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Abstract 

The four multi-screen service innovation prototypes that will be developed by 2-IMMERSE are 

described in this document. They are called ñWatching Theatre at Homeò; ñWatching Theatre at 

Schoolò, ñMotoGP at Homeò and ñWatching Football in a Pubò. For each service innovation prototype 

the market context, the social context and the trial plans are described. Whilst the use cases are 

described very specifically, it seems clear that many aspects of service innovation concepts will have 

much broader applicability. 

Target audience 

This is a public deliverable and could be read by anyone with an interest in the way TV may use 

multiple screens to create better user experiences. It will specifically be read by the project consortium 

as it defines the user requirements that the technology being supplied by the consortium should satisfy. 

 

Disclaimer 

This document contains material which is the copyright of certain 2-IMMERSE consortium parties 

and may not be reproduced or copied without permission. All 2-IMMERSE consortium parties have 

agreed to full publication of this document. The commercial use of any information contained in this 

document may require a license from the proprietor of that information. 

Neither the 2-IMMERSE consortium as a whole, nor a certain party of the 2-IMMERSE consortium 

warrant that the information contained in this document is capable of use, or that use of the 

information is free from risk, and accept no liability for loss or damage suffered by any person using 

this information.  

This document does not represent the opinion of the European Community, and the European 

Community is not responsible for any use that might be made of its content. 
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Executive Summary 
Four multi-screen service prototypes, that will be developed and evaluated in the 2-IMMERSE 

project, are described. The four service prototypes are being developed using a design-led process that 

places considerable emphasis on both users and markets. Unlike existing services these prototypes are 

characterised by the fact that presentation of content is automatically coordinated across the available 

screens.  This is facilitated by an object-based broadcasting approach for efficient content distribution. 

The four multi-screen service prototypes address valuable and complementary content forms of live 

theatre and Sport. The first two, óTheatre at Homeô and óTheatre in Schoolsô, describe experiences 

based on filmed performances by the Royal Shakespeare Company produced by John Wyver who 

works for project partner Illuminations, that are designed for audiences at home and in schools. The 

óMotoGP at homeô service prototype creates personalised sports-related experiences using coverage of 

the MotoGP developed by Dorna Sports and distributed in the UK by BT. The final use case takes 

coverage of the Emirates FA Cup (the oldest and best known football knockout cup in the world) for 

which both BT and the BBC (both project partners in 2-IMMERSE) have distribution rights. It 

develops enhanced multi-screen use cases to enrich and deepen the enjoyment of football fans 

watching in pubs and clubs across the UK. 

This document is the first iteration of a deliverable that will have two further updates. 

The four service prototypes will be evaluated in turn during the 3-year project lifetime. 

 

Figure 1. Schedule for the four  service prototypes 

 

The service prototypes that will be developed towards the back end of this project are less well 

developed than those that will be delivered sooner. 

Each service prototype is described using a guide scenario that explains how a user interacts with the 

service. This guide scenario is used as the basis for generating the user requirements and hence for 

defining the capabilities that the technical platform must support.  These technical requirements will 

be described elsewhere. 

Alongside the guide scenario the market context and social context in which the services will be used 

are described. This provides relevant background for the development of the guide scenario and 

indication of the value of the market for which the service is being designed. 

Current services that serve the same markets and which inform and inspire the innovation proposed by 

this project are also described. 

Whilst the innovations are described with reference to precise markets and content types, the technical 

solutions to the challenges they create will be useful for a much wider range of content genres and 

markets than are represented in this project. 
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1 Introduction  

The 2-IMMERSE project will develop four innovative service prototypes of multi-screen 

entertainment experiences.  Unlike existing services the content layout and compositions will be 

orchestrated across the available screens and an object based broadcasting approach will be used for 

efficient content distribution. 

This document provides the initial description of the multi-screen prototype services that the project  

2-IMMERSE will demonstrate and evaluate.  It should enable the reader to: 

¶ picture the type of services we envisage 

¶ understand why each extends the current state of the art 

¶ understand our motivation for developing them 

¶ understand the method we are using to conceive each service innovation prototype. 

 

Four service innovation prototypes will be described.  The first two, óTheatre at Homeô and óTheatre in 

Schoolsô describe compelling experiences using the performances of the Royal Shakespeare Company 

for audiences at home and in schools. The óMotoGP at homeô service prototype creates personalised 

sports related experiences using coverage of the MotoGP developed by Dorna and distributed in the 

UK by BT. The final use case takes coverage of the Emirates FA Cup (the oldest and best known 

football knockout cup in the world), for which both BT and the BBC have distribution rights, and 

develops enhanced multi-screen use cases to enhance the enjoyment of football fans watching in pubs 

and clubs across the UK. 
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2 Approach 

The service innovation prototypes are conceived using a user-centred, and market-aware process.  This 

means each service innovation prototype must have a sensible fit with both the user behaviour and the 

market economics.  It also means that each service innovation must be described in ways that 

ultimately lead to clear user requirements.  This document encapsulates much of this design process. 

