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ABSTRACT 
 
This dissertation presents the processes and outputs of an action research project 

on education. The project was an inquiry into the learning possibilities through a 

bespoke historically-informed soundwalk experienced in a Greek archeological 

site. The design and delivery of the soundwalk was for a broad age group (9-18). 

This dissertation describes the rationale that shaped the project, the aims and the 

research processes that were followed for the accomplishment of those objectives. 

In addition, part of the objectives of this document is to inform the contextual and 

conceptual restrictions that emerged during the process and the ways these 

shaped the final outcome. Being a technologically-based, art-led, educational 

experience on ancient Greek history, this document presents and contextualizes 

the historic, technologic, theoretical and artistic foundations upon which the 

overall research was based. Finally, the document analyses and evaluates 

quantitative and qualitative findings and information about the learning 

experience, gathered from student-participants who collaborated and 

contributed in the research project. For the purpose of the investigation a mixed 

qualitative methodology was utilized comprising: case study, practice-based 

research, surveys and discussions.  
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OBJECTIVES 
 

-To identify and evaluate methodologies that can be used for the delivery of 

learning experiences through binaural soundwalks 

 

-To design effectively a bespoke immersive learning experience in an 

archeological site through the use of binaural technologies 

 

- To explore the role of the psychoacoustics in this learning experience 

 

- To identify the role of site-specificity in this learning experience 

  

 -To design efficient methodologies applicable to large number of attendants with 

broad age range 

 

 -To quantitatively and qualitatively analyse the pedagogic efficacy of the used 

methodologies 
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CONTEXTUALISATION OF THE PROJECT 
 

The site: Ancient Messene 
 

The archaeological site of Ancient Messene is an ancient city built during the late 

Classic era, early Hellenistic one (369 BC). The excavated part of the site covers 

an area of approximately 30 hectares (75 acres) and it is situated in the 

municipality of Messene, one of the 25 municipalities of the Greek region of 

Peloponnese. In 2011 it was awarded the European Union Prize for Cultural 

Heritage/Europa Nostra (bvba, 2014). 

 

 
Satellite images of Ancient Messene (Daftlogic.com, 2014) 

 

The Ancient Drama Festival 

 

The International Ancient Drama Youth Festival (IADYF) is a European-funded 

international summit organized by the municipality of Messene. It is a festival of 

ancient drama performances, performed by students and staged in one of the 

city’s amphitheatres. The event is unique worldwide as it is the only Drama Youth 

Festival specifically taking place in an archaeological site. Despite the fact that 

IADYF is a relatively young organisation it has already managed to have a broad 

international impact. In its third edition in 2014 it featured a substantial number 
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of international performances with schools from UK, Spain, China and Japan. 

Although it is mostly attended by schools from all over Greece, all IADYF 

performances and events are free for the public. Two of the organization’s 

primary policies are that the festival should be educational and accessible to 

audience of all ages and social strata. Every day during the ten days of the festival, 

up to two performances take place and approximately 300 to 600 members of the 

public attend each performance.  

 

 

The Commission 

 

For the third edition of the festival, the IADYF organization committee decided to 

offer additional educational activities to students alongside the ancient drama 

performances. The time that was allocated for these experiences to take place 

was between the two performances, during the performance-sets’ changeover. In 

summer 2013, the municipality of Messene commissioned me to devise one of 

these learning experiences. Being an artist and educator with a passion for 

history and previous experience in similar projects (INtrusioni, 2008), I was 

astonished to have been recommended and selected to contribute creatively to 

the IADYF through an educational project. 
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Ancient Messene’s Agora (Wikipedia, 2014) 
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RATIONALE 
 

Being an art practitioner I have always been interested in the transforming power 

of art. I find it intriguing how such power can convert a familiar object, an 

everyday situation, a familiar place or person into something extraordinary. 

Working in art education, I find fascinating the possibility of an art project 

offering transformative (Mezirow, 2000) and reflecting learning experiences 

(Schön, 1983; Schön, 1987; Brookfield, 1995); learning experiences offered 

through art’s intrinsic appeal for (re)interpretation and contemplation of a 

presented image, object and action.  Hence, when I was asked to design and 

develop this educational experience, I knew it would be based on an art-led 

methodology, as that has always been my primary area of expertise and strong 

point of interest. Designing the learning outcomes of the experience, I realized 

that the history of the ancient city is not widely known, as it is not taught in 

schools. I therefore thought of presenting an introduction to it. Potential 

outcomes of the learning experience included: interactive installations, fixed 

media installations, locative media and the use of network devices. Finally for a 

variety of reasons that will be presented in detail further, I decided to devise a 

Storytelling-Soundwalk as I found it most adequate for the event and context.  

 

One of the first things I needed to consider in order to design an adequate 

educational experience was the context that I was asked to present that 

experience in: the archaeological site. Hilde Hein (2000) citing Robert Harbison 

gives an interpretation of the roles of the museums (and in that I include 

archaeological sites) ‘as the ultimate materialistic enterprises that seem to 

replace people with objects, extracting their life and thought, as a mean to 

immortalise the spirit of the civilisation of the past’. Even if archaeological sites 

are not collections of objects per se, objects nonetheless form them. In addition, 

and particularly applied to this case ,even space can be considered as object. To 

me these environments can often be impersonal as they lack the human factor, 

the role of the subjects and their relation. My intention for the project aimed for 

the exact opposite. I wanted to offer the students a very personal experience; I 

wanted through this experience to re-introduce the human aspect in the site, to 
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let people imagine the ancient city buzzing from life. Re-establishing the 

importance of the people that lived in it rather than the objects that it is made off. 

Most importantly I wanted the students to recreate it with their imagination as 

they think it once was, as nobody really knows how it once actually was. I wanted 

to avoid every possible didactic approach; to emancipate them from “musts” but 

just offer possibilities for exploration; to offer the attendants the possibility to 

transcend history not the historic object; to experience it as much as possible and 

as they wanted to. I was not interested in merely letting them view the site and 

the exhibits but to explore kinaesthetically –if possible- its historical content. My 

aim was to convert the object of the site to a transcending sensory experience.   

 

Imagination therefore had a very strong role, as I wanted students to imagine and 

recreate the past. However, I had to discover the adequate tools that could do 

that; tools that would not prevent them from acquiring the historic information. 

The experience therefore had to be carefully balanced, fostering both imagination 

and knowledge. Imagination aimed to bring them as close as possible to feel and 

almost experience the historical events stimulating consequently their 

interpretation of the presented data. Knowledge on the other hand, was to be 

acquired through a reflective process rather than by having opinions imposed on 

them. An Art-based learning methodology would be ideal for the purpose as it is 

proven that it can be both “refining for the senses and stimulating the imagination” 

(Eisner, 2002). 

 

 

Storytelling 
 

Story and storytelling are hugely important in education as powerful resources of 

learning. Numerous studies have been undertaken already on the subject, from 

Alterio and McDrury (2003) to most recent ones on Digital Storytelling of Jason B. 

Ohler (2013). Personally, I find exceptionally important the cognitive aspect of 

storytelling, as human beings learn about their environment and themselves 

largely through stories. Expanding the intriguing statement that story and 

storytelling is one of the earliest ways people reached, exchanged and preserved 
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information and knowledge (Caine et al 2005), I appreciate storytelling and in 

particular its primary form, the myth, as the first kind of social consciousness. 

Myth and storytelling have been for centuries the mean? that shaped ideas 

through intersubjective relations. To me it is one of the earliest forms of total 

observation and explanation of the world, a process that eventually led to the 

development of the most progressive forms of social consciousness and the birth 

of philosophy. Myths such as those appearing in Hesiod’s Theogony and 

Cosmogony unequivocally influenced the development of both philosophy and 

ancient drama as an exemplary educational tool (Stoddard, 2004). Even 

nowadays, we learn through semi-fictional stories, by relating emotionally to 

them, identifying ourselves with the situations described, situations that 

empower us to evince moral or other principles. Due to these intrinsically 

edifying qualities of storytelling I decided to explore its realms by incorporating it 

in my research project. 

 

For Hilde Hein (2000) museums have been following approaches where informal 

story telling has been diluted? in skilled scholarship to allow the possibility of 

varying the interpretation of a subject. Museum curators have reduced their 

interest in presenting authentic scholarly data in favour of oral stories and 

personal memories, as quite often individuals can associate more though 

subjective personal information rather than through the material order of 

exhibited objects and data. These approaches advocate a re-linking of certain 

aspects of the tale with history, to endorse the subjective interpretation of the 

historic events by the audience. These approaches that support attendants’ 

interpretation on a subject matter demonstrate the transformation that museums 

and archaeological sites are currently undergoing. A common example is the one 

of theatrical staging of historical events in form of re-enactments (Jackson & Kidd, 

2011); these methods are often used as forms of mediation between present and 

past in order to offer a real scale, experiential impression of actual historical 

events. Such approaches though might prevent attendants’ imagination from re-

creating their own impression about the actual events. They might predicate? or 

restrict the audience’s ability to imagine and therefore interpret the events in a 

personal manner. Tales and theatricality can assist us to associate with a topic, 
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but they do not necessarily make the representation of events accurate or 

credible. Moreover, when such events take place in archaeological sites that “are 

collections of cultural and aesthetic symbolisms and recall social practices that 

deploy power and constitute value” (Hein, 2000) such approaches might be 

charged with meaning and might leave little space for the audience’s 

interpretation of events. The question that arises then is how to present historical 

matters in a versatile and non-didactic format without manipulating subjectively 

the audience’s opinion, but at the same time allowing every individual to recreate 

their own impression about the events assisted by their imagination and 

interpretation of the given information. 

 

 

Soundwalk 
 

In this research project on creative education, I decided to use narrative as the 

vehicle for my research inquiry by developing a storytelling-soundwalk. The 

soundwalk features a character that presents the students with historical 

information in a poetic and open-for-interpretation manner. The narration is 

done in such a way as to give the impression to the listener that the narrator is an 

ageless person, somebody who was born before the city was built and possibly 

still alive, a person who most likely had a personal experience of the city and the 

events he describes. It is not important who that character is. The importance of 

the character lies in the stories and descriptions he gives about the site and its 

history; empowering the participants to potentially see the place as he once did. 

That character can be considered as a pair of spectacles through which the 

participants could observe history. 

The students were meant to listen to the narration through headphones while 

roaming freely the site. The narration is embellished with music, natural and 

historic re-enactment-like sounds, attempting to recreate the aural landscape of 

the archeological site, buzzing with life as it once did. My intention was to allow 

the students to explore the site and learn about its myths and history in a very 

personal and experiential way, engaging with their thoughts and imagination 

while following a radio-play or an imaginary storyteller. Hence the aim of the 
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project was not to offer a traditional museum-like guided tour where information 

would just be proposed. On the contrary, the aim was to offer participants a 

historically informed art experienced based on a narrative.  I wanted students to 

find themselves immersed in a mixed reality environment composed by what 

they listen to and what they sense otherwise, and, in this way, to wander in their 

thoughts and in the story, relating personally, intimately and emotionally with the 

site and its history. I wanted them to use their imagination to recreate the historic 

events as they think they happened without imposing on them my opinion or 

using narrowly didactic approaches.  

 

 

Sound immersion 
 

Although narrative and performance practices have been used in museums and 

archaeological sites instead of museum guides (Vemi, 2007), not much is known 

about narratives that are audio-processed to create a filling of immersion and 

augmented reality. In order to create the immersive aspect on the experience, the 

soundwalk employed principles of binaural recording, aiming to offer the 

students a strong kinesthetic experience. Binaural recording is an audio 

recording method set in a way to generate a 3-D stereo sound sensation, using 

principles that the human brain utilizes to localize the directionality of sounds in 

space. Once a sound is recorded or processed by binaural techniques and played 

back through headphones it initiates a very intriguing psychoacoustic effect for 

the listener, allowing them to locate the directionality of the sound. The research 

aimed to employ such techniques to observe the reactions of students/participant 

and the effect of immersion in an educational context. The voice of the narrator in 

particular, was binaurally designed to appear from the side of the listeners, and 

hover around them (while talking) during the first few minutes of the 

introduction. Then, during the main body of the narration, the voice of the 

narrator was designed to be perceived as if it came from the listener, as if the 

listener was the narrator, or the voice was their thoughts or their consciousness. 

At the same time, the ambient sounds of the historic events were coming from all 

around them as if they were immersed in the historic events. At the end the voice 
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disappeared in the same ways it had appeared by moving further away from the 

listeners and by hovering around them. The positioning therefore of the voice and 

the general design of the sound, particularly with reference to sound source 

localization was of paramount importance in the process as it was the one 

designed to foster the augmented reality character of the experience. 

 

 

Learning methodologies 
 

I believe the soundwalk I devised can only be looked at as an art project with 

educational implications rather than the opposite. The choice of utilizing art-led 

research as an educational vehicle for this project was based on aspects of 

Eisner’s Arts and the Creation of Mind. In this study, he presents a number of 

reasons why art is particularly effective tool to be used for the accomplishment of 

certain educational outcomes, such as “invit[ing] children to pay attention to the 

environment’s expressive features and to the products of their imagination” 

(Eisner, 2002). 

Through this art-led project I aimed to offer a reflective (Bolton, 2010) and 

transformative learning (Mezirow, 2000) experience. I believe that an art 

experience can be a process of personal transformation and therefore a process 

of transformative learning. The experience aimed to make students relate 

emotionally and personally to the site and its history. Through this personal 

experience they would be able to reflect critically on the presented historic 

events. The aim was to empower them to see archeological sites not as spaces of 

ruined objects but as of ones of life.  

