a chunk of this time,
packaged, interpreted, and labeled—a story”.
• A Do-goal capture concrete, desired outcomes of activities and plans
to achieve those outcomes such as “making a telephone call” or
“watching a movie.”
• Motor-goals regulate activities on an operational level—grabbing,
dragging, pressing buttons and so forth—is a valuable conceptual tool
to address the different levels of interacting with technology.They are
close to the world, triggered by the actual interactive product and
context,
• Be-goals provide meaning, motivation, and emotion to an activity.
“Being competent,” “being admired,” “being close to others,” “being
autonomous,” and“being stimulated” are examples of be-goals. Their
nature is self-referential, that is, close to people’s selves.
• “Experience is subjective and it’s deduction from the objective is
rarely straightforward. However, a lack of correspondence between
objective conditions and their experience should not be viewed as
230

•

•

•

an error. Mostly, this is the consequence of a traceable, psychological
process, which transforms the objective into the subjective. The task
at hand is to reveal and to better understand these underlying processes. This will enable us to shape subjective experiences through the
objective.”
“Experience is holistic. It comprises of perception, action, motivation, and cognition. It emerges from the simultaneous activation of
those processes and integrates them into a meaningful, inseparable
whole.”
“Experiences are situated. They emerge from the integration of action, perception, motivation, and emotion, however, all being in
a dialog with the world at a particular place and time. In every
moment, the world is taken in and immediately changed through
our activities.The result is perpetual novelty—no two experiences are
exactly alike. Experiences can nevertheless be categorized. In other
words, although played out differently in different situations, the essence of an experience may remain similar. One may call these prototypical experiences “experience patterns.” Awareness of those patterns,
their abstraction, and application to new cases lies at the heart of
Experience Design.”
“Experience is dynamic, extended over time. The order, the timing, and the saliency of single moments impact the overall experience. By that, order and timing become subject to design—a way to
make an experience better or worse. Thus, Experience Design implies
the careful scripting of interaction. Any judgment about a product’s
quality will be heavily influenced by the actual shape and rate of
change embedded in a given succession of single experiences.”
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Figure 15. A representation of the be, do and motor goals of Hassenzahl, M. (2010).
Experience design: Technology for all the right reasons. Synthesis lectures on humancentered informatics, 3(1), 1-95.

Top-ten psychological needs (based on Sheldon et al. (2001) [Hassenzahl 2010]
• Autonomy (Independence)-Feeling like you are the cause of
your own actions rather than feeling that external forces or pressure are the cause of your action
• Competence (Effectance)-Feeling that you are very capable and
effective in your actions rather than feeling incompetent or ineffective

•

•

•
•

•

•

•
•

Relatedness (Belongingness)- Feeling that you have regular intimate contact with people who care about you rather than feeling lonely and uncared of
Self-Actualizing (Meaning)-Feeling that you are developing
your best potentials and making life meaningful rather than feeling stagnant and that life does not have much meaning
Security (Control)-Feeling safe and in control of your life rather
than feeling uncertain and threatened by your circumstances
Money (Luxury)-Feeling that you have plenty of money to buy
most of what you want rather than feeling like a poor person who
has no nice possessions
Influence (Popularity)-Feeling that you are liked, respected, and
have influence over others rather than feeling like a person whose
advice or opinion nobody is interested in
Physical Thriving (Bodily)-Feeling that your body is healthy
and well-taken care of rather than feeling out of shape and unhealthy
Self-esteem (Self-Respect)-Feeling that you are a worthy person
who is as good as anyone else rather than feeling like a “loser”
Pleasure (Stimulation)-Feeling that you get plenty of enjoyment
and pleasure rather than feeling bored and under-stimulated by life

Selected Gems from Jeff Patton [Patton 2014] - to orchestrate a story-driven explorative process:
• “Because stories are about conversations, people use that idea to avoid
writing anything down. Then they forget what they talked about and
agreed to in the conversations.”
• “Shared documents aren’t shared understanding.Stories aren’t a written form of requirements; telling stories through collaboration with
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words and pictures is a mechanism that builds shared understanding.
The real goal of using stories is shared understanding.”
“Stories aren’t a written form of requirements; telling stories through
collaboration with words and pictures is a mechanism that builds
shared understanding.”
“… What’s most important isn’t what’s written down—it’s what we
remember when we read it.”
“Everything between the idea and the delivery is called output. Outcome is what happens when things come out that’s why it’s called
that—and it’s difficult because we don’t get to measure outcome until
things do come out.”
“Good story conversations are about who and why, not just what.”

Figure 16. All images are obtained through Pexels.com. All
photos on Pexels are allowed to be used for free for commercial
and noncommercial use. Attribution is not required. Giving
credit to the photographer or Pexels is not necessary. The
photos are allowed to be modified as you like. The license of
our free stock photos - Pexels. (2016). Retrieved 28 November
2016, from https://www.pexels.com/photo-license/
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Sources of Inspiration:
Insploration Deck [Pexels, 2016]
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PEOPLE

The standard deck that comes with the Toolkit has over 200 pictures
with equal amount of people, places and objects. These are not sterile
pictograms and/or pictures with the subject of interest flying in the air on
a white background.
We have chosen these pictures to help contextual imagination and
therefore they represent a variety of images. In some cases they include
someone in a specific place interacting with multiple objects.
The pictures are chosen carefully to serve for the goal of achieving multiple interpretation out of a single picture depending on individual participants life experience. In that respect we tried to pick images that are
not too prescriptive to dictate an absolute but specific enough to permit
an agreeable shared understanding.