The core of this deliverable is the four guide scenarios that we use to envisage the service innovation 

prototypes.  These are high level user stories that describe how named users (persona) interact with 

our service innovation prototype. These high-level user stories encapsulate a number of key features, 

described in a solution agnostic way, that are innovative.  The way these features are realised is 

worked out through workshops that focus on each smaller user story to create clear technical 

requirements. 

These use cases are also derived with a clear understanding of the market.  Markets are not 

homogenous and it is deliberate that the service innovation prototypes are developed with reference to 

particular well-defined markets. The solutions developed will probably be applicable in many adjacent 

markets but the focus is on developing compelling service innovation prototypes for well understood 

markets in which the service providers associated with this project have clear interests. The service 

providers directly associated with the project include BBC and BT. 

The BBC do not seek profit; they seek value according to their purpose.  They have six public 

purposes that include: óPromote education and learningô; óStimulate creativity and cultural 

excellenceô and Represent the UK, its nations, regions and communitiesô. These public purposes could 

be supported through the development of experiences that bring the best British theatre into peopleôs 

homes and schools, and that enhance the experience of key national sporting occasions such as the FA 

cup. 

BT is a public limited company with a vision to ñUse the power of communications for a better 

world.ò BT is a challenger in the UK Pay TV market and can benefit from well-differentiated 

appealing services that utilise the unique characteristics of its IPTV-based content distribution 

network. BT is more classically profit driven; BT invests billions in network infrastructure and in 

content rights and seeks to see return from this investment ï a return it can only expect to realise 

through the creation of relevant compelling reliable and valued experiences. 

Each service prototype is described using a guide scenario that explains how a user interacts with the 

service. This guide scenario is used as the basis for generating the user requirements and hence for 

defining the capabilities that the technical platform must support.  These technical requirements will 

be described elsewhere. 

Alongside the guide scenario, the market context and social context in which the services will be used 

are described. This provides relevant background for the development of the guide scenario and 

indication of the value of the market for which the service is being designed. 

Current services that serve the same markets and which inform and inspire the innovation proposed by 

this project are also described. 

Whilst the innovations are described with reference to precise markets and content types, the technical 

solutions to the challenges they create will be useful for a much wider range of content genres and 

markets than are represented in this project. 

 

 

 

 

 



 

D4.1 Prototype Service Descriptions 

-  Initial version 

 

© 2-IMMERSE Consortium 2016 Page 9 of (80) 

 

Watching Theatre At Home 

This service innovation prototype is called Theatre at 

Home because it offers an enhanced social experience for 

users in a domestic context to watch a live or ñas liveò 

broadcast of a theatre performance.  The user will have a second screen 

device that can access synchronized information streams directly from the 

provider of the broadcast and from the web through social media 

applications including Twitter but which can also, at times, feature audio 

and video chat with others who are watching. 

The service innovation prototype will enable a user to watch a theatre production, shot with multiple cameras, 

as either a live or an óas liveô experience. Viewers will be able to contribute to and monitor different forms of 

feedback throughout the performance, and to discuss it with others who are watching at the same time, either in 

a different room or in a different home. 

Owner: John Wyver (Illuminations)                                  Rights Originator :  Royal Shakespeare Company 

Watching Theatre At School 

This service innovation is called Theatre in School. This 

service enables pupils in schools across the country to 

watch a filmed performance of a play performed by the 

Royal Shakespeare company. Pupils are able to augment the main filmed 

presentation of a play with access to related supporting content and 

experiences to help them deepen their understanding of the play. This 

related content may include a synchronised transcript of the play, 

character summaries, short films featuring the talent in the play and even 

live communication session with the actors and other creative talent associated with the production. 

Owner: John Wyver (Illuminations)                                  Rights Originator :  Royal Shakespeare Company 

 

Watching MotoGP at Home 

This service innovation will provide a user with a personalised experiences that 

can be controlled to suit a viewerôs interests/experience with the sport.  It will 

allow video footage and telemetry data to be displayed on a mixture of a large 

TV and on smaller personal screens. The trials with consumers will take place in 

multiple sites. Research insights will be captured from device/service 

instrumentation and follow-up qualitative questionnaires and interviews with trialists. We also plan to carry out 

VIP demos that could be held both at the track and at other VIP locations (BT Centre, BBC, Cisco, etc.). 

The trial will focus on the Great Britain MotoGP race (September in 2017).  

Owner: Andy Gower (BT)                                                            Rights Originator :  Dorna Motor Sports 

Watching Football In A Pub 

This service innovation relates to an experience designed to 

suit UK city centre pubs showing sport. It will mix large 

screen viewing with opportunities to access content and interactive experiences 

that may be playful and promotional on personal screens.  We anticipate a 

system capable of supporting a diverse range of experiences centred, ultimately, 

on a single sport event but that finds a way to encourage and promote business 

within the pub through promotions and possibly competitions. 