The project was therefore based on both experiential and transformative 

principles, with the aim that the soundwalk -the educational interface- might 

contribute to the student’s “transformation of their worldview” (Elias, 1997), 

while enabling participants to “make meaning from direct experience of their 

own” (Itin, 1999). While at the same time they were encouraged to realise 

“autonomous thinking and interpretation of their own experience, enabling 

personal responsibility and critical view” (Mezirow, 2000).  
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Messene’s ekklesiasterion (Wikipedia, 2014) 
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RESEARCH 
 

Historical Research 
 

The main body of the historic research took the form of a bibliographic review of 

ancient Messene’s history. It happened in order to deepen my understanding 

about the population of ancient Messene, their history and myths. Although I 

come from that particular region, I was not familiar in depth with the historical 

facts of the site. The history of the site is not a very common subject to be studied 

at school for a variety of reasons, primarily because until recently there was a 

great lack and discontinuation of historic information about it, especially about 

Messene’s pre-classical period. During the classic era the area was occupied by 

the Lacedaemonians, and in that period a number of revolts of the Messenian 

slaves (Ilots) against their rulers Lacedaemonians (Spartans) took place. These 

revolts were severely repressed. Their historic memory is scattered and derived 

from resources that contradict one another. Regarding the site’s late Classical and 

Hellenistic era (the period after the liberation of the Messeneans from the Thebes, 

by the end of the Peloponnesian wars), information is being produced as the 

excavations of the site are still going on. Currently published research shows very 

interesting information, the outcome of which informed my research project in 

great extent. 

 

The main source of historical information about the ancient city was retrieved 

from the astonishing work of the Roman historian Pausanias and his book Guide 

to Greece. Pausanias visited the city during its Roman occupation some time 

between 155 and 160 AD. Thank to his meticulous work it is possible to learn a 

lot about the life in the city, about the citizens' religious beliefs, culture and myths, 

about the urban planning and the social structure of the city. In addition, 

Pausanias describes how the city was governed through the centuries, as well as 

the history of local populations, before the foundation of the city of Messene. He 

was the first to talk about the importance of the Messenian heroes active during 

the years of the Lacedaemonian occupation. He gives a very detailed description 

about the city, including the monuments that were erected for its heroes and gods. 
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Pausanias mentions particularly Aristomenes, the leader of the second 

Messenean war, who was worshiped as a demi-god until the Roman era and for 

whom the epic poem Aristomeinada used to be sang. Pausanias’ work is of 

extreme importance due to the very detailed comparative information he offers 

between the city of Messene and others that he had visited in his journeys 

(Habicht, 1998). Most of the above mentioned elements were incorporated in the 

narrative of the soundwalk. 

 

Another interesting source of information was the work of Ion Kefalas, a local 

monk who lived in the area at the beginning of the 20th century. Although his 

work History of Messenea (1935) cannot be considered as a scientific resource 

from a historical point of view, it became very important for the development of 

the narrative of the soundwalk. The work delineates the history of the area from 

the prehistoric years (Bronze era) throughout the centuries in a non-scientific 

manner. The author does not present his sources, although most of them derive 

from Pausanias and archeologists of his time, as well as from stories and beliefs of 

the contemporary populations in the era. This book had great value in the 

development of my research project, as it was very inspiring with regard to the 

role of storytelling and its importance in local folklore as a mean of preservation 

of historic data.  

Other valuable sources I retrieved information from were two of the works of the 

current chief archaeologist in Ancient Messene, Petros Themelis. His works 

Ancient Messene (1999) and Heroes and Monuments in Messene (2000) were 

deeply informative regarding the organisation of the city and its vast cultural life 

during the years of its prosperity. Ancient Messene had established a political 

system that was egalitarian and profoundly democratic. Life was based on the 

principles of equal citizenship (isopoliteia), equality under law (isonomia) and the 

principle of equal sharing of land (isomeria). The urban system for example was 

structured on the principles of Hippodamean Nemesis (or Hippodamean planning), 

a scheme where the houses in a city were built in such a way to offer equal access 

to main roads and public venues for all citizens. Last but not least, the article 

Ancient Messene the testimony of Aristomenes by Eleni Papadopoulou (2007), 
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provided me with information about the period before the foundation of 

Messene: the period that spans from the Lacedaemonian occupation until the 

Messenean’s liberation from the Thebes, after the end of the Peloponnesian war. 

 

My task after the end of that stage was to categorise and extract the information 

that could be used to inform my Soundwalk without making it dogmatic or 

intending to present the absolute historic truth about the site. As I mentioned 

above, history is still under construction (or reconstruction) as the excavations 

are going on; even the information that I retrieved from my sources has been 

contradictory on occasions. I therefore had to find a way to present data that 

would support the critical reflection of the receivers rather than expecting them 

to receive my story as the unique and absolute truth. The essential role of this 

soundwalk was not to teach history but rather to raise awareness of certain 

historical facts and to offer an immersive educational experience in the actual site.  

 

 

Technological Research 
 

As my intention in this project was to immerse the listener in the aural 

environment of the historical events, an audio recording or audio postproduction 

technique had to be used that would enable the accomplishment of such aim in a 

psychoacoustic manner. The most widely used technique that can create the 

psychoacoustic effect of 3D audio through stereo playback is the binaural audio 

recording method. The Binaural audio recording method is based on the 

psychoacoustic principles of sound localisation, the principles that allow humans 

to tell the exact position of a sound source. The human auditory system uses a lot 

of different parameters to define the position of a sound source but everything is 

dependent on the physical position of the ears on the human head. To be more 

precise, the human head and upper torso are used by the brain as a sort of 

sensing instrument that not only allows a sound to be perceived but also define 

the direction and position of the sound source. To give a simple example, when a 

sound comes from the right side of our head, it will reach our right ear few 

milliseconds before it manages reach our left ear, as the soundwave will have to 



28 
 

orbit around our head in order to reach that ear. The time difference between a 

sound arriving at each ear gets analysed by the brain and defines the position of 

the sound source.  In addition, the human head works as a natural filter, filtering 

away certain frequencies due to friction, therefore the sound that will reach our 

left ear will not only be out of time but slightly different to the one that had just 

reached our right ear.  

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 
A dummy-head (Soundman.de, 2014), Binaural recording process (Holistiks.com, 2014) 

 

 

A Binaural Recording technique does not require an actual human subject to be 

used as a “recording device” even though it is based on the role of the human 

skull; bespoke fabricated human-like heads known as “Dummy-heads” are used 

for such recording purposes. The process of a binaural recording technique is 

very active; the dummy-head has to be placed in the middle of the recording 
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space and trained professionals have to produce sounds all around it. The 

reproduction of any sound that needs to have a certain motion or directionality 

has to get choreographed around the “microphone-head”. Another method is 

when a sound recordist places the two microphones - that look like in-ear 

headphones - into their ears; any sound happening around their head as well as 

any movement of their head and their body will carry the spatial information it 

had during the moment of the recording. It is important to mention at this stage 

that the full 3D psychoacoustic effect of the binaural recording can be appreciated 

only when the sound is played back through headphones. 

 

A slightly different approach based however on the same principles is the Head-

related Transfer Function (HRTF), where audio postproduction processes 

simulate exactly the same effects of a binaural recording. The difference between 

the two is that the latter is based on algorithms that calculate and simulate the 

sound localisation: any pre-recorded sound put through particular mathematical 

formulas can be perceived binaural during stereo playback - through headphones. 

The basic difference between HRTF-based audio postproduction process and a 

Binaural Recording technique is that no bespoke recording needs to take place 

during HRTF: it is advantageous as it eliminates the need of assistance from 

trained recordists/performers. On the other hand, the weak point of HRTF based 

audio postproduction process is that they do not always have such successful 

effect as the actual binaural recording. The cons and pros of all these processes 

are described in Begault's 3-D sound for virtual reality and multimedia (1994). For 

this project both techniques were used at different stages and for different 

purposes. The binaural recording technique with an OKM dummy-head and an 

OKM binaural headset was used for some parts of the narration and for the 

recording of few of the ambient sounds, while HRTF postproduction processes 

from the Logic 9 and Panorama algorithms were used to a great extent for most of 

the ambient and reenactment-like sounds. 

 

 

 

 



30 
 

Educational Research 
 

Having to offer an educational experience in an archeological site, research on the 

subject of museology and its links with education had to be undertaken. Through 

a brief literature review on a subject relatively new to me I came across the work 

of Hilde S. Hein The museum in transition: a philosophical perspective (2000) 

which I found particularly inspirational as it informed theoretically and 

conceptually the further development of my project. Although the subject of 

museology and education is quite vast and goes way beyond the scope of this 

research project, I find it essential to mention a few of the most crucial points that 

contributed to the practical development of my research project.  

 

According Hilde Hein (2000, p. 116) principles of education have been radically 

shifting from behaviorism and positivistic epistemology: students are not seen as 

empty vessels ready to be filled in with information by their tutors. Current 

educational approaches are “learner-centered”, where the role of the tutor is 

much more a guiding and supportive one in critical thinking processes about a 

subject matter: tutors are no longer there to present the one and only absolute 

truth. On the contrary, their role is much more based on guiding and supporting 

dialectic debates on knowledge and information. The appreciation of and search 

for the absolute truth has given way to critical thinking, questioning and 

pluralism. Experience plays a huge role in such learning processes. The concept of 

learning nowadays has been defined as “the self-activated process that continues 

throughout life and throughout reconstruction of one's own experiences” (Hein, 

2000, p.121). Museums, archeological sites and other public institutions that 

incorporate educational programs have been trying to adapt to such “learner-

centered” methodologies for the last few decades.  

Due to this process of adaptation the shift of focus in such institutions’ 

educational policies is becoming ever more obvious: they do not concentrate on 

“the object” and the collection as much as they used to do, but on “the public's 

experience” (Hein, 2000: p.65). A visit to such institutions nowadays no longer 

tends to be a visit to a place where the subject matter is objectified and presented 

through a collection of items, but it is a visit to an experience, in order for the 
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visitors to relate to the experience that often is designed on the principles of 

intersubjective interpretation. The concept of intersubjective interpretation is a 

type of interpretation of a subject that is based on shared principles, shared social 

emotions and concepts between a group of people. It is therefore the 

interpretation that derives from a group of individuals who do not share 

specialized knowledge about the subject. In certain cases, and although there are 

different etymologies of the term of Intersubjectivity, an easy way to define it 

could be common-sense. Particularly inspiring was Hein’s position on 

intersubjectivity and the emotional engagement of students with a subject as she 

writes that: 

 

“learners perusing knowledge have to be emotionally indifferent to the 

learning outcome. But that does not entail that the pursuit of knowledge 

has no emotive significance; a passion for wisdom is always in order. But 

its intention is to detach cognition from personal interest in order to 

connect it with the intersubjective conditions of reality” (Hein, 2000, p.79). 

 

This was a key concept that contributed to the design development of my project, 

as I had to devise a learning experience for people of different ages, different 

genders and different cultural backgrounds. One of the basic principles of 

intersubjective interpretation is that visitors of museums and archeological sites 

should not be indoctrinated on the subjects of the museums. They should be 

introduced to the subject and be supported to relate emotionally as much as 

cognitively to it in order to have a first hand experience that would allow them to 

arrive at an opinion about the subject in question. In this shifting context from 

object to experience numerous renowned museum curators and educators like 

Eisner, Waller and Dobs attempted to study and reply to the question: “what can a 

museum do to help exhibits to live in the experience of those who encounter 

them?”(Eisner et al, 1986). Although not a single answer can be given to that 

question, the consideration itself had a very stimulating effect in this project. It 

did stimulate the design and development of the learning experience to become 

an engaging one.  
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Hilde Hein differentiates the “museal” reality and experience from the “real thing”. 

For her “the importance of the environment and the context for the appreciation 

and comprehension of a certain subject” is of extreme importance (Hein, 2000: 

p.69). This notion of “museal” experience vs the “real thing”, lead me to research 

into immersive learning approaches that could make an extensive use of 

augmented reality and 3D technologies. For Koreen Olbrish Pagano, the author of 

Immersive learning: designing for authentic practice (2013), immersive learning is 

not about augmented reality, or even technology, but rather about design (Pagano, 

2013): an experience therefore does not necessarily have to be fully based on the 

traditional 3D augmented reality technologies in order to qualify as an immersive 

one. Moreover, Marie-Laure Ryan, in her work Narrative as Virtual Reality, 

analyses how narrative can be considered as a successful strategy for immersion 

and augmented reality (2001). The Soundwalk narrative therefore, in 

combination with the 3D sound element, experienced in the actual space of the 

Ancient city could potentially transport the students to a hybrid environment or 

augmented reality experience in an actual archaeological site. Hein states “any 

experience qualifies as real, however the difference in terms of the degrees of 

reality between two is based on their emotional intensity and cognitive effect” 

(2000, p. 79). That inspired me to aim towards the development of an 

emotionally intense, as well as cognitive effective, experience. As the aspect of 

emotional intensity seemed to become a necessity for a successful learning 

experience, I could not help thinking about the role of catharsis as it is embedded 

in Aristotle’s definition of Tragedy; the feeling of tension and release through 

which audiences engage with the play. Such emotional processes had been 

appreciated as learning experiences for centuries, as theatre has had educational 

purposes (Robinson et al, 1980; Jackson, 1993; Nicholson, 2009). Inspired by 

these notions I could visualize the possible outcome as of a historically informed, 

immersive, learning experience based on a poetic narrative that would attempt to 

stimulate the recalling and releasing of emotions for its attendants. 

 

Driven by David Prudames work (2011), the experience was designed 

envisioning the visitors as time travelers, transcending space and time. I wanted 

the participants of this experience to live and physically transcend the space, in 
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order to subjectively interpret the given information. For Stephanie Weaver, 

when visitors move away from the predesigned grid they are in danger of getting 

lost and this might prevent them from enjoying the predesigned experience 

(2007, p.77). Although I would not disagree completely with Weaver's statement, 

this case was different as it was designed inspired by a situationist-like dérive 

principal (Debord, 1958), where the audience had to wonder freely in order to 

acquire their personal experience about the site. I wanted the visitors to get their 

own orientation in the site, to become part of it, to have the luxury and the time to 

“get lost” in it and in their thoughts. In that respect I would agree more with the 

position of Graham Black on orientation as an empowering tool to the visitors, 

who would freely select and therefore acquire their own experience and 

interpretation (2005, p.191). The combination of all these aspects: narrative, 

augmented reality, psychoacoustic audio and the freedom in movement on site 

aimed at materialising a unique and personalized learning experience in the site. 