clergy

reporter/journalist

truck driver

farmer

fisherman

parent

national leader

professional athlete

real estate agent

nun

grandmother

supermodel

student

small business owner

sports coach

wheelchair user

teacher/professor

doctor/nurse

flight attendant

consultant

waiter/waitress

spy

researcher/scientist

lawyer

police officer

pre-literate child

pilot

building contractor

home office

a classroom

an elevator

an airplane

office building

the kitchen

a hotel room

a foreign country

driving in a car

a park

a restaurant

a shopping mall

the street

stadium

a taxi

an electronics store

a courtroom

the beach

a public bus

an airport

PLACES

ACTIVITIES

Project Deck Images of SoUL Project

planning a meeting

preparing a presentation

finding a lost phone

planning a trip

socializing

shopping

thinking

placing a conference call

taking notes

composing email

saving the world

job hunting

commuting

moving

studying

day trading

preventing a crime

coordinating multiple
schedules

paying household bills

driving kids between
activities

save money

spend money

stay healthy

influence people

never lose touch with
friends

selectively miss meetings

generate more free time

improve social life

make more money

keep track of personally
relevant

become witty in conversation

get a lot of work done
while sitting on the porch

spend as little time in the
supermarket as possible

feel secure about children when not at home

develop/support a strong
faction sense

research personal illness

MOTIVATIONS

Figure 17.
The Project Deck
is used with the
courtesy of IFF
LLC/SoUL Project.

Figure 18.
The categorization of People, Places,
Activities and Motivations by Quesberry &
Brooks(2010) in their book called Storytelling
for User Experience: Crafting Stories for
Better Design.
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METU Department of ID- Fall & Spring Semesters 2003 & 2004
ID 363 - VISUAL NARRATIVE IN DESIGN 1
Instructor: Berke ATASOY
Objective
Analyzing and understanding design as an end-product presents some
difficulties. It is because finished forms give less information about the
designer’s mental progress and actions during the design process. Fundamental stages towards the final decision appear in an encrypted format in
most cases that conceals motive, product scenario, the structure of relations, data construction, information design, and related decisions about
the product. On the other hand, analyzing the design in its temporal
sense might give more information about the process. That is because the
sequential process of a product involves not just a closed system of decisions but also the path of elements and stages that convey information
about the hidden design clues at the end.
The objective of this course is to develop the abilities to understand
the understructure of designed products by familiarizing students with
concepts of visual narrative processes as a deciphering tool. Sequential
processes like scenario building, storyboarding, paper-prototyping, simulation of use, etc. enables generating a mind-map through the design process. It is intended to provide students with basic concepts and thinking
tools to realize ideas more holistically and to help developing individual
approaches and styles with a designerly way of thinking. To that end,
design examples of a more sequential and dynamic nature will be employed, relying on the information that the products can more easily be
understood when they have perceivable progress in which they convey
information about their construction and structural principles.
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We will explore these examples through the analyzing methods for sequential works, which have the use of deconstructing visual, verbal, and
virtual codes of design. (ex. structural analysis.) The logical deduction in
result will be discussed and explored through generative exercises which
study the progressive nature of design products.
Justification for the course
Students struggle in understanding the concepts that involve abstraction
and a holistic approach towards designing a product. The need for a tool
that may support the bond between the student’s mind and skills. (not just
presentation skills but the methodological approach to formulate an idea.)
Course outline
• WEEK 1,2: Introduction to Visual Narrative 1; A historical perspective.
• Exercise: “What you see is what you get?” - Deciphering an
• inscription + Discussion
• WEEK 3,4: Introduction to Visual Narrative 2 - Modern Narrative Genres.
• Exercise: “What is going on?” - Deciphering a print + Discussion
• WEEK 5,6: Time and Space in Graphic storytelling.
• Exercise: “Closure” - Exploring frames + Discussion
• WEEK 7,8: What has the narrative got to do with design?
• Exercise: “Where do we fit?” - Deciphering a Product + Discussion
• WEEK 9,10: Production Design
• Exercise 5 “VNID Project” - Introduction to Production Design.
• WEEK 11,12: 1st Semester Project

APPENDIX

ID 364 - VISUAL NARRATIVE IN DESIGN 2
The objective of this semester is still to develop our abilities to understand the understructure of designed products by familiarizing
ourselves with concepts of Visual Narrative Processes as a deciphering
tool. Last semester we discussed the concept of Visual Narrative, and
this semester we will discuss mainly around the process. The preliminary questions were what and why? This time we are going to deal with
the questions, how and why? In order to maintain this goal, we will try
a rather bold strategy and pretend as if we were a production team. It
is going to be a teamwork all through the semester with real job specifications including designing, directing, managing, assisting, etc…
(with certain limitations on behalf of our goal as industrial designers)
In this course, our tool is visual narrative, our product is information
and our goal is to express ourselves as efficiently and productively as
possible.

Figure 19. Photos of students and projects from VNID course.

Course outline
• WEEK 1, 2: Brainstorming as a design tool
• “Shuffle them” - A brainstorming experiment + Discussion
• WEEK 3, 4: Storyboarding as a design tool
• “Hand’ em out!” - A storyboarding experiment + Discussion
• WEEK 5, 6: Production- Stage 1
• “Arrange them”; Planning + Discussion
• WEEK 7, 8: Production - Stage 2
• “Make a bet!”; Managing + Discussion
• WEEK 9,10: Production - Stage 3
• “Wish me luck!”; Production +Discussion
• WEEK 11, 12: Presentation - Stage 4
• “Lucky me!”; Presentations
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