The trial will be centred on the Emirates FA Cup Final that will be held in May 2018.  

Owner:  Martin Trimby (BT)                                                        Rights Originator :  The Football Association 
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Figure 2 Descriptions of the 4 service pilots showing project owners and rights originators 

 

This is an initial version of the document and not all prototypes will be fully described initially. 

Ultimately the document will explain: 

- why these service prototypes have been chosen 

- the context of their use, including a market perspective 

- the value they try to create for the users 

- the form of the prototype 

- the form the evaluation will take and 

The key trial dates for each of the service innovations are summarised as follows: 

 

Figure 3. Schedule for the four  service prototypes. 

 

The four use cases offer varied characteristics in order to test the extent to which it will be possible to 

specify a generic technical platform to support a range of different experiences. 

The following chart shows the diverse attributes addressed by the selected service innovation 

prototypes. It also includes an indications of the extent to which other variants, not addressed by the 

specific use case, may be addressable by the same system.  For example whilst the theatre at home use 

case focuses on theatre it would work well for opera, ballet and orchestral performances as well.  

Likewise the MotoGP at home use case may also offer capabilities that could be used in other athletic 

track based events (as well as of course, other track-based motor sports).  Likewise the solution for the 

football scenario may also offer useful component solutions for other types of sports such as striking 

and fielding games (cricket predominantly in the UK) as well as other invasion games such as 

American football, rugby, hockey, ice hockey etc. 
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Figure 4.  Chart showing the diverse attributes addressed by the selected service pilots.  
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3 Prototype Service 1 ï Watching Theatre at home 

 

Watching Theatre At Home 

This service innovation prototype is called Theatre at 

Home because it offers an enhanced social experience for users in a 

domestic context to watch a live or ñas liveò broadcast of a theatre 

performance.  The user will have a second screen device that can access 

synchronized information streams directly from the provider of the 

broadcast and from the web through social media applications including 

Twitter but which can also, at times, feature audio and video chat with others who are watching. 

The service innovation prototype will enable a user to watch a theatre production, shot with multiple cameras, 

as either a live or an óas liveô experience. Viewers will be able to contribute to and monitor different forms of 

feedback throughout the performance, and to discuss it with others who are watching at the same time, either in 

a different room or in a different home. 

Owner: John Wyver (Illuminations)                                  Rights Originator :  Royal Shakespeare Company 

 

Figure 5. Overview of the Theatre at Home service pilot. 

This guide scenario, which is written to help the reader picture this service innovation prototype 

features Bob, a 35 year old IT worker, who is friends with the married couple Dave and Sue.  Sue is 

the organiser of the group. Sue is a teacher who enjoys performing in local am-dram productions and 

going to the theatre. Dave, a pest controller, is also keen on performing and watching drama.  Helen is 

a friend of Dave and Sue, she is also a teacher.  Mike  and Jane are school friends of Sue, and they live 

across town with their young family. 

3.1 Watching Theatre at Homeï Guide Scenario 

 

 

Figure 6. An example of a living room set up for a Theatre at Home scenario  
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Bob tries to see local plays if they look interesting or get a good review in the media or from friends. 

He has been along to the cinema to see some of National Theatre Live productions.  Tonight heôs 

watching theatre at Number 7, the home of his old school friends Dave and Susan and with one or two 

other graduates of Bridge St School who will share the experience remotely from their homes in 

different parts of the UK 

Bob received the synopsis of the play a few days before tonightôs performance, and he vaguely recalls 

a discussion it on Front Row in the week.  That interview was posted as a link in the synopsis, but he 

decided not to listen to it again. 

The performance starts at 8pm so Bob arrives at Dave and Sueôs house at 7:30pm. Sue and Dave have 

a large TV in the corner of their living room and a second screen on the wall to the right. They both 

have an Android tablet and Bob has taken along his iPad.  Sue switches on the Augmented Media 

Player (AMP) under the TV and selects the theatre setting from the menu that appears on her tablet.   

The TV shows a wide shot of the Apollo Theatreôs empty stage. On the second screen   Bob, Sue and 

Dave can view (and perhaps navigate around) a 360-degree video feed from the foyer of people 

arriving and entering the theatre.    

Sue shares that she is about to watch the performance on Facebook and pretty soon Dianeôs name pops 

up in response. Dave and Sue have set up a óTheatre Boxô so that more of their old school friends can 

share their thoughts and enjoyment on the play as it unfolds. Through this tele-presence media app 

groups of people can message to the whole group or ówhisperô privately to individuals annotating (e.g. 