Particularly inspiring were the learning methodologies and principles used in 

alternative reality gaming or immersive fiction (Moseley, 2011). Although I 

decided not to use gamification or alternative reality gaming I was very 

interesting in creating an immersive learning experience where the imagination 

would play a very important role in the learning process.   

 

 

Creative Practice Research 
 

The project was aiming to be a rounded experience offering the participants the 

possibility to imagine the past in a very vivid way while prompting them to 

interpret and critically assess the given data. Participants would be offered a 

virtual experience in an actual historic site, a kinaesthetic experience where they 

could potentially use all their five senses to feel and therefore to subjectively 

understand and learn differently -than usually- about historical facts. It was based 

on the design of a virtual world, a type of world that as Susanne K Lager had said 

arts are typically celebrated for creating (1953). Hence, research into art 

practitioners that have engaged in similar creative process had to take place.  
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David Prior's Black Water Brown Water (2008) has been a great inspiration for 

the development of this work due to both the conceptual and the technical aspect 

of it, but primarily due to the mythological or poetic aspect of the works' content. 

It is  

 

“a site-specific headphone piece for the island that separates the river 

Severn from the Staffordshire and Worcestershire canal at the 

Sourport Canal Basins. The colour of these two water systems 

becomes a central metaphor in the work, which is presented as a 

dialogue between James Brindley, the great canal engineer and 

Sabrina, mythical Goddess of the River Severn” (Liminal, 2008).  

 

I found it fascinating how the maker involves the “real” character with the 

“mythological” one in a dialogue, an aspect that inspired me to the extent of 

borrowing it and creating a reference to Prior's work in mine. Unfortunately 

though, due to logistic limitations – as I was unable to find a Greek female native 

speaker where I was based during the making process - that idea had to be 

abandoned. Moreover, the pre-recorded sounds in Prior's work blend skillfully 

with the natural ambient sounds and it was also very inspiring to see how 

economic he is with his audio material, offering something of a minimal quality to 

his work.  

Black Water Brown Water is composed of a number of tracks; at the end of each 

track the listener is invited to walk to a different location of the site before 

pressing play again to listen to the next. That was the only aspect - that although 

works perfectly for the scope of Prior's work – I decided not to incorporate into M. 

The reason behind this decision was that I wanted the participants to listen to 

pre-recorded audio for the entire duration of the experience, as a possible stop of 

the audio might have distracted them, working against the aim of “immersion”. 

Another work that inspired and informed M was Janet Cardiff's Words Drawn in 

water (2005) for the Hirshhorn Museum, Washington DC, USA. The artist’s 

intention in this work was to invite the audience to question the truth of anything 

they would hear. The artists created an augmented reality experience based on 

sound through this piece. For Cardiff,  
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“Sound has an innate ability to transport you out of your body so if 

you give an audience various soundscapes you can transport them 

through their imagination into many different places” (J. Cardiff, 

2005). 

 

 M was deeply inspired by the very bodily and transformative aspect of Cardiff's 

work, described as “to find yourself led by the ear, as it were, as an artist gets you 

to experience the world in a new way” (Washington Post, 2005). Technically what 

I particularly liked in her work and used in various moments of M was the role of 

the narrator, speaking directly to the listeners, asking and directing them. A very 

prominent and representative moment of such a role happens at the end of the 

track, when the narrator asks the listeners to close their eyes and shift their 

attention to particular sounds, to then ask them to look up again and direct their 

sight to specific monuments.  

This concept of direct and very personal communication between narrator and 

listener appeared in the Alter Bahnhof Video Walk (Cardiff & Miller, 2012), a video 

walk designed by Cardiff and Miller for Kassel's (Germany) old train station 

during dOCUMENTA (13). In this work again the narrator would give direct 

instruction to the audience about where to look and where to go inside the 

station. Although this project incorporates video material and iPods instead of 

just audio through MP3 players, the concept of augmented reality remains quite 

similar. The project aimed to 

 

“open up to an alternative world where reality and fiction meld in a 

disturbing and uncanny way [...] In this work the past and present 

conflate and Cardiff and Miller guide audience through a meditation 

on memory and reveal the poignant moments of being alive and 

present” (Cardiff & Miller, 2012).  

 

Fiona Templeton's work You-The City (1988) proved to be a particularly inspiring 

for M. Although it is not heavily based on technology as a soundwalk normally is, 

it informed M conceptually. Templeton describes You-The City as “an intimate 
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city-wide play for an audience of one” (Templeton, 1988). The concept of the 

personal performance for one was something I wanted to be present in the 

soundwalk M. I wanted to establish a connection between the listener and the 

narrator. Being interested in the subject of intersubjectivity, which can be 

interpreted as the process of an interpersonal relationship between two subjects, 

I wished for the listener to establish such relationship with the narrator. I wanted 

the listener to trust him and let himself be led by him, establishing a very intimate 

connection in a hybrid world.  

 

My research on creative practices had me stumble upon a pleasant surprise:  

Antonio Vivaldi (1678 - 1741) composed an opera about the ancient city of 

Messene, L'oracolo in Messenia (1737). It is partly a pasticcio opera (an opera 

assembled from already existing music) in three acts about historical events that 

took place in Messene before its occupation by the Lacedaemonians. I initially 

thought of incorporating musical elements of the opera in M in order to reference 

and as a tribute to Vivaldi's work. However, I had to abandon that idea for two 

reasons: firstly because the music was not actually composed for this libretto and 

secondly because stylistically the music had very strong baroque elements in its 

otherwise breathtakingly beautiful arias. If I wanted to eliminate the baroque 

aesthetics from these melodies, to make them fit in the musical context of the 

soundwalk, I would have had to abstract the melodic material to such an extent 

that it would have been very hard to identify its origin. 

 

Nonetheless, a very strong melodic reference takes place in the Soundwalk. It is 

the first few bars of the first stasimon (stationary song) of the ancient drama 

Orestes by Euripides. The fragment broadly known from its headword 

Katolophyromai (Κατολοφύρομαι) which means: "I grieve" is the subject of many 

studies as it is estimated to be the oldest notated and transcribed melody 

(scientists debate on whether it is the original Euripides' music as it was 

composed in 408 BCE). The melodic fragment appears in the soundwalk after the 

liberation of the Messenians from the Lacedaemonians, when the narrator 

describes the great achievement of the free population in politics, literature and 

the arts and talks about the great theatre that was built in the city. The reason I 
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decided to use the particular fragment has to do with the overall context in which 

the soundwalk was taking place: the only International Ancinet Drama Youth 

Festival held in an archeological site. Hence I considered that the tribute and 

reference to Euripides' work was most appropriate for the purpose. 
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METHODOLOGY 

 

The methodology I used for this research project was a mixed qualitative one, 
comprising art-led and action-based processes as well as case studies and surveys. 
The methodology is divided in three stages: Stage One: Literature reviews; Stage 
Two: Art-led process, project development; Stage Three: Action Based, project 
realisation, Collection of Data. 
 

 

Chronology 
 

• Stage One: Literature reviews 

 

 October-November 2013: 

 

Historical Research 

Educational literature review, 

Technological literature review 

Creative Practice literature review 

Sound Collection I 

 

• Stage Two: Art-led process, project development 

 

 December 2013 

Storyboard design 

Writing of the narative 

 

 January 2014 

Collection of sounds 

Sound recording of the Narration 

Creative Practice literature review II 

Composition of music 

 

 February 2014 

Audio processing and audio postproduction 
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Technological research 

Equipment procurement and purchase 

 

• Stage Three: Action Based, project realisation, Collection of Data 

 

 March-April 2014 

Project presentation 

Surveys 

Interview 

 

• Stage Four: Data analysis 

 

 April-May 2014 

Analysis of quantitative and qualitative Data 

 

• Stage Five: Conclusions 

 

 June 2014 

Critical Reflections & Evaluation 

Final Conclusions 

 

 

Methodology: Stage One 

 

In the initial stage of this research project, I started by reviewing the literature in 

all four main subjects related to the project: the historical, the educational, the 

technological and the creative. At the same time I had to understand the 

requirements, expectations of IADYF and limitations placed by all the different 

stakeholders involved in it: Organization and commissioning committee, 

Municipality of Messene, Archaeological agency, Ministry of Education, European 

Union funding body. During that period I visited the site, to choose the most 

adequate area for the intervention to take place. In that first visit, I collected 

ambient sounds from the site as material to use for the development of the 
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soundwalk. That proved to be very important for the later stages in the 

development of the soundwalk as it gave me enough information of the ambient 

sounds of the site and it allowed me to have enough material to recreate a natural 

auditory environment in the actual soundwalk. 

 

 

Methodology: Stage Two 

 

The second stage of the process was initially dedicated to the development of the 

narrative. I started by identifying the most important historic information that 

had to appear in the narrative. At the same time I collected information from 

myths and stories related to the history and the site. Once these elements were 

identified, I started composing the narrative and the storyboard, using the 

historical data as the main body of the narrative. The text had to be reworked a 

few times as the specified duration of the learning experience kept on being 

changed by the organization committee. 

 

The second part of Stage Two was then dedicated to the audio pre-production 

and recording processes. I started by following the sound descriptions of the 

storyboard, collecting more sounds by doing field recordings in nature and in 

public spaces. I designed the Foley sounds of all internal and external sounds that 

needed to appear in the soundwalk. I recorded the background sounds, the 

female singing voice and the reenactment voices with the help of volunteers. 

These first field recordings and audio collections happened as guides before the 

recording of the voice-over, I collected them as a sort of sound palette for the 

further development of the soundwalk. Listening to the sound colours I had a 

very rough picture of how the aural environment of the final product would be. I 

then recorded the voice-over, being both the narrator and the sound engineer. 

This stage was particularly demanding technically, as I could not properly 

monitor the sound while recording it and I could not do adjustments in the take 

while recording. Due to that I did have to do different takes and therefore the 

process of the voice-over recording took quite some time. I had to narrate the text 
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in a variety of manners; additionally I had to overdub certain takes on top of 

previous recordings to fix issues on those previous takes.  

 

During this stage I was reviewing the literature, observing and analyzing modus 

operandi of other practitioners active in the field of Soundwalks to retrieve 

inspiration and information. Once I had the final version of the voice-over I 

started composing the soundwalk by combining the voice-over with the 

descriptive sounds: field recorded sounds, Foley sounds, ambient and re-

enactment sounds. When that stage was almost over, I started adding the music 

and the most abstract sounds. The instrumentation of the music was based on 

and inspired by instruments that were used in antiquity such as: Cithara, Lyra, 

Aulos and hand drums. The compositional material derived as well from a similar 

research. The core theme of the music was a variation of the oldest surviving 

segment of ancient Greek music Katolophyromai the first stasimon of Euripedes’ 

tragedy Oresteia (lines 338-344).  

 

The last part of the second stage was dedicated to audio processing and 

postproduction, as well as to technological research on the subject of binaural 

audio. This stage was dedicated to the fine-tuning of the audio. Very few 

recordings or changes to the main audio material took place at this stage; 

however, at that stage the audio was binaurally encoded through Head-related 

Transfer Function algorithms. These processes were the audio processes that 

could offer the listeners the psychoacoustic sensation of immersion into an aural 

and spatial environment. 

 

Last but not least, at this stage the logo of the Soundwalk was designed. The logo 

was based on the letter M (the title of the soundwalk) composed by words that 

start with that letter and relate conceptually with the subject of the soundwalk. 

The words that were used were: Messene (the name of the site), Mnemosyne 

(mother of the muses and goddess of memory), Muses, Mnyme (memory), 

Mathesis (learning), Mousiki (music). The logo was given to all the participants in 

form of stickers, as a souvenir after the end of their experience. This stage was 
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also dedicated in the audio equipment procurement and purchases (mp3 players, 

headphones, SD cards, multiple output battery chargers). 

 

 

Methodology: Stage Three 

 

This third stage of the research process saw the presentation of the soundwalk to 

its audience and the collection of feedback from their experience. It took place in 

the actual archaeological site of Ancient Messene for a total duration of ten days: 

between March 31st and April 9th. It was a very period but rewarding period. The 

first part of the process was devoted to the briefing and training of the volunteers 

that were supposed to assist in the Soundwalk. They had to know how to use the 

equipment and be able to troubleshoot if needed, how to present the project to 

the attendants, how to guide them in the process and in the location but also how 

to be aware of health and safety matters, complying with the restrictions and 

guidelines that were given to me by the Archaeological Agency and the Ministry 

of Education. Last but not least the volunteers were responsible for presenting 

the questionnaires to the students for the research process. 

 

This part of the process was the one that offered the most valuable data in the 

overall research process. It was the stage where both qualitative and quantitative 

information were retrieved from the student attendants. It was the moment when 

the actual soundwalk was first realized and presented to the public, causing a 

great impact, particularly in the local community.  
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On site collection of sounds, November 2013 
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DEVELOPMENT AND IMPLEMENTATION 
 

The development of this project was far from easy; a number of challenges 

occurred in all stages that could have possibly compromised the delivery of the 

Soundwalk, if it was not for the determination of the team. These problems 

include communication issues with the organisation, finance-related matters, 

differences in interests between the various stakeholders about the final outcome 

as well as ethical, technical and methodological problems. 

 

IADYF’s initial commission was for the design of an interactive installation. This 

was supposed to be experienced by the students twice a day, after the end of each 

of the two performances that were taking place daily in the ekklesiasterion 

(ancient assembly area). However, that idea had to be dropped as the Central 

Archaeological Agency (CAA) would not allow the fitting of any electrical or other 

equipment in the site as they considered them “visual noise”, and therefore any 

installation had to be placed right outside the site, beside the entrance. That 

hinted at the clash of interests and miscommunication between IADYF and CAA, a 

relationship that on different occasions challenged the smooth development of 

the project. Moreover, the interactive installation was abandoned due to the 

excessive number of expected attendants per day. Apparently, the installation 

was meant to be experienced by one hundred-and-fifty attendants per session, or 

three hundred per day and the duration of the experience should not exceed the 

forty minutes. Due to logistics and the financial inability to purchase enough 

computational devices to facilitate such a large-scale project, the interactive 

installation idea was completely abandoned.  