ólikeô) bits of the broadcast in their messages. Sue selects the video-conference mode on the óBoxô 

settings and an image of Diane appears on her tablet. Bob signs into Sueôs Box on his iPad and says hi 

to Diane.  

Sue had talked to Helen about watching tonightôs performance when they last met. She couldnôt make 

it to their house but she invited her to her virtual Box. Helen appears on the Box app and joins Sue, 

Dave, Diane and Bob. They idly chat and catch up as the theatre continues to fill. Sue is interested to 

access more information about the play and the production, and she reads this on her tablet while the 

others are chatting.  

Soon the noise in the theatre falls away as the Apolloôs house lights go down. Dave dimôs the house 

lights at number 7. The performance is about to begin. The tablet chatter of the virtual Box slows too. 

Just as the stage lights go up two more school friends Mike and Jane sign into the box from their 

home, apologizing for their last minute appearance. 

As the performance proceeds Dave decides he canôt understand the strange accents being affected by 

some of the actors and calls up the scrolling script onto his iPad to help him follow the dialogue until 

he can get used to the way they are speaking. 

Sue is really interested in the staging of tonightôs performance, and on her tablet she keeps open a 

fixed wide-shot of the stage, so that from time to time she can compare this with the screen directorôs 

live mix of the production which includes frequent close-ups and tracking shots. 

There are moments in the performance when Bobôs attention is not captivated by whatôs on stage, but 

he is curious about the virtual audience and so he accesses on his tablet a graphic that shows him how 

many others are watching. Also on his tablet is a slider that allows him from moment to moment to 

rate the production from 1 (dreadful) to 10 (marvellous). His slider is set somewhere around the 4 

mark, but he sees that the aggregated score from the rest of the audience is above 7, so he decides that 

perhaps he is missing something and he focuses again on the actors. By the end of the first half the 

aggregated score has crept above 8, and this cues appropriately enthusiastic and noisy applause from 

the speaker on his tablet. Which is something of a contrast with a play last month when the rating at 

this point was below 3 and he heard an occasional ñbooò in the tepid clapping. 
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At the interval Sue switches the virtual Box from message only to message and video and throws the 

mosaic of video images to the TV so the friends can see each other. By the end of the first half Dave 

had become attuned to the accents and dispensed with the scrolling script and was now using his tablet 

to browse the programme.  The others also look through programme and chat to each other (counting 

the total number of episodes of Casualty in which the cast has appeared) and guessing what will 

happen in the second half. As they do so Helen sends a link to Bob. The link is for tickets to a 

production of the play they are watching that will be performed at their local theatre next spring. On 

the second monitor in the room the 360-degree live video shows people queueing for the white wine, 

which prompts Dave to open another bottle of Sauvignon. 

Once again the theatre chatter from the second screen on the wall falls away and the house lights go 

down. The stage view replaces the video chat on the TV and the distributed group settles down in their 

virtual box for the second half. Towards the end of the third act there is an amazing moment in the 

performance when two actors deliver stirring a scene at the peak of their craft. The theatre audience 

rise from their seats in a standing ovation. The friends remain seated but the aggregated rating has 

topped 9, prompting a spontaneous burst of applause from the system. They share the moment with the 

theatre audience, and with the audio channel, by clapping from their sofas in recognition that they 

have witnessed and shared something extraordinary. They share a second standing ovation at the end 

of the performance and return to video chat before the group disperses until the next time. Playing out 

on the main monitor is the 360-degree video feed as the audience at the Apollo collect their coats and 

head off into the night. 

3.2 Watching Theatre at Home- Market context 

óTheatreô forms an important component of the European creative industries.  The creative industries 

as a whole (which is quite broadly defined but depends strongly on the creativity and talent pool that 

theatre develops) forms a dynamic sector valued at about  ú200 billion across the EU-27 in 2011. It 

has enjoyed an effective CAGR of 2% since 2001. The Creative Industries have embraced ICT to 

develop new business models to enhance revenue and drive awareness of their brands.  In doing so 

they generate 4.4% of the European GDP, 6.8% of value added (as a percentage of GDP) in 2011, and 

representing 3.8% of the European workforce. 

The latest figures from the United Kingdom show that employment in the creative industries grew by 

6.0% between 2011 and 2012, representing 8.0% of overall employment and 5.2% of Gross Value 

Added. In the EU as a whole, the creative industries account for 3.0 % of total employment (2008) and 

3.3 % of GDP (2006). 

Content and Creative Industries, while locally, or regionally, and/or nationally implemented or even 

governed, are moving to a worldwide framework, thanks to the digitalization of the value chain, from 

creation through distribution to consumption. This is evident in theatre where performances increase 

their reach not simply by longer runs, or a bigger theatre but by broadcasting live performances to 

cinemas and by relocating performances from the UK to other global locations. To succeed in the 

global game a recognised brand is essential.  Historically the challenge was to create a national brand 

recognition that often conflated the production with the theatre venue.  Thus The National Theatre was 

understood to be both a complex of brutalist concrete architecture on the South Bank and a type of 

theatre often promoting more modern productions. But the óNational Theatreô as a brand does not 

translate well to say France, or the US where they may well have their own National Theatre. 

Broadcasting performances is an opportunity to build the brand and so aid in the successful export of 

UK and European theatre across the world. 

The dominant market model for theatre remains live performance.  The distribution of filmed theatre is 

a growing phenomenon with significant export potential and with an inbuilt potential to sell European 

culture and to encourage tourism. There is a limit to the number of credible brands that can create 

saleable content and a limit to the number of productions that can be proffered each year. The 

maximum box office revenue realised to date (for a single production) is about £2M for a production 
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of Hamlet from the Barbican Theatre with Benedict Cumberbatch (though revenues of a few hundred 

thousand pounds is more normal).  Given that production costs are typically £300-400 and that only 

about 40% of the box office takings are returned to the theatre producers filming live theatre is not 

(usually) that profitable.  However, it does serve the wider purpose of theatre brands, developing both 

awareness and an archival record of the theatreôs output. 

 

 

Figure 7. Value chain for the extended distribution of theatre productions. 

 

If we estimate that the market could stand one significant production per week the UK market size 

(measured as box office revenue, which will be global) is estimated to be about £20-30M in 2016. 

Growth could be achieved through greater reach in countries outside the EU; this will come if attempts 

to enhance the perception of key theatre brands are successful ï so far the most successful route is to 

use genuine A-list stars like Benedict Cumberbatch and Kenneth Branagh to promote the production. 

Revenues from the sale of rights to broadcast live theatre on television are small (estimated to be much 

less than £1M per annum in the UK) ï but this is a market that could be developed if the experience of 

watching theatre at home could be made attractive enough. Also the revenue is incremental against a 

sunk production cost and could help sustain the business model of filming live productions whilst also 

building brand recognition. 

3.3 Watching Theatre at Home- Existing services 

3.3.1 Early television and theatre 

Precursors of this service can be understood as beginning with the first live television broadcasts from 

theatres that began as early as 1938. Writing in The Listener about a live broadcast from Londonôs 

West End in January 1939, Grace Wyndham Goldie recorded,  

I sat in my own sitting room the other night and watched Twelfth Night being performed on 

the stage of the Phoenix Theatre. And the miracle of television came home to me afresh. There 

was the actual feeling of being in a theatreé Now this is a great thing. Partly because it is 

tremendous fun to get the effect of having a night out, an evening in the stalls. Partly because 
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it gives a curiously valuable sense of shared enjoyment, of being part of an audience and not 

an individual. 

Just over 75 years on, Theatre at Home aspires to realize the vision of ñthe actual feeling of being in 

a theatreò in terms that are appropriate to the twenty-first century. 

3.3.2 Theatre and television in the 40ôs and 50ôs 

There were frequent live and recorded broadcasts from theatres during the 1940s and ó50s, often with 

introductions by critics and others, but such presentations were much rarer from the 1960s onwards as 

original television drama increasingly dominated the schedules. There have been only occasional 

theatre broadcasts on television since the millennium, including of Richard II in 2003 and Measure for 

Measure in 2004 from Shakespeareôs Globe. On each occasion, a red-button interactive channel 

offering complementary commentary and information throughout the broadcast. Recently, however, 

recognizing the success of live cinema screening of theatre broadcast television has demonstrated a 

renewed interest in the form with ñas liveò presentations on BBC Four of Antigone from the Barbican 

and Gypsy from the Savoy Theatre. 

3.3.3 Early cinema broadcasts of theatre 

Cinema broadcasts of theatre plays were envisaged by John Logie Baird and other pioneers of early 

television, but it was only in 1964 that a full-scale production was presented in this way with the 

ñElectronovisionò presentation of Richard Burton in Hamlet. Regular cinema screenings of theatre 

shows, however, began in 2007 with the inauguration of the NT Live series from the National Theatre, 

followed by live and ñas liveò presentations of productions by the Royal Shakespeare Company, the 

Old Vic and other companies. These cinema screenings often include hosted introductions with 

contextual information and they may be accompanied by downloadable app-based digital programmes. 

They invariably prompt considerable social media activity, especially on Twitter in the interval and 

after the broadcast has finished. 

Services already exist that offer some aspects of the guide scenario. They include television and online 

presentations of theatre performances and live and as-live screenings of theatre in cinemas. Watching 

Theatre at Home is intended to enhance the television and online presentations with mediated 

versions of the social activities associated with cinema screenings. 

Television broadcasts of theatre are currently only occasionally offered in Britain by BBC Four and 

Sky Arts. But BBC Television is committed to extending these broadcasts, both on its terrestrial 

channels BBC Two and Four and also online via BBC Arts Online and with support from the recently 

established Arts Council England initiative The Space. Theatre performances continue to be a 

significant component in the Sky Arts schedules and in the channelôs associated on-demand library. 