A flexible experience had to be designed both in terms of time and space, a 

solution that would not require the installation of audiovisual equipment in the 

site, but that could be based on portable technologies. That was the point at 

which I started envisioning the design of a site-specific Soundwalk. I initially 

thought of a series of small stories each one for a particular part of the site (i.e. 

the theatre, the ekklesiasterion, the agora, the stadium etc...). The audio could be 

uploaded onto a website to be then retrieved by the participants either by GSM or 

RFID devices. The idea was that the students would wander freely around the site 
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and the different audio tracks would be triggered according their specific location. 

Unfortunately though this idea was restrained by the ethical problem of equal 

opportunities, as I could not expect from all students to have their own network 

device. On the other hand, purchasing hundred fifty network devises was beyond 

the project’s budget capacities and the possibility of looking for sponsorship was 

not really viable due to time limitations.  

Hence, the interactive soundwalk idea was replaced by the more versatile,  fixed 

media one. A soundwalk that would not trigger audio according the participant’s 

specific location neither would it oblige students to follow a certain path in the 

site. Conversely, they would follow their own path deliberately listening to a 

unique continuous narrative. The site-specificity of the soundwalk would not to 

be determined by the listener’s exact location in the site but from the soundwalk’s 

narrative. The role of the narrative in that case had to become much more 

important than previously and for that I had to research more traditional types of 

soundwalks. Additionally, the fixed narrative would offer the soundwalk a 

structure, through which I could incorporate dramaturgical elements such as 

cathartic moments to engage the listeners’ imagination. The soundwalk 

attendants should not be given instructions beforehand about where to go to 

experience it, but they should move freely in space. Any instructions should have 

a certain poetic quality and should refer to actions that could happen everywhere, 

“...listen to the nature...” “...Touch the earth...” “...Look around you...” “...Look at the 

stadium...”. This strategy proved to be fundamental for the achievement of one of 

the projects main aims, which was to let the participants immerse themselves in 

their thoughts, narrative and space. The challenge envisioned at that point was 

whether the chosen methodology could engage all attendants regardless their 

ages, but that was still to be discovered. 

 

At that point, the design of a site-specific discussion among all students was 

decided, the discussion scheduled to take place in a very important part of the site 

after the end of the sound experience. The discussion session was scheduled to 

take place in the Agora after the end of every listening session. Knowing that the 

groups would be of mixed ages, I was interested to observe which ones would 

seize the possibility to engage in a discussion and what would their comments be. 
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The choice of the Agora as the place for such discussion has to do with the 

historical importance of the specific location, as it was always the place where the 

free citizens would meet to exchange opinions and ideas about common matters. 

The importance of the role of the Agora is something students learn at school 

from a very young age and it was also described and mentioned in the soundwalk. 

The discussion was meant to be equally important and part of the entire learning 

experience instead of an annex or of less importance. It was the time when the 

students would have the chance to reflect on their experience, the information 

they acquired, expressing and defending their opinion to others in a discursive 

manner.  

 

The process of composing the soundwalk’s narrative was quite circular as it went 

from extracting information from historical research to working on the text in a 

creative, storytelling-like format and back to historical research. The text changed 

a few times before it took its final shape; the most drastic change was when a 

whole character -the female one- had to be completely removed. The initial 

design of the text featured two voices: a male and a female, in order for the 

listeners to relate and put themselves in the position of the narrator regardless of 

gender. Unfortunately, that idea was abandoned due to budget limitations, as the 

expenses of a second voice artist could not be covered; I had to redesign the text. 

That was one of the biggest compromises I had to do in this project. Once that 

was done the text was sent for approval to the local archeological agency, the 

Central Archeological Agency (CAA) and the ministry of education. The first two 

needed to give their approval on the historic information that appeared in the 

text, while the latter had to give approval about its educational content. During 

the same period and after consultation with the IADYF organisation committee all 

the equipment were purchased from China, with enough time for it to arrive on 

time for the festival. Unfortunately, the day after that, the CAA retrieved their 

permission they had given to IADYF for such a large scale learning experience and 

the number of students to receive the experience was reduced to thirty students 

per session. 

At about that time the audio recording and post-production processes were 

taking place. It was a very difficult process as I was working on my own and 
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because of that I had to swap between a lot of professional identities in order to 

accomplish a single task. I had to be the narrator, for the reasons I mentioned 

previously. On top of being the narrator, I had to be the sound engineer, the field 

recordist, foley artist and the mastering engineer, finding myself quite often 

unable to be in two places at the same time (i.e. both in the recording studio and 

in the control room, in front of a microphone and behind the desk). During that 

period I purchased and used a number of audio softwares to create the 3D 

psychoacoustic effects on the prerecorded sounds.  Right at the end of that period 

the critical listening stage took place, for the final adaptations and the mastering 

of the audio. The audio was listened in its entirety not only by me but also from a 

number of colleagues who gave me invaluable professional feedback. 

 

 

 
Student during the Soundwalk, April 2014 
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Students during the Soundwalk, April 2014 
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EVALUATION – DATA COLLECTION AND PLANNING THE ANALYSIS 
 

After the audio postproduction, the survey was designed. Its aims were to offer an 

insight on the overall opinion of the students about the experience: whether they 

had a similar experience before; whether they enjoyed it; whether they think they 

learned; whether they actually learned; whether they would attend a similar 

experience in the future. These questions had primarily a quantitative character, 

the qualitative ones were to be discussed during the on-site conversation and 

were more about the importance of the site specificity of the project, the 

importance and value of the immersive psychoacoustic aspect of the binaural 

processes in the learning experience, the efficiency of the experience for such a 

broad age range. At the same time, few hundreds stickers with the logo of the 

soundwalk were designed and printed. The stickers were given to the students 

after the end of the soundwalk and once they filled in the survey as a souvenir of 

the learning experience. The logo was designed to be printed on transparent vinyl, 

in order for it to come out on any kind of surface it were to be stuck on.   

 

  

 

 

 

 

 

 

 

 

 

 
  The logo of the Soundwalk 

 

This stage was the most crucial one of the entire process. It was the on-site part of 

the research, it could only take place once and therefore any single mistake or 

problems could potentially compromise the final research outcomes. It was the 

stage when all data (both quantitative and qualitative) had to be collected before 
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they went for further analysis. During that stage the volunteers had to be briefed 

and test their roles onsite. They had to listen to the soundwalk and pass through 

the interview process as if they were the students/participants. Furthermore, 

they were trained in how to attend to the students, how to gather them from the 

theatre after the end of the performance, how to bring them to the designated 

areas, how to demonstrate the use of the audio equipment and how to introduce 

the participants to the experience they were supposed to follow. It is important to 

mention that the volunteers were not supposed to openly tell students that they 

will be following a learning experience as such, as this was one of the survey 

questions, but they were merely informing the students that they were to take 

part in a research project.  

It was a very busy period, with large audiences visiting the site. Every day there 

were approximately more than six hundred visitors attending just the festival, on 

top of a few hundred more regular visitors. In addition, during these days, local 

authorities, VIPs and the media visited the site. As part of the accreditation and 

monitoring of the event, representatives of the EU funding body, from the 

ministry of education, as well as representatives of the local and national 

archaeological agencies visited the site and participated in all the provided events 

-including the Soundwalk- for feedback and evaluation purposes. There was too 

much pressure for the entire Soundwalk crew: everything had to run smoothly, as 

any potential problem could put the entire project at risk. 

 

Unfortunately, in the middle of that context due to certain organisation reasons 

the number of volunteers that were initially assigned to assist the Soundwalk had 

to be reduced. That happened at the same time we were denied access to some 

parts of the site, at which point we had to redesign the volunteers' actions and 

scale down the area in which the intervention was supposed to take place. 

Nonetheless, with a lot of good will, flexibility and improvisational skills, we 

managed to overcome these obstacles. Technical challenges arose as well with the 

audio equipment failing due to lack of power after the third day. Apparently the 

batteries were not getting properly charged and the audio devices were stopping 

in the middle of the soundwalk. Thankfully we always had extra audio-sets to give 

to the students. A permanent solution was found soon enough, thank to the 
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assistance of an electronic engineer: the issue was absolutely minor and had to do 

with the devices’ settings while on charge.  

 

Despite the concatenation of unfortunate events, in the end everything took place 

as it was supposed to, in particular the data - the most important part of this stage 

- was collected without obstructions in ways that would compromise its validity. 

During the data collection process the participants were promised they would 

remain anonymous for obvious ethical reasons. Despite the fact that the 

information they shared was not particularly sensitive, anonymity had to be kept 

as lack of it might have compromised either the quality or quantity of incoming 

information due to hesitation or reluctance from the part of students to share 

their opinion. It was an inclusive environment where everybody freely and 

happily offered their opinion about the experience they had. I was glad to see that 

the students had an incredible enthusiasm and willingness to contribute to the 

survey.  

With younger ages in particular, I feared that they might perceive the 

questionnaire as a knowledge test similar to a school exam, a type of test that 

they had to excel in. Because of that, while they were given the questionnaires 

they were repeatedly told that any reply they would give it would be a correct 

one for and that it was not they who were being examined but I. These student 

groups like all the others contributed gladly to the survey. Quite often they were 

very strongly opinionated and proud about their beliefs to the extent that, 

although I insisted that their name were not needed, a few of them proudly put it 

on the questionnaire after filling it in to show they knew best or they had filled it 

in correctly!  

After that, the discussions took place in the Agora. The discussion was not meant 

to be offered before the survey as some of the information from the discussion 

might have been related to the questionnaire and might have contributed to 

changing the participants’ original opinion. The conversation was initiated by 

introducing myself and by explaining the reasons they and I were there, about 

how their opinions did matter for my work and how grateful I was for sharing 

them with me. After this introduction, I continued with questions about the site 

and its history, which would normally fire up a debate about all different matters 
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such as education and politics. It was extremely rewarding to see how engaged 

they were with the entire process with a genuine feeling of willingness to 

contribute to this work.  

 

Despite all the problems during the process there were no official or unofficial 

complains from the participants. On the contrary, they all seemed to have a 

feeling of enjoyment and satisfaction when leaving the site. The representatives 

of the committees and the stakeholders had only positive comments to give, 

suggesting that such an event had to happen in different sites and that the 

contribution of the soundwalk as an educational mean seemed to have a great 

potential. In addition, the event was presented repeatedly by the media with very 

positive comments about its importance, its role in the overall festival and its 

impact in the local community. Last but not least, although they did not 

participate in the discussion, the schoolteachers listened to the soundwalk and 

helped the children in the whole process. During informal talks at the end of the 

experience, they claimed to have found the project very inspiring and motivating 

without making any further remarks about its methodology or content. A large 

number of them requested the audio material for personal use, for educational 

purposes. During that stage a large-scale documentation process took place 

where photographs and videos were taken of the students having the learning 

experience. The students were asked in advance whether they had any objection 

to be photographed and video recorded for these purposes. 
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Students during the Soundwalk, April 2014  
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DATA ANALYSIS 

 

Quantitative Results: Survey 
 

After the end of the Soundwalks the participants were asked to fill in a 

questionnaire about their experience. One hundred and seven students took part 

in the survey, the results of which were collected and are presented below. The 

questionnaire was comprised of fourteen questions. (See Appendix 2) 

 

The first two questions were about the attendants’ age and sex. The third 

question was on whether they had a similar experience before. Questions four to 

eleven were on participants’ impression about the Soundwalk and their 

experience. Questions twelve and thirteen were on the historical information that 

was given in the Soundwalk. The final question -number fourteen- was on their 

overall impression towards the Soundwalk and on whether they would like to 

have a similar experience in the future. 

 

Question1: The ages of the student/participants were canvassed as follows. 
 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Age Students 

9-10 11% 

11-12 13% 

13-14 26% 

15-16 32% 

17-18 18% 
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Question 2: 66% of the students who attended the Soundwalk were girls, while 

boys were almost half (34%). 

 

 

 

 

 

 

 

 

 

Question 3: On whether they have attended a similar experience previously, the 

results were very interesting, with the great majority of the students replying that 

they had never experienced anything similar in the past. 

 

 

Replies Students 

Yes 7% 

No 92% 

No Answer 1% 

 

 

 

 

 

 

 

 

 



59 
 

Question 4: On how the participants would describe the experience: Educational, 

Artistic, Both Educational and Artistic, none of the two. The great majority 59% 

described it as an educational one. 

 

Replies Students 

Educational 59% 

Artistic 15% 

Educational 

and Artistic 

23% 

None of the 

two/something 

else 

3% 

 

 

Question 5: On a scale from 1 to 5 (1=not at all, 5 = very much) the participants 

had to express how pleasant was the experience they just had. The great majority 

of the students -57%- found the experience very pleasing and no student would 

describe the experience as not pleasant at all.  

 

 

Replies Students 

1  0% 

2 1% 

3 9% 

4 32% 

5 57% 

No reply 1% 
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Question 6: On a scale from 1 to 5 (1=not at all, 5 = very much) the participants 

had to express their opinion on how entertaining they found the experience they 

just had. Here again the majority of the students -40%- found the experience very 

entertaining and no student described the experience as not entertaining at all. 

 

 

Replies Students 

1  0% 

2 9% 

3 14% 

4 34% 

5 40% 

No reply 3% 

 

 

 

Question 7: On a scale from 1 to 5 (1=not at all, 5 = very much) the participants 

had to assess how educational they found the experience they had just had. Here 

the great majority of the students -72%- found the experience very educational 

and no student described the experience as not educational at all. 

 

Replies Students 

1  0% 

2 0% 

3 6% 

4 20% 

5 72% 

No reply 2% 
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Below is the graph of the student replies as they were canvassed for questions 5, 

6 and 7. Although most of them considered the experience as educational they 

would describe it more as pleasant rather than entertaining. 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Question 8: On whether they had the impression of knowing the history of the 

site better after the experience they had. 