A broadcast screening of a theatre performance may attract up to 1 million viewers on BBC Two and 

c. 300,000 viewers on BBC Four. The number of viewers on Sky Arts and online are significantly 

smaller. 

Other online offerings include sporadic scheduled presentations via YouTube and other video sharing 

services from venues such as the Hampstead Theatre and from companies like Cheek by Jowl, and 

also on-demand streams from dedicated services including Digital Theatre and Globe Player. These 

dedicated services at present attract only modest audiences but they are seen by funders and other 

stakeholders, including Arts Council England, as key elements to increase significantly access to 

cultural events in geographical terms and in broadening the types of audiences who can be engaged. 
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Figure 8. Screenshot from Digital Theatreôs on-line access to theatre productions. 

 

 

 

Figure 9. Screenshot from Globe Playerôs on-line access to theatre productions. 

As media consumption fragments and the attention of viewers and users becomes ever harder for 

individual services to attract and keep, broadcasters and other service providers are increasingly 

looking to ñeventò-type programming to attract audiences. Such programming includes sports events 

as well as high-profile live entertainment shows such as The X-Factor and Strictly Come Dancing with 

interactive elements and extensive associated social media activity. In the USA both NBC (with The 

Sound of Music Live! as well as others) and more recently FOX TV (with Grease Live!) have looked 

to live musical performances of theatre shows to bring audiences to the channel at a specific moment 

and to encourage social media alongside these productions. 
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Figure 10. FOX TVôs on-line live access to a production of Grease. 

 Key to the success of the ñevent cinemaò presentations are the social aspects of the experience ï 

viewing a performance in the presence of others, meeting friends, participating in a special occasion. 

Watching Theatre at Home intends to translate these fundamental social aspects to a domestic 

setting while retaining the sense of communality and connectivity. 

Although the prototype will be focused on an enhanced experience of a play it is important to 

recognize that the principles and the technology will be applicable to broadcasts of other performance 

events including opera and ballet, popular and classical concerts, as well as other recorded media such 

as feature films. 

3.4 Watching Theatre at Home- Prototype service description 

In her home the user watches online a theatre production, shot with multiple cameras, that is either 

being broadcast live or is accessed as an ñas liveò recording at a particular moment. The production is 

being shown as a linear HD feed on the main screen in the room accompanied by a synchronised 5.1 

audio track. She is viewing the production simultaneously with other people who are watching in other 

spaces, perhaps in another room in the house or perhaps on the other side of the world.  

The user has a second screen device that can access synchronized information streams directly from 

the provider of the broadcast and from the web through social media applications including Twitter 

but which can also, at times, feature audio and video chat with others who are watching. These other 

viewers may have come together in a pre-arranged group or they may be invited to participate in these 

exchanges on the basis of a profile that they have previously made available to other viewers. 

The main and second screens offer four different forms of experience: 

1. Context: the user is offered access to information about the production in the form of text, images, 

audio and video. This information includes material that might be found in theatre programme, 

including the list of cast and creatives together with information about what they have appeared in or 
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contributed to previously, as well as short audio and video elements as well as text essays about 

aspects of the production and the play, the historical background or influences on the team that created 

it. 

In the initial configuration it is not envisaged that elements of the second screen media streams are 

overlaid on the production broadcast, but this may be an option that it is implemented at a later point. 

2. Channels: before and after the show, and also during the interval, the user can access a live (and 

potentially interactive) 360-degree video feed from the foyer of the theatre; and then during the 

broadcast of the theatre show itself the user can access either on the main screen or on the second 

screen device three synchronised streams; one of these is video of a fixed-camera wide shot (which 

can appear either on the main screen or the second screen device) and the full audio mix, and the other 

two offer optional subtitles on the main screen and audio description overlaid on the audio mix. 

3. Crowd: on the second screen a graphical representation can be accessed showing how many other 

people are watching the theatre show at the same moment and also, if permission by others has been 

granted, whether any of these are in the userôs contacts and/or Twitter feed. The user can also offer 

feedback in the form of a 1 to 10 rating at appropriate moments during the show as a scene is drawing 

to a close or the end of a part, and this feedback is aggregated and expressed automatically in 

numerical and graphical form and also as supplementary audio of applause. 

4. Chatter: the combination of the main and second screens offers real-time interaction with others, 

primarily before the show begins, during the interval and afterwards. This main interaction is via video 

chat but audio-only exchanges are also available. The user can organise in advance who will be part of 

their group ï who, in a sense, will be in their virtual ñboxò, but she can also invite others who are 

known to be watching and seek to make contact with other audience members for such chats. 

Initial analysis of the guide scenario yields a number of user stories for both the theatre producer and 

the person watching theatre at home.  This is a developing list which is being used to define the 

technical requirements of the platform.  According to the plan, the Watching Theatre at Home Use 

Case is the first to be trialled in 2-IMMERSE.  For this reason this list of user stories is more 

developed than for the other use cases. 

As a user at home As a producer 

HT001 

Before the live performance of play on TV I want to 

use Facebook and Twitter to make it clear to my 

friends and others online that I will be watching the 

play at home later, so that I can later invite some of 

them to watch the play with me. 

HT101 

Before the performance I want to be able to alert 

users of the system about this new production, its 

casting and its distinctive features, so as to be able 

to attract users. 

HT002 

Before the live performance I want to learn from 

Facebook and Twitter who else is planning to watch 

so that I can choose who to invite to watch with me. 

  

HT003 

Before the live performance I want to be able invite 

to people to watch with me so as to share the 

experience of watching the performance with my 

friends or others. 

HT102 

Before the performance I want to be able to send 

personalised invitations to those who have used the 

system before to encourage them to participate in 

this new experience. This is so that I can maximise 

the number of users and revenue. 

HT004 

Before the live performance I want to be able to 

receive invitations to watch with others, and to 

accept or decline these, so that I can control with 
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whom I will be watching the performance.  

HT005 

Before the performance I want to be able to use my 

credit card or Paypal to purchase access to the 

production and its enhanced features, so as to be 

able to participate in the experience. 

HT103 

Before the performance I want to be able to 

process payments via credit cards and Paypal so as 

to develop a revenue stream for the production. 

HT005 

Before, during and after the performance I want to 

see and be seen, hear and be heard, by others within 

the group who I have chosen, and to be able to 

exchange private and group text messages within 

this group, so that we can enjoy each otherôs 

company with the performance as a focus, and to 

exchange ideas and reactions prompted by the play. 

 

HT006 

Before, during and after the performance I want to 

be able to access relevant text, image, audio and 

video resources about the play, the production, the 

cast and crew, made available by the producer so 

that my experience and appreciation of the 

broadcast can be enriched and made more 

compelling. 

HT104 

Before, during and after the performance I want to 

be able to provide relevant text, image, audio and 

video resources about the play and 

production before, during and after the broadcast. 

This is both to provide a rich, compelling 

experience for the home user and to add value so 

as to differentiate my media offering from those of 

competitors. 

 

As a user at home As a producer 

HT007 

Before the performance I want to be able to access 

live and interactive 360-degree video and audio from 

the foyer of the theatre, so as to feel that I am part of 

the communal experience of watching the play with 

a physical audience. 

HT105 

Before the performance I want to make available a 

360 live video feed from the foyer of the theatre so 

that a home user can access content that mirrors 

the experience of arriving at a theatre and 

enhances the anticipation and sense of event 

enjoyed by those attending a physical theatre. 

HT008 

Before the performance, or at any point during it, I 

want to be able to personalize my access to the 

resources available to me (in, for example, HT006, 

HT016 and HT020) in order to set their address to 

Introductory, Informed or Expert. This is so that I 

can receive materials that will best enhance my 

experience and understanding of the production. 

HT106 

Before the performance, or at any point during it, I 

want to be able to facilitate personalized access to 

the resources that I am making available (in, for 

example, HT006, HT016 and HT020) so that I can 

offer materials that will best enhance my userôs 

experience and understanding of the production.  

HT009 

During the broadcast I want to be able to view the 

various media streams as below on both the main 

screen in the room and on one or more second-

screen devices, and to be able easily to switch these, 

so as to achieve control over the viewing experience. 

HT107 

During the broadcast I want to be able to produce, 

and control the available options for displaying the 

theatre play within the home so that I can provide 

the most satisfying communal simulation of 

theatre-going for the user ï and in this way attract 

her to revisit the experience in the future. 

HT010 

During the broadcast I want to be able to see a 

HT108 

During and after the broadcast I want to be able to 
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graphical display of how many other home viewers 

are watching at any moment during the broadcast, 

so that I can appreciate and enjoy being part of a 

simultaneous communal experience.  

 

access detailed analytics about those who are 

watching, where, on what devices and for how 

long, so that I can understand the behaviour of the 

users and ï potentially ï refine future offerings to 

make them more attractive. 

HT011 

During the broadcast I want to be able to rate on a 

scale of 1 to 10 my current assessment of the 

production, so that I can express my developing 

responses and feel that I am contributing to a 

communal assessment. 

 

HT012 

During the broadcast I want to be able to see 

an aggregated total of the ratings of all those who 

are watching simultaneously, so as to monitor and 

assess the responses of the audience and to measure 

my own responses against the broader view. 

 

HT013 

During the broadcast I want to be able to choose to 

view either the broadcast mix coverage of the 

production being created by the screen director or to 

view a static wide shot of the stage or both. This 

choice will allow me to experience the broadcast in 

a ñpurerò, less mediated or narrativised form.  