 

Replies Students 

Yes 92% 

No 4% 
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Question 9: On whether they had the impression that the Soundwalk gave a 

precise description of the historic events, 78% of the students replied positively. 

 

 

Replies Students 

Yes 78% 

No 19% 

No reply 3% 

 

 

 

 

Question 10: On whether they felt that the sound helped them to follow the 

narrated story, almost all students -99%- replied positively. 

  

 

Replies Students 

Yes 99% 

No 0.5% 

No reply 0.5% 
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Question 11: On which aural element –to their opinion- helped them more to 

follow the narration and assisted best the purpose of the students replied the 

following: 

 

Replies % 

1: Music 12% 

2: Abstract Sounds 14% 

3: Descriptive Sounds 29% 

4: None of the above 3% 

All the above 11% 

1, 3: Music & Descriptive 

Sounds 

17% 

2, 3: Abstract Sounds & 

Descriptive Sounds 

8% 

1, 2: Music & Abstract 

Sounds 

6% 

 

 

Charted in order of preference: 

The descriptive/reenactment sounds were by far the most preferable one. 
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Question 12: This was the first question derived directly from the historic 

information that was given by the narration. The multiple-choice question was: 

Which nation enslaved the Messenians? And the correct answer was: The 

Lacedaemonians. 64% of the students replied correctly. 

 

 

Replies Amount 

of 

Students 

Correct 64% 

Wrong 36% 

 

 

Question 13: The second historic question was: Who liberated the Messenians 

from the slavery? The correct answer was: Epaminondas with the Thebans after 

the end of the Peloponnesian wars. Here again 64% of the students replied 

correctly vs. 36% that replied wrongly. 

 

Replies Amount 

of 

Students 

Correct 64% 

Wrong 36% 

 

 

 

* It is important to observe at this stage that although questions 12 and 13 were 

about two different historic subjects and were related to information that was 

given at different stages during the soundwalk, the attained statistic results seem 

to correlate. 64% of the participants gave correct answers to either of the 

questions versus 36% that they didn’t.  
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Question 14: On whether they would ever attend a similar event in future, 

students unanimously replied positively. 

 

Replies Amount 

of 

Students 

Yes 100% 

No 0% 

 

 

 

The graphs below are the plot of the students’ ages vs. their sex. The great 

majority of the participants were girls between the ages 13 to 16. 

 

 

 

 

 

 

 

 

The two plots (Ages vs. Sex) represented in actual numbers and in percentages. 
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Proportionally, the students of the age group 9-10 were not very successful in 

giving correct answers to the historic questions. On the contrary the group that 

gave mostly correct answers was the one with ages 17-18 

 

 
 Ages 

Answers 9-10 11-12 13-14 15-16 17-18 

Correct 9 11 35 51 32 

Wrong 15 17 21 17 6 
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Plot of Correct vs. Wrong answers in historic questions Q12 and Q13 
 

 

 

 

 

 

 

 

Students that have had a similar learning experience in the past were very few. 

The answers they gave to the historic questions were not far from the average. 

That demonstrated that although they might have a similar experience in the past, 

which does not necessarily determine their ability to receive and understand the 

historical data more than others that experience a soundwalk for the first time. 

  
AGE SEX Q3 Q12 Q13 

13-14 M Yes Correct Correct 

13-14 F Yes Correct Wrong 

15-16 M Yes Correct Wrong 

15-16 M Yes Correct Correct 

11-12 M Yes Correct Correct 

11-12 M Yes Wrong Wrong 

9-10 M Yes Wrong Correct 

15-16 F Yes Correct Correct 

 

In fact, participants that did not have a similar experience in the past did slightly 

better in the historic questions than those that have had a similar previous 

experience. 
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Those who replied negatively in the question Q8: Do you think you know better the 

history of the site after the experience you had, answered mostly correct to the 

historic questions: Q13 & Q14 of the survey.  The statistic sample in this case is 

quite small and their reply might be negative as they might new the history of the 

site in advance. In questions Q14 they replied positively, that they would attend a 

similar experience in the future. 

 
AGE SEX Q8 Q12 Q13 Q14 

13-14 M No Correct Wrong Yes 

17-18 M No Correct Correct Yes 

15-16 M No Correct Correct Yes 

11-12 M No Correct Correct Yes 

 

 

Almost 20% of the participants had the impression that they acquired knowledge 

and information from the learning experience they had, without however 

managing to give a single correct answer to the historic questions. That does not 

necessarily mean that they did not acquire any information, but simply that the 

information that they might have acquired might be different to the one they 

were asked about. 
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AGE SEX Q3 Q8 Q9 Q11 Q12 Q13 Q14 

13-14 F No Yes Yes Yes Wrong Wrong Yes 

15-16 M No Yes Yes Yes Wrong Wrong Yes 

15-16 F No Yes Yes Yes Wrong Wrong Yes 

9-10 F No Answer Yes No Yes Wrong Wrong Yes 

11-12 F No Yes No Yes Wrong Wrong Yes 

9-10 F No Yes Yes Yes Wrong Wrong Yes 

9-10 F No Yes No Yes Wrong Wrong Yes 

11-12 F No Yes No Yes Wrong Wrong Yes 

11-12 F No Yes Yes Yes Wrong Wrong Yes 

11-12 M Yes Yes Yes No Answer Wrong Wrong Yes 

11-12 M No Yes No Yes Wrong Wrong Yes 

11-12 F No Yes No Yes Wrong Wrong Yes 

13-14 F No Yes Yes Yes Wrong Wrong Yes 

13-14 F No Yes Yes Yes Wrong Wrong Yes 

13-14 F No Yes Yes Yes Wrong Wrong Yes 

13-14 F No Yes Yes Yes Wrong Wrong Yes 

15-16 F No Yes Yes Yes Wrong Wrong Yes 

13-14 F No Yes Yes Yes Wrong Wrong Yes 

15-16 F No Yes Yes Yes Wrong Wrong Yes 

 

Plot of replies to question Q4: How would you describe the experience vs. the 

answers given on the historic questions. According the data the participants that 

considered the experience either educational or both artistic and educational 

replied better to the historic questions in comparison to those ones that 

considered the experience artistic. 
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The only participant who replied negatively to the question on whether the sound 

helped the narration nonetheless replied correctly to both historic questions 

proving so that the sound element of the soundwalk should not necessarily be 

considered as an obstacle for the comprehension of the information. 

 

 

 

 

 

The participants who believed that the Soundwalk did not give accurate 

descriptions of the historic events replied mostly wrongly to the historic 

questions. On the contrary, those who stated that the Soundwalk gave accurate 

information about the events replied in their majority correctly. 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

AGE SEX Q11 Q12 Q13 Q14 

11-12 M No Correct Correct Yes 
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Plot of the results of question Q11: Which one of the following was the most 

important elements that helped you to follow the narrative? vs. the results of the 

historic questions Q12 & Q13 

 

 

 

 

 

 

 

 

 

 

 

 

Plot of the results of question Q11 vs. the results of the historic questions Q13 & 

Q14 (in percentage format). The graph demonstrates that regardless to 

participants’ impression on whether they found helpful the music and the sounds 

for the comprehension of the historic information, they had a 60-80% possibility 

to reply correctly to the historical questions. 
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Qualitative Results: Discussions 
  

After filling in the survey the participants were asked to engage in an informal 

discussion about the experience they had. These discussions were video recorded 

for the purposes of this research as a mean of qualitative data collection. Students 

were informed in advance about the processes and they were free to participate 

or not. Likewise the previous data collection process -the survey- the students 

were assured that their identity was not to be disclosed to any third party and 

these videos were for academic-research purposes only. The reaction and 

willingness of the students to contribute in the process was greater than we 

anticipated. The number of students who decided not to participate was 

extremely small, and there were no complaints either from the students or from 

the supervising teachers about the ethics of the data collection procedure. Once 

gathered at the Agora, -the city assembly point of all free ancient Messenians- the 

discussion was initiated with questions proposed by a discussion moderator –in 

most cases that was me, and in a fewer cases a trained volunteer-.  

 

Some of these questions were: 

 

• What will you remember more from the experience you just had? 

• Did you enjoy it? 

• What is the importance of this site and how it differs from other 

archeological sites? 

• What was the site famous for? 

• Who were the most important characters that appeared in the story and 

with who do you relate the most? 

• What are the main political concepts that this site was built on? And what 

might be their importance for us today? 

• Did the sound help you see this place differently? 

• You had a very personal experience, i.e. you were listening to the audio on 

your own, strolling at your own pace around the site. This very personal 

experience was positive or negative? 
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• Do you think new media can assist in offering us experiences that can help 

us acquire historical information? Was this a successful example? 

• How relevant was it for you to have this audio experience here? Would it 

be equally effective if you had it anywhere else? 

• Did the Soundwalk contributed positively in your today’s visit on the site 

and how? 

• What are the weak points of such an experience? 

• How would you do it if you were the makers of it? How could it be 

enhanced? 

• Do you think the information was given was either too easy or too 

complicated for you? 

 

 

The answers: 
 

• Most students related more to the historical character of Aristomenes, the 

slave leader who inspired the Messenians to revolt against the Spartans 

during the second Messenian war. The majority of students did not know 

about the historical importance of the site. They did not know about the 

years of slavery and the forced exile that the local populations had to pass 

through. The soundwalk seemed to have a particularly great impact on 

students from the area as by learning about the history of their “ancestors” 

they claimed to be very impressed and even emotionally touched by it. 

 

• What seemed to inspire and engage most of them - into what quite often 

ended being very fiery discussions were the egalitarian principles upon 

which the Messenian political system was based after the Peloponnesian 

wars. Most students knew in some depth certain aspects of the ancient 

concept of Democracy (i.e. the concept of “isonomia”: all citizens were 

equal among each other and under the law). However, they were amazed 

with the concept of “isomeria” (the equal sharing of land) and the fact that 

the city was designed with the intention to offer equal accessibility to 

public places to all citizens. During these discussions, comparisons were 
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made between the political system back then and nowadays, about the 

role of Democracy and how such a concept nowadays differs from its 

origins. 

 

• We discussed storytelling as an eductaional tool. With older students we 

talked about the fine line that separates storytelling and actual 

presentation of historic facts. Some brought examples of the difference 

between Herodotus’ approach in comparison to the one of Thoukidides. 

Both are considered to be the fathers of history, although one describes 

the Persian wars with a lot of mythological elements whereas the other 

presents the Peloponessian wars very scientifically and impartially (Foster, 

& Lateiner 2012). 

 

• Most of them were impressed by the actual experience and how a 

narration informed by both historical facts and poetics could make one 

experience a place differently. This last point came from students who had 

visited the place before. A lot of them said that the information was easy, 

yet presented in a way that would attract their attention. Students from 

different ages said that most likely this was the strong point about it, as it 

was inspiring and accessible to a broad age group. Some said that to their 

mind the experience worked not for what was narrated but for how it was 

narrated and presented. 

 

• When we talked about the psychoacoustic aspect of the soundwalk, most 

of them were impressed with how the sound seemed as if it came from all 

parts of the actual space and how interesting that element was, as it was 

giving a very realistic aspect to all the auditory events, giving the 

impression that they some were actually happening there and then. Some 

students compared that to a 3D cinema experience. 

 

• Some of them thought that listening to the same material in a classroom 

would not have been anywhere near affective as listening to it in the actual 

historic site, where they could touch and smell things. They claimed that 
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they loved the fact that they could wander freely in the area. Some claimed 

that it helped them to understand the facts in relation to the places. 

 

• One student made a very interesting remark about the role of his fellow 

colleagues while he was listening to the soundwalk. He saw his colleagues 

as if they were part of the soundwalk. Others said that the aspect of seeing 

their colleagues and friends -people they could emotionally and personally 

relate to- on the site while listening to the soundwalk gave a very realistic 

twist to their experience. It made them relate even more to the narrated 

events. 

 

• It was mentioned that this experience made some of them look at the place 

differently in a way. They claimed that during future visits of this site they 

would not be able to see it as they did before. “(...) No longer as a place full 

of ruined sculptures and columns, but rather an alive place that was 

inhabited, lived and experienced by people.” Some of them claimed that this 

soundwalk not only changed their point of view about this particular 

archeological site, but most likely will influence them in the way they see 

other sights they might visit in the future. It was as if their experience 

helped to change their conception of what archeological sites are and how 

they can be seen.  

 

• It was very interesting to find out that only a few people claimed to have 

had an audiowalk experience in the past. However even they claimed that 

the experience they had just had was positively dissimilar to any previous 

they had had. 

 

• Most students wanted to listen to it again. Some claimed it was not enough 

and they wanted it to have a longer duration. As a critique, a number of 

students said that the content of Soundwalk could have been much more 

specific to particular monuments of the site, allowing the participants to 

visit each individual one and listen a dedicated story about it. The 

Soundwalk seemed to have awakened their need for knowledge, as after 
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the end of it and during the discussion many students were asking more 

specific information about the historical events and the site. 

 

• Some high school students asked if this learning process could be in other 

areas of education because it was easier for them to acquire information in 

such way.  

 

• One student in particular, who claimed to have learning difficulties 

(dyslexia), said that the soundwalk in the site and the sound that 

supported the narration helped her to assimilate the information much 

easier than normally. As she mentioned she “managed to “dive” into the 

story and the sound helped her from being distracted, on the contrary it 

helped her to make images in her mind of what she listened”.  In addition 

she asked whether such a type of learning would be possible in other 

subjects and disciplines besides history. 

 

• A 5th grade student, after claiming he liked the experience and that he 

would have liked to listen to it again, asked: "what if the designer of the 

soundwalk wanted to pass certain data as brainwashing? How could the 

students be protected from being brainwashed through such experiences?" 

That was an excellent remark, as in other words the student pointed out 

the unidirectional aspect of soundwalk in the way an information is 

transferred and the inherent lack of dialogue in it due to the restriction of 

the media; particularly when a soundwalk is experienced solely without 

any interaction and dialogue among the participants after the end of such 

experience. 
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Students during the Soundwalk, April 2014 
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CONCLUSIONS  

 

The results obtained in this practice-based research into Creative Education on 

an art-based soundwalk demonstrate overall that such learning and teaching 

methodologies can be considered successful in certain contexts and learning 

environments. This educational experience proved successful due to the 

strategies it employed for the delivery of historical information. The learning 

experience proved to be inclusive, based on pedagogic models and principles that 

will be analysed below.  

 

 

Narrative and Intersubjective Interpretation 

 

One of this project’s strategies was that the historic information was dramatised 

in a storytelling-like format and it was delivered with a poetic narrative rather by 

a dry presentation of data. This, in combination with the multilayered quality of 

the narrative aided by sounds and music, made the learning experience accessible 

to quite a broad age group. The ability of the experience to engage audience 

members of different intellectual age was enabled by its effective design that 

prompted an emotional rather than solely an intellectual relation with the subject. 

The narrative exposed the students to basic concepts through which they could 

cognitively and emotionally relate to, evaluate and interpret without any previous 

historical knowledge about them.  Such design was based on the principle of 

intersubjective interpretation, or interpretation of intersubjective matters: 

concepts such as slavery, forced immigration and war disasters were presented 

alongside and in contrast with others such as peace, prosperity and development. 

Based on principles of intersubjectivity, these contrasts had an emotional impact 

to the listeners, prompting interpretation and critical reflection about the 

presented subjects. The aim of such narrative design was not to emotionally 

manipulate the listeners but to present historic data in a way that anybody could 

emotionally relate to, regardless of their age.  The idea of introducing the concept 

of intersubjectivity and intersubjective interpretation in the narrative derived by 

simulation theorists’ principles, where one can learn about somebody or a 
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situation by entering in that person shoes. Although the subject of intersubjectivity 

is vast and transcends human sciences, the use of it in this project does not differ 

from the way a member of the audience would relate to a character or a situation 

in a play or film. By changing our perspective to the one of a certain character or 

by imagining being in a certain situation one can understand a lot about the 

situation or oneself. One may relate emotionally to it and learn without having to 

know the wider historic or other context. It is a time of learning by approximation, 

which supports critical reflection as it raises the question of: “What if I were 

then/there/them?”. 

 

 

Psychoacoustic Immersion 

 

One of the other strategies employed in this project was the use of psychoacoustic 

audio techniques, which encouraged the students to feel immersed in a hybrid or 

augmented reality sound environment. This audio technique allowed the 

participants to enter in a rather vivid and credible audio environment in order to 

facilitate and support the narrative. The results obtained from students’ written 

and oral surveys prove that the psychoacoustic effect had a great impact on them, 

as it allowed them to live the narrative, it offered them an experience of the 

historic space different to any other they had had before: they claimed they “felt 

surrounded by sounds from the past”(anonymous student, 2014).  The use of this 

particular sound technology in this context should not be compared to the typical 

pre-recorded guided tours of cities, museums or archaeological sites as the only 

thing these two bear in common is merely the use of headphones and their 

intention to deliver information. A binaural sound walk experience –unlike the 

others- is an immersive experience and M can be claimed –as was shown by the 

results- to be a successful immersive learning methodology. However, this should 

not be interpreted as a statement supporting all binaural experiences to be 

considered as learning ones; only specially designed experiences with concrete 

learning outcomes can be considered as such. One can argue that the soundwalk 

M was not a typical augmented reality experience as it was only based on sound 

technologies without making any use of visual or tactile ones. However, it does 
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qualify as an immersive experience and therefore immersive learning one, once 

the participants were immersed in a technologically aided hybrid environment, 

which offered a multisensory spatial experience. From the point of view of 

remediation, the balance between using and avoiding technology is very sensitive 

for the successful final outcome of a project: in some cases for example a full 

augmented reality experience might work against the experience itself. The 

choice of immediacy rather than hypermediacy as defined by Bolter and Grusin 

(2000) was the only successful option in devising a learning experience for and in 

such an impressive archaeological site such as ancient Messene. The overuse of 

media and technological devices could have overpowered the experience and 

distracted the participants from fully benefiting from the physical environment’s 

stimuli. Hence, the use of merely audio technologically aided stimuli blended 

cunningly with the real natural sounds, to create a hyper-real audio environment 

that would prompt the students to immerse into and that was described as “a 3D 

cinema experience made out of the sounds of the past” (anonymous student, 

2014).  

 

 

Site-specific learning 

 

The project did focus on inviting the students to experience the archaeological 

site, the role of the site had therefore an immense importance in conveying the 

desired learning experience to the attendants; the experience would have been 

completely different if it was witnessed in any different environment. The 

attendants passed through a process of learning about a space while being in that 

space: they had the chance to touch it, see it, smell it and feel it. If this experience 

is considered to be an immersive one, the role of sound was indeed important but 

the experience would not have had a multisensory aspect without taking place in 

that actual extremely impressive setting. In this respect, soundwalk M could only 

happen there and in no other situation or environment in order to be considered 

a full learning experience. That made this particular learning experience as a 

dedicated site specific one, implying that any other similar future learning 
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experience based on the methodologies used on this project should either 

maintain or take into consideration the aspect of site-specificity.  

 

 

Learner-centred experience 

 

The site's size permitted the audience to tailor-make their experience and either 

have it on their own or among others. Because of the way the soundwalk was 

designed the number of people who could attend the experience simultaneously 

could be quite large without reducing the experience's qualities, and this was one 

of the main objectives of the project as well (see Objectives). Despite the fact it 

was a fixed media audio experience, the way it was designed allowed the students 

to wander freely in the site, discovering it and exploring it while listening to the 

narration. This aspect of freedom, inspired from the situationists’ 

pshychogeographic dérive, aimed to offer participants a new and personal 

experience of the ancient city. This aspect made the experience “learner-centred”: 

students were free to receive the soundwalk and explore the site how they 

wanted to. This manifested at the end of the soundwalk; when it was proven that 

different participants had acquired different learning experiences and therefore 

different learning outcomes by listening to the same soundwalk. This was due to a 

number of reasons: the students’ age, the student’s intellectual and emotional 

capacities, the site in itself and as they experienced it, the students’ personal 

interests. At the end of the soundwalk therefore, every individual had a 

completely different impression and critical understanding of the experience 

itself and the information content, despite the fact that they had all listened to the 

same narrative.    

 

 

Critical Thinking 

 

This aspect of freedom and support to critical thinking and pluralism was even 

further endorsed by the strategically scheduled discussions that took place at the 

end of the soundwalk. Through these processes, students could freely exchange 
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opinions and debate about the experience itself; the content of the information 

and emotional or cognitive affect it had to them. These discussions proved not 

only that different people learn differently but also that they learn different 

information, as they might happen to be genuinely interested in different subjects. 

This study demonstrated that different age groups showed interest in different 

parts of the story, different site’s aspects or sound elements. The discussion 

element made obvious that although students of older ages (17-18) replied better 

to the historical questions, all students seemed to have acquired information from 

the experience. This part of the experience was not just an indispensable one but 

also integral to the entire process.: the whole learning experience would not have 

been that profound for the students if this stage -that supported exchange of 

ideas and critical reflection- were not to be there. 

 

 

Transformative learning 

 

The discussions evidenced that this learning methodology incorporated elements 

of transformative learning. Although the principles of transformative learning are 

primarily applied to adults, this experience evidenced changes in students’ 

"meaning schemes (specific beliefs, attitudes, and emotional reactions)" 

(Mezirow 1991, p.167). It assisted students to make their “own interpretations 

rather than act on the purposes, beliefs, judgments, and feelings of others” 

(Mezirow, 1997, p.5) prompting autonomous thinking as Transformative learning 

does. Students claimed that the experience allowed them to see the 

archaeological site differently. Others said that that might be the case with other 

archaeological sites that they might visit in the future. Most of them seemed to 

have genuinely changed their point of view about what a site is, what it was and 

what it represents, or even how could it be experienced, and what one can see 

through or beyond a collection of objects. It seemed as if they had passed through 

a process of a phenomenological revelation. For those the experience was 

converted to a threshold concept (Meyer & Land, 2003). It seemed as if having 

had this experience some students would not be able to see Messene or any other 
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archaeological sites as a collection of stones and ruins anymore but as cities that 

once were lived in and loved. 

 

 

Experiential learning 

 

Last but not least, Soundwalk M was first and foremost an experience, an 

experience through which one could learn by relating cognitively, personally, 

intellectually and emotionally with the presented concepts, events and situations. 

Nonetheless, it was an experience in a physical environment, with multitudes of 

stimuli to intrigue the individual’s learning capacities. It was a direct experience, 

and as any experience it could resonate differently with different individuals, 

allowing them to form a completely different impression about the experience 

they had. M was a multilayered experience, as it could be experienced differently 

every time, and every time it could offer different outcomes, points of view and 

perceptions. That manifested in various ways; one of them was that students 

from different ages had different topics to talk about, as they were interested in 

different subjects depending on their age. M was an experience that supported 

interpretation, critical thinking, reflection and debates, an experience on-site that 

did not engage students in actions to prompt learning by doing, but it gave them 

all the freedom of movement, action and space in order to acquire information. It 

was an experience that enthused free being and free living as a mean of 

understanding experientially life as it was lived on that site approximately 2500 

years ago. 
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Students during the Soundwalk, April 2014 
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REFLECTIONS 
 
There are not that many things that could enhance this experience, as the overall 

attained results have been proven to be particularly rewarding. However, there 

are plenty of elements that could be tested, even though these would not 

necessarily improve the effectiveness of experience. The most important is the 

use of a second narrator, a female voice so as to avoid gender specificity. I would 

either re-design the narrative in dialogues between the female and the male 

characters or I would divide the entire text in sections where either a man or 

woman would narrate at a time. In future, I would experiment with extending the 

overall duration of the experience by a few minutes (approximately 10): this 

would allow me to add more information and details to certain historical events. 

In addition such extra time could offer more freedom to students to explore even 

further the site, reaching more remote parts of it. A future and further developed 

version of the soundwalk could be even more precise in its site-specificity, aided 

by network devices, QR code readers or GPS-based devises. Such instruments 

could track the position of each single member of audience in the site, offering 

them a dedicated story and narrative about each individual monument, according 

to their position. If I had the chance in the future I might experiment by devising 

soundwalks based on gamification elements, experiences similar to treasure 

hunts, where the public would engage in exploratory actions to acquire 

information.  

Although all these strategies might be employed in the design of future learning 

experiences, Soundwalk M has been a very successful one, proven to offer very 

rewarding results about its value as a learning methodology for future projects. It 

demonstrated a lot about how we can learn through binaural technologies and 

emotional engagement, in specific sites, the role of dialectic confrontation and 

intersubjectivity, while utilising methodologies of transformative, experiential 

and immersive learning methodologies. 
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RECOMMENDATIONS 
 
Future practitioners and researchers interested in applying or experimenting 

with the methodologies used in this project should start with an in-depth 

investigation of the subject they will present. That subject might not necessarily 

be part of their previous expertise and knowledge. However, acquiring a deep 

understanding of the subject is the most important step for the development of a 

successful learning experience. By the end of that stage they should feel 

extremely confident about the information they have acquired, only then they will 

be able to deliver a successful learning experience. Regarding the development of 

the narrative, a lot of different methodologies can be followed; I normally use a 

technique similar to free writing, by putting a lot of information in to then edit out 

the least important. The narrative has to have a clear structure and should always 

take into consideration the listener. If the target group has a particular age range, 

as it was in this case, the presented concepts should not be too complex and 

should not require any previous knowledge. Students might learn much more by 

engaging critically with a subject that they are emotionally related to rather than 

intellectually. It is always very important not to forget that there is a person there 

listening to that written text. Therefore, during the writing process it is 

paramount to read out loud all the information to experience how it sounds, how 

it should be read and how it could be perceived. It is always good to try to enter in 

the listener’s role, feel how they would potentially feel by receiving this 

information. I would recommend that the listener’s existence should be 

acknowledged in the narrative, by suggesting a form of discussion between the 

listener and the narrator. The latter could either place open questions, or even 

answer them as if there was a subconscious dialogue between the two. Like that, 

the narrator could initiate debates that would stimulate the listener’s critical 

thinking.  

The role of the narrator’s voice is of paramount importance. Ideally only a trained 

voice actor should have that task. That voice might be the voice of the listener’s 

consciousness. If the aim is to immerse the listeners in their thoughts that voice 

has to be impeccably narrated. Regarding the sound design, the sounds should 

address the entire experience without becoming too obvious or extremely 

descriptive. Whatever feels redundant most likely is, and will have to be removed. 
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The most important thing one should keep in mind is that it is a multidisciplinary 

and holistic experience; therefore it requires a project manager able to take 

strong decisions. Sometimes even the best idea or material might need to be 

sacrificed for the better good of the overall project. Therefore, there should 

always be someone observing the development of it in at each stage, having the 

ability to make strategic calls at any point. Last but not least, it is recommended 

that the discussion’s questions be designed at the same time the narrative is 

being designed and made in a way to encourage further interpretation of the 

presented information and critical reflection. In overall, for offering a successful 

learning experience using such learning methodologies one should always 

remember that the aims of the project should be constantly clear during the 

design and development of the project as well as always at reach during its 

presentation.  

  
Students and moderator during a discussion session, April 2014 
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John Gray – Videographer 
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Appendix 2: Questionnaire 
 

1. What is your age group? 
 

• 9-10 
• 11-12 
• 13-14 
• 15-16 
• 17-18 

 
2. What is your gender? 

 
• Female 
• male  

 
3. ‘Have you experienced a soundwalk before?’ 

 
• Yes 
• No 

 
4. How would you describe it to somebody? 

 
• Learning experience 
• Artistic experience 
• None of the two/other 
• Both 

 
5. On a scale of 1 to 5 (1=not at all, 5 = very much) did you find the 

soundwalk experience pleasant? 
 

6. On a scale of 1 to 5 (1=not at all, 5 = very much) did you find the 
soundwalk experience entertaining? 

 
7. On a scale of 1 to 5 (1=not at all, 5 = very much) did you find the 

soundwalk experience educational? 
 

8. Do you know more of the history of the area now than before the 
soundwalk? 
 

• Yes 
• No 

 
9. Do you think the soundwalk gave an accurate description of the historical 

events?  
 

• Yes 
• No 
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10. Did the sound help you to understand and follow the narration? 

• Yes 
• No 

 
11. Which one of the following was the most important elements that helped 

you to follow the narrative? 
(You may give more than one answer) 
 

• The music  
• The abstract sound 
• The descriptive sounds 
• None of them  

 
12. Who enslaved the Messenians? 

 
• The Lacedaemonians 
• The Achaeans 
• The Thebans 
• The Arcadians 

 
13. When were the Messenians liberated and when did they build the city of 

Messene? 
 

• With Aristomenes and the uprising of the slaves 
• With Epaminondas at the end of the Peloponissian wars  
• With king Fillipos II and the descent of Macedonians  
• With Pausanias and the Romans  
• With King Alaric I and the Visigoths 

 
14. If you had the chance, would you like to attend a similar experience? 

 
• Yes 
• No 
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Appendix 3: The soundwalk  
(Text translated into English from original language) 
 
Here, (Birds, wind)  
with you, (walking)  
I am with you in this place... 
 
City of Messenians 
 
Memory 
Myth  
History 
Life 
 
Come with me to see the Agora and the Stadium, the Theater and the 
Ekklesiasterion 
Let us listen to the children playing 
(Children's voices) 
 
Let us smell the freshly cooked food 
(From afar women speech, laughter) 
 
Let us observe the artisans working on metal and clay and the farmers ploughing 
the plain 
(hammer stone and anvil, rhythmically, male voices in distance)  
 
Let us listen to the women’s songs and to "Aristomeniada" 
(Female vocals singing) 
 
Look afar...  
The walls! 
 
Giant and robust, stronger than those of Ambrossos in Fokis, than those of 
Byzantium or of Rhodes 
 
Further away the magnificent Arcadian Gate  
(Birds, Nature) 
 
Right in front of it spreads (suffuses) green the Messenian plateau, reaching the 
sea.  
Behind the gate, the mountain of Ithome, with Zeus sanctuary at the top, and at 
the roots of it shines brightly the white stone and marble of the Ancient city of the 
Messenians. A city that once throbbed with life. 
(Voices, ancient city sounds, market, children, animals clattering, water 
purl) 
 
The city, beautiful as a bride!  
 
It was built after the end of the Peloponnesian wars with the help of Thebans.  
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The Messenian the plain though, always throbbed with life and the history the 
people of Messene has deep roots in the centuries. 
 
People persecuted but heroic, long-suffering but proud. 
They passed through very difficult times.   
(Dramatic Pad sound) 
 
Touch the earth; listen to the nature, the birds’ songs and to the purl of the 
springs. They'll talk about this place, the people that lived here, and its history. 
(Birds Nature) 
 
They will tell you about the heroes who were born on this earth… 
 
About the gloryous Olympic champions: Androcles, Polychares, Anticles, Diocles 
and Xenocles, about the Dotadas and Leochares. Once they were young men with 
beauty and prowess that glorified their city and celebrated peace. 
(Cheers stadium) 
 
They'll talk to you about the wars that swept the fate of this place, about the 
enslavement, the bitterness of the exile and the misery.  
(Clang of arms and crying children) 
 
It's been many years, centuries. 
 
Lacedaemonians and Messenians engaged in a fratricidal war that lasted years. 
 
The causes? 
 
Others might talk about the sheep of the Lacedaemonian Evaifnos that graze in 
the field Messenian Olympic champion Polychares. 
 
Others on the other hand might talk about the sacrilege of the Messenians in the 
temple of Artemis in Taygetos. 
 
As if all the wars are not happening for wealth and power. 
 
And then the heavy spear of Mars glistered on the fate of the Messenians.  
 
They lost the war and with it numerous lives and all their livelihoods. Entire 
generations were wiped out, people were scattered away, and others to Zankle, to 
Cephalonia, to Rhodes and others even more hapless were to be humiliated even 
more. They lived lives under the plough of slavery! They became helots. 
 
Helots them and their children and their children's children. 
How many generations lost in that curse? 
(Dramatic Pad sound) 
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Therefore, walk lightly on these soils, 
each pebble is a story, a sign of memory. 
(Walking-gravel- Nature) 
 
How much blood had to be watered this land to give birth to heroes like 
Aristomenes, Cleon and Timareto.  Thanks to them, hope was reborn in the hearts 
of the Messenians and broke out the revolution of the slaves. The mountains of 
Taygetos, Ira and Ithome became sacrifice theaters on the altar of Freedom. 
 
Aristomenes became legend and song. He made Messenians to believe to freedom 
and fight for it.  
(war-screems) 
 
He was betrayed though, and with him and hope was betrayed as well. It was very 
hard the response and the retaliation of the Spartans.  
 (War-cries) 
 
Those Messenians that didn’t manage to flee to Nafpaktos, Thessaly and Africa. 
sunk together with their place in centuries of slavery.  
(Sound - Sound sea - waves - air) 
 
Centuries have passed and all ever after revolutions were drowned in blood. The 
years brought other wars, but Messenians failed to win their freedom. Entire 
generations obliterated in the harrow of slavery.  
(Dramatic Pad sound) 
 
Only when the Spartans were defeated by the Thebans at the end of the great 
Peloponesian wars, the Theban general Epaminondas freed and repatriated 
Messenians. 
 
The Thebans built this town at the foothills of the mountain Ithome to housed the 
downtrodden Messenian lives. 
 
Nearly 400 years of slavery, persecution, war migration had passed. 
 
The city was named Messene to honor the queen and wife of the ancient king 
Polykaona. 
 
The Messenians finally were free in their own land. 
 
Messenians from everywhere will return in the land of their ancestors and ol 
leaders. The city will become an attraction for Messenians scattered all over the 
Mediterranean. 
 
The city will finally flourish. 
(Craftsmen-Buy-being) 
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Prosperity, freedom and equality finally came to settle in the troubled Messenian 
valley. And then slowly, after many centuries of slavery, freedom began to offer 
its “dear fruits” to the free citizens of Messene. 
The city became a exemplery, a city juel in the heart of the Mediterenean.   
 
It was built based on the system of the Hippodamian Nemesis. The most 
democratic city governance system founded on the principles of “Isonomia”, 
“Isopoliteia” and “isomeria”. All citizens were finally equal in the eyes of the law, 
the land was equally distributed among them, they had equal oportunities to 
gοvern and decide about the common matters. The entire city had an exquisitly 
democratic urban plan as it offered equal accessability to public buildings to all 
citizens. 
 
A city hymn to people’s equality 
(Craftsmen-builders-technicians) 
 
Architecturaly the big Asklipieio was dominating the city the Doric temple 
pavilion and its many buildings. 
 
All the arts took to flourish in the free city. The renowned Messenian sculptor of 
the era Damofontas created most of Messene’s sculptures. 
 
The temple and the altar of Asklepeion is surrounded by 140 sculpture podiums, 
and the rooms and houses around the temple were equally full of statues. 
 
Messene became the city of sculptures. 
 
Messenians built buildings to house the democratic decision-making centers of 
their city, the Ekklesiasterion, and the Boulefterion. They built temples, for 
Artemis Orthia and Demetra, houses of Fortune, Thebes, Apollo and the Muses, 
altars to the Lafrian Artemis to Epaminondas and to Hercules. 
(Public gathering sounds) 
 
In the Agora of the city they built the temple of Poseidon and Zeus Savior.  
Northern they built the great theater and the fountain Arsinoe, below the 
treausure vault, south the high school and the big stadium with the temple-like 
monument house of Saithidons family.  
 
The Messenians finally had all the presents of gods, as if fate owed them of what 
had passed through during the slavery and years of exile. 
(Music) 
 
Life will unfold its thread. Messene and its people will walk through the turbulent 
centuries. They will pass through the civil wars of the Hellenistic period and 
through the Roman conquest. And then are other wars and other misfortunes. 
Until the city will finally flattened and ruined with the invasion of the Goths in the 
Peloponnese. 
(Music) 
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The importance of the city of Messina, however, will remain indelible, engraved 
with bright letters in the universal history to remind us of the spirit of the 
Messenians, its democratic governance, its aesthetics and the intelligent way the 
Messenians managed its natural resources. Every inch of the city, every piece of 
stone, marble and limestone speaks for freedom, for equality, for peace and for 
Democracy. And the importance of these goods to human welfare and progress 
(Dramatic Pad sound) 
 
Close your eyes and listen to the history.  
Listen to the cries of the children in the migration boats 
(Sound-cries) 
 
 Listen to Aristomenes while trumpeting freedom  
 
Listen in the echo Epaminondas the liberator coming through the slopes of Ithomi 
(Sound-cheers) 
 
 
Philip the Macedonian crossing the Arcadian gate 
(Horse Sound) 
 
Filopimin the Megalopolitian the prisoner in the Treasure vault 
(Male screamming) 
 
The arrival of the Romans 
(Army Sounds) 
 
Pausanias roaming in the city as you do know 
Alaric the Visigoth with his hordes destroying it. 
(Destruction to Silence) 
 
See how the abandonment, clothed the city with a veil of soil. 
(Wind) 
 
Open your eyes and look around you 
 
Look at the archaeologist rebuilding the ancient city and its history inch per inch 
(Archaeologists working) 
 
See how the city is getting reborn 
See how it throbs with life again. 
(Kids and visitors sounds) 
 
 
Look how the sunlight bathes the Ekklesiasterion, and the bouleuterion,  
The Asclepeion, and the theater 
The stadium and the fountain of Arsinoe. 
 
There she is! 
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Messene is here!  
Reborn and alive... 
 
As the emergent Venus, an entire state of the 4th century B.C. rises day by day 
from its ruins and regains its glorious ancient form. 
(Closing Music) 
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Appendix 4: Results Quantitative: 
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1 15-16 M No 3 5 5 5 Yes Yes Yes 1 Correct Correct Yes 

2 13-14 M Yes 3 5 5 5 Yes Yes Yes 1,2,3 Correct Correct Yes 

3 15-16 F No 3 4 2 4 Yes No Yes 2 Wrong Correct Yes 

4 13-14 F Yes 4 5 5 4 Yes No Yes 1,2,3 Correct Wrong Yes 

5 13-14 M No 2 5 4 3 Yes Yes Yes 1,3 Correct Wrong Yes 

6 15-16 M No 3 5 5 5 Yes Yes Yes 1,3 Correct Correct Yes 

7 13-14 F No 3 5 5 5 Yes Yes Yes 1,3 Wrong Wrong Yes 

8 15-16 M No 1 5 4 5 Yes Yes Yes 1,3 Wrong Wrong Yes 

9 15-16 M Yes 3 5 4 5 Yes Yes Yes 3 Correct Wrong Yes 

10 13-14 M No 1 4 4 5 Yes Yes Yes 1,2 Correct Wrong Yes 

11 13-14 F No 3 3 2 3 Yes Yes Yes 1 Correct Correct Yes 

12 13-14 F No 1 3 2 4 Yes Yes Yes 2 Correct Correct Yes 

13 13-14 F No 1 3 2 5 Yes Yes Yes 3 Correct Correct Yes 

14 13-14 F No 3 4 4 3 Yes No Yes 3 Correct Correct Yes 

15 13-14 F No 3 4  5 Yes Yes Yes 3 Correct Wrong Yes 

16 13-14 F No 3 5 4 5 Yes Yes Yes 2 Correct Wrong Yes 

17 15-16 F No 1 4 5 5 Yes Yes Yes 3 Correct Wrong Yes 

18 13-14 F No 3 5 4 5 Yes Yes Yes 2 Correct Correct Yes 

19 15-16 F No 2 3 3 3 Yes Yes Yes 1,2 Correct Correct Yes 

20 15-16 F No 2 4 5 4 Yes Yes Yes 3 Correct Correct Yes 

21 15-16 F No 3 5 5 5 Yes Yes Yes 3 Correct Correct Yes 

22 13-14 M No 3 5 3 4 No Yes Yes 1 Correct Wrong Yes 

23 17-18 M No 2 5 5 5 Yes No Yes 2,3 Correct Wrong Yes 

24 17-18 F No 1 5 4 5 Yes No Yes 1 Correct Correct Yes 

25 17-18 F No 1 4 3 5 Yes Yes Yes 2 Correct Correct Yes 

26 15-16 F No 3 4 4 5 Yes Yes Yes 2,3 Correct Correct Yes 

27 15-16 F No 3 5 3 5 Yes Yes Yes 2 Correct Correct Yes 

28 17-18 M No 3 5 5 5 Yes Yes Yes 3 Correct Correct Yes 

29 17-18 M No 3 4 4 5 Yes Yes Yes 2 Correct Correct Yes 

30 17-18 F No 3 5 5 5 Yes Yes Yes 3 Correct Correct Yes 

31 15-16 M No 3 4 4 4 Yes Yes Yes 3 Correct Correct Yes 

32 15-16 M Yes 1 4 3 5 Yes Yes Yes 3 Correct Correct Yes 

33 15-16 M No 3 2 2 4 Yes Yes Yes 1,2,3 Correct Correct Yes 

34 17-18 M No 1 4 4 5 Yes Yes Yes 2,3 Correct Correct Yes 

35 17-18 M No 1   5 No Yes Yes 4 Correct Correct Yes 

36 15-16 F No 3 4 4 5 Yes Yes Yes 1 Correct Correct Yes 

37 17-18 M No 3 4 4 5 Yes Yes Yes 2 Wrong Correct Yes 

38 15-16 F No 3 5 5 5 Yes Yes Yes 2 Wrong Wrong Yes 

39 15-16 F No 1 3 2 5 Yes Yes Yes 3 Correct Correct Yes 

40 15-16 F No 1 4 2 5 Yes Yes Yes 2 Correct Correct Yes 

41 17-18 M No 3 4 4 4 Yes No Yes 4 Correct Wrong Yes 

42 15-16 M No 3 4 3 5 Yes Yes Yes 1 Correct Correct Yes 

43 15-16 M No 3 3 3 4 No No Yes 3 Correct Correct Yes 

44 17-18 F No 1 3 2 5 Yes Yes Yes 2,3 Correct Correct Yes 
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45 17-18 F No 3 4 4 5 Yes Yes Yes 3 Correct Correct Yes 

46 17-18 F No 3 5 5 5 Yes Yes Yes 3 Correct Wrong Yes 

47 9-10 F No 1 4 3 5 Yes Yes Yes 1 Correct Wrong Yes 

48 11-12 M Yes 2 4 5 4 Yes Yes No 2,3 Correct Correct Yes 

49 9-10 M No 4 5 5 5 Yes Yes Yes 1 Wrong Correct Yes 

50 9-10 F  2 4 4 5 Yes No Yes 3 Wrong Wrong Yes 

51 11-12 F No 2 5 4 5 Yes No Yes 3 Wrong Wrong Yes 

52 9-10 F No 3 5 5 5 Yes Yes Yes 1,3 Correct Wrong Yes 

53 9-10 F No 3 5 5 5 Yes Yes Yes 1,2,3 Wrong Wrong Yes 

54 11-12 M No 1 5 3 4 No Yes Yes 1,2 Correct Correct Yes 

55 9-10 F No 2 4 4 5 Yes No Yes 3 Wrong Wrong Yes 

56 11-12 M No 1 4 2 5 Yes Yes Yes 3 Correct Correct Yes 

57 11-12 F No 2 5 4 5 Yes No Yes 3 Wrong Wrong Yes 

58 11-12 F No 2 5 4 5 Yes Yes Yes 1,2,3 Wrong Wrong Yes 

59 11-12 F No 1 5 4 5 Yes Yes Yes 3 Wrong Correct Yes 

60 11-12 F No 1 5 5 5 Yes Yes Yes 2,3 Correct Wrong Yes 

61 9-10 F No 3 5 5 5 Yes Yes Yes 1,3 Wrong Correct Yes 

62 9-10 F No 3 5 5 5 Yes Yes Yes 1,3 Wrong Correct Yes 

63 9-10 M No 1 5 4 5 Yes Yes Yes 1 Wrong Correct Yes 

64 9-10 M No 1 5 5 5 Yes Yes Yes 2 Wrong Correct Yes 

65 11-12 M Yes 4 3 4 5 Yes Yes  1,2 Wrong Wrong Yes 

66 9-10 M Yes 1 5 4 5 Yes  Yes 2 Wrong Correct Yes 

67 11-12 M No 2 5 5 5 Yes No Yes 3 Wrong Correct Yes 

68 9-10 M No 2 5 3 5 Yes No Yes 2 Wrong Correct Yes 

69 11-12 M No 2 4 2 5 Yes No Yes 3 Wrong Correct Yes 

70 11-12 M No 1 5 4 3 Yes Yes Yes 1,3 Wrong Correct Yes 

71 11-12 M No 3 4 4 5 Yes No Yes 1 Wrong Wrong Yes 

72 11-12 F No 3 4 4 5 Yes No Yes 1 Wrong Wrong Yes 

73 15-16 F No 3 5 5 4 Yes  Yes 1,2 Correct Wrong Yes 

74 13-14 F No 3 5 5 5 Yes Yes Yes 1,3 Wrong Wrong Yes 

75 13-14 F No 3 4 5 5 Yes Yes Yes 1,3 Wrong Wrong Yes 

76 13-14 F No 3 5 3 3 Yes Yes Yes 2 Wrong Correct Yes 

77 13-14 F No 3 5 3 5 Yes No Yes 1,2 Wrong Correct Yes 

78 13-14 F No 1 4 4 5 Yes Yes Yes 1,2,3 Wrong Wrong Yes 

79 13-14 F No 3 5 5 4 Yes Yes Yes 1,2,3 Wrong Wrong Yes 

80 15-16 F No 3 5 5 5 Yes Yes Yes 3 Wrong Wrong Yes 

81 13-14 F No 3 5 5 4 Yes Yes Yes 1,3 Wrong Wrong Yes 

82 13-14 F No 3 5 5 5 Yes Yes Yes 1,2,3 Correct Correct Yes 

83 13-14 F No 3 5 5 5 Yes Yes Yes 1,3 Correct Correct Yes 

84 13-14 F No 3 5 5 5 Yes Yes Yes 1,3 Correct Correct Yes 

85 13-14 F No 3 5 5 5 Yes Yes Yes 1,3 Correct Correct Yes 

86 15-16 F No 3 5 4 5 Yes Yes Yes 1,2,3 Correct Correct Yes 

87 15-16 F No 3 4 3 5 Yes Yes Yes 2,3 Correct Wrong Yes 

88 15-16 F No 1 5 5 5 Yes No Yes 1 Correct Wrong Yes 

89 15-16 F No 3 5 5 5 Yes No Yes 1,3 Correct Wrong Yes 

90 15-16 F No 3 5 5 5 Yes Yes Yes 1,3 Correct Correct Yes 

91 13-14 F No 3 5 5 5 Yes Yes Yes 1,3 Correct Correct Yes 

92 13-14 F No 3 5 5 5 Yes Yes Yes 3 Correct Correct Yes 

93 13-14 F No 3 5 5 4 Yes Yes Yes 2,3 Wrong Correct Yes 

94 13-14 F No 3 5 5 4 Yes Yes Yes 1,3 Correct Correct Yes 

95 15-16 F No 2 4 3 5 Yes Yes Yes 2 Wrong Wrong Yes 

96 15-16 M No 3 4 4 5 Yes Yes Yes 1,2,3 Wrong Correct Yes 
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97 17-18 F No 3 4 5 4 Yes Yes Yes 3 Correct Correct Yes 

98 17-18 F No 2 3 4 3 Yes Yes Yes 3 Correct Correct Yes 

99 17-18 F No 2 3 4 5 Yes No Yes 1 Wrong Correct Yes 

100 15-16 F No 3 5 5 5 Yes Yes Yes 3 Correct Correct Yes 

101 17-18 F No 3 5   Yes  Yes 1,2,3 Correct Correct Yes 

102 17-18 F No 3 5 4 4 Yes Yes Yes 3 Correct Correct Yes 

103 17-18 F No 1 5 5 4 Yes Yes Yes 3 Wrong Correct Yes 

104 15-16 F Yes 3 4 3 4 Yes Yes Yes 1,2,3 Correct Correct Yes 

105 15-16 M No 3 5 4 6 Yes Yes Yes 4 Correct Correct Yes 

106 15-16 M No 3 4 4 4 Yes Yes Yes 3 Correct Correct Yes 

107 15-16 F No 3 5 5 5 Yes Yes Yes 2,3 Correct Wrong Yes 
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Appendix 5: Submitted evaluation report to the European Union Funding body 
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MESSENE  
APRIL 2014 

 
 
WORK: PARALLEL ACTION No. 8 (SOUNDWALK) WITHIN THE 3rd 
INTERNATIONAL YOUTH FESTIVAL OF ANCIENT DRAMA, ANCIENT MESSENE 
 
SUBJECT:  
EVALUATION REPORT OF DELIVERED PROJECT 
 
DELIVERED: SOUNDWALK «Μ», MATERIAL IN DIGITAL FORMAT (CD) 
 
 

EVALUATION REPORT  
1. Introduction to the project 
The project, exclusively tailored for the area and the festival, was offered as an 
alternative form of learning to participants using undercurrent educational 
methodologies of experiential learning. The participants had the opportunity to 
listen to a Soundwalk with a dramatized narrative -of approximately twenty 
minutes- about the history of the place and the people who inhabited it. More 
specifically, the narrative includes historical, site-specific and mythological 
subjects about the Messenians, the archaeological site of Ancient Messene and the 
surrounding area. The opinion of the participants on the educational value of this 
experience was of immense importance to the results of research in experiential 
education and site-specific learning. The whole action did not exceed 40 minutes. 
 
2. Purposes: 
The listening experience aimed to sonically immerse the student participants in 
the historic environment of the dramatized narrative. The narrative is 
accompanied by bespoke soundscapes and appropriate background music. 
The project is part of an MA research project on Education based at the University 
of Falmouth United Kingdom. For this reason, the participants had the 
opportunity to complete a short questionnaire, to conciliation with the players in 
the project, and give interviews at their convenience on their experience.  
 
3.Work Timeline : 
October-November 2013: Historical Research & Sound Collection 
December 2013: Storyboard design, Writing of the narrative 
January 2014: Collection of sounds, sound recording of the Narration 
February 2014: Audio processing and audio postproduction 
March-April 2014: Project presentation 
 
4. Research: 
The research is divided into three parts Historical, pedagogical and technological. 
 

4.1 Historical Research: 
In the context of historical research, the researcher retrieved information from 
approved and recognized sources of scientific literature about the archaeological 
site, the Messenians and events in the area. This research aimed at the period 
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between pre-Homeric times until the early centuries AD. Through a selection 
process the most interesting and important data were chosen to be presented as 
part of the audio work. The dilemmas at that stage were as follows: 
 

1. Whether the narrative should concentrate solely on a one specific 
historical incident fully exhausting all historical references about it. 
 

2. Whether the narrative should be limited to the historical events that took 
place in a particular part of the site (i.e stadium, theater) 
 

The answer to both these questions came from the end of Soundwalk and the 
broader context in which took place the action in question. More specifically: 
 
The dramatized narration was designed to be a concise and brief first 
introduction of the participants with the history of the region rather than a 
detailed analysis of specific historical events. The same applies to the second 
point of whether the narrative should be detailed as to specific sites of the area 
completely ignoring others. Important role played and the fact that participants 
had limited time at their disposal and freedom of movement in space due to the 
other activities of the festival. It was decided therefore that the narrative should 
be more generic and introductory rather than focusing on specific events and 
locations. 
 
 4.2 Educational Research: 
In the context of educational research the focus is on the role of the soundwalk as 
a storytelling pedagogical tool in the age of digital technology. The research aims 
to determine whether students of different ages can gain knowledge through such 
sounwalk experiences and whether such experiences could be considered as 
educational ones. 
 
In this work the role of the sound is to create as much as possible the audio 
environment presented in the narrative. The purpose of beyond simply offering 
the participants with the audition of the recounting history, but rather prompting 
them to feel immersed in the historic sound environment. To achieve this, the 
third part of the research project had to do with studies in acoustics and 
psychoacoustics. 
 
 4.3 Technological Research (Acoustic & Psychoacoustics) 
Since the aim of the project was to simulate the historical sound environment and 
create the sensation of sound imerstion to the participants. Research had to take 
palce on acoustic, psychoacoustics to discovere methods that would create the 
feeling of sound imersion. More specifically, the research focused on techniques 
that create binaural audio experience. The psychoacoustic effect of this technique 
is realized only by using headphones. When a sound is recorded, through a 
specific audio process called binaural recording process and played back through 
headphones, the listener gets the psychoacoustic ilusion that the sound is 
happening "live" in the space where they are and that it is not a recorded 
playback. There is plenty of binaural sound processing techniques, for this project 
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I used direct binaural recording techniques and a number of algorithms to 
simulate these models. 
 
 
 
5. Technological Media / logistics & equipment: 
 
The materials used for the action was:  
 

1. MP3 audio playback  
2. Noise isolating Headphones Type Over-ear. Please note that for hygiene 

reasons we excluded headphones In-ear. 
 
6. Part of the research results: 
Most of these items are from interviews and individual dialogues between 
participants and volunteers/facilitators, the results of the questionnaires are still 
being processed. 
 

• They wanted the soundwalk to have larger duration. 
 

• They wanted to have the opportunity to wander in this area and to 
understand the facts in relation to the place (mostly high school kids) 

 
• Most students wanted to listen to it again 
 
• Requests from schools and teachers to listen again or get the audio mterial 

to give it to third parties for educational purposes 
 

• Many students wanted to ask questions to the facilitators about the 
historical events and the location and discuss with the initiator of the 
project about the initiative. 

 
• Some high school students asked if this learning process can be in other 

areas of education because it was easier for the to aqcuire information in 
such way and it was not didactic or as they described it “asseptic”. 

 
• One student with learning difficulties (dyslexia) she claimed that the walk 

helped her to assume the information, because she managed to isolate 
herself into the story and the sound without external distractions.  In 
addition she asked if such learning is possible in other subjects and 
disciplines (besides history). As she claimed the experience helped her to 
make images in her minds of what she listened. 

 
• Some students said they were pleasant because it looked like a 3D cinema. 

 
• All students were filled in the questionnaires without objection but with 

great joy. 
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• The schoolteachers found the project very inspiring they did not make any 
remarks they were just asking the material for personal use, and they just 
helped the children in the whole process. 

 
• 5th grade student after he claimed he liked it and would have liked to 

listen to it again he asked: "what if the designer of the soundwalk, wanted 
to pass data as brainwashing? How could the participating students be 
protected from brainwashing in this case?" That was an excellent remark 
as in other words the student was cautious about the lack of dialogue 
through such kind of learning, emphasizing the importance of dialogue in 
education. 

 
7. Conclusions: 
Although the results of educational research have not been completed, the 
findings so far suggest that the specific Soundwalk was a pleasant educational 
activity for all students. Regardless of the fact that the age range of participants 
was large enough students (age range 9-18 years), all seemed to have enjoyed it. 
Results so far show that students not only felt that they learned the historical 
information they were given, but that they have actually assimilated the 
informsation, as it is evidenced by the survey. If given the opportunity to attend a 
similar action in the future the majority of students said they would do it while 
many have requested for the experience to be longer with much more freedom of 
movement in the site. 
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Appendix 6: Budget 
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Appendix 7: News Documentation 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
Above: Press Conference (Eleftheria newspaper, 30th March 2014) 
Below: Press Conference (Tharos newspaper, 29th March 2014) 
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Interview (Eleftheria Newspaper, 14th April 2014) 
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Appendix 8: Soundwalk M/CD 
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