HT109 

During the broadcast I want to be able to offer the 

full mix as created by the screen director and a 

static wide-shot of the whole stage, so as to allow 

users to toggle between these and so achieve a 

more inclusive understanding of the production. 

As a user at home As a producer 

HT014 

During the broadcast I want to be able to view 

synchronised sub-titles for the production, either on 

a second-screen device or overlaid on the main 

performance feed. If I am hard-of-hearing I want to 

do this to enjoy the broadcast fully; and if my 

hearing is good I may want to do this if I find the 

language of the playwright (e.g.. Shakespeare) 

unfamiliar and a bar to achieving a satisfying 

understanding. 

HT110 

During the broadcast I want to be able to offer 

synchronised sub-titles so as to enhance the 

experience for the user. 

HT015 

During the broadcast if I have restricted sight I want 

to be able to access synchronised audio description 

for the production, so as to understand and 

appreciate fully what is being shown. 

HT111 

During the broadcast I want to be able to offer 

audio description so as to enhance the experience 

for the user. 

HT016 

During the broadcast I want to be able to 

access synchronised information and commentary in 

the form of image and text created by the producer, 

so that these elements can enhance my viewing 

experience, deepening my engagement and 

understanding. 

HT112 

During the broadcast I want to be able to offer 

synchronised information and commentary 

(created in a cost-effective manner before the 

production) so as to enhance the experience for the 

user. 

HT017 

During the performance I want to be able to use 
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Twitter from my second-screen device so as to 

contribute to an unfolding discussion of the 

production and to view similar contributions by 

others. This is so that I can feel engaged in an active 

and developing discussion, which may be light-

hearted or serious, of the production. 

HT018 

During the performance I want to be able to access 

synchronised subtitles (cf HT013) and/or 

synchronized text commentary (cf HT015) and/or 

comments via Twitter (cf HT017) on either my 

second-screen device or as overlays on the main 

screen or as elements on the main screen with the 

main image inset so that my viewing experience can 

be as flexible and as responsive as possible. 

 

HT019 

At scheduled moments during the performance 

(such as towards the ends of scenes) I want to be able 

to express my approval of the production and have 

that approval aggregated with that of others who are 

watching and displayed as audio (such as applause) 

or in a visual form. This is so that I can feel I am 

participating in the full social and communal 

experience of experiencing a play. 

HT113 

At scheduled moments during the performance I 

want to be able to feedback the approval expressed 

via HT019 to the performers, either in an audio or 

visual form, so as to provide them with an 

understanding of those who are watching and their 

appreciation of the show. 

 

As a user at home As a producer 

HT020 

During and after the broadcast I want to be able to 

contribute text comments about the production, so 

that I can share my knowledge and responses, and I 

want these comments - after moderation by the 

producer ï to be preserved in a layered structure 

that be accessed synchronously with the ñas liveò 

video on demand offering of the production. 

HT114 

During and after the broadcast I want to be able to 

moderate the text comments about the production, 

so that I can control these comments and create a 

lasting version that can continue to be enhanced. 

HT021 

At any point after the live broadcast I want to be 

able to access an ñas liveò recording of the broadcast 

with the functionality of many of the URs already 

specified. This will allow me ï if I have missed the 

live broadcast - to recreate many of its elements at a 

time that is convenient to me. 

HT115 

At any point after the live broadcast I want to be 

able to provide to users an ñas liveò recording of 

the broadcast with the functionality of many of the 

URs already specified. This will allow me to 

further maximize the number of users and the 

revenue for the production. 

HT020 

After the broadcast I want to be able to offer 

feedback to the producer about any and all aspects 

of the production, and to know that feedback has 

been communicated, so that I can feel I have an 

involvement in the shared experience of the 

production. 

HT116 

After the broadcast I want to be able to receive 

feedback from users about any and all aspects of 

the production, to acknowledge their comments, 

and to communicate individually and collectively 

with them both about this production and those in 

the future.. 

 

Table 1. Potential use cases for a Theatre at Home service pilot.  
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Theatre at Home, as its names suggests, is offered to users in a domestic setting. 

The users are envisaged as a broad cross-section of the general public with an interest in theatre with 

general tablet and social media literacy. They will experience the service in a room equipped with one 

or more large-screen monitors and multiple tablets or other hand-held second-screen devices. 

3.5 Watching Theatre at Home - Frequency 

The service is envisaged as offering a live broadcast on a regular basis, perhaps once a month, but also 

importantly as being available as an on-demand service to which other users can be invited to schedule 

a collective viewing. 

3.6 Watching Theatre at Home ï Social context 

The context for the experience is expected to be a time at which the user has dedicated a significant 

period of time, lasting perhaps two to three hours continuously. The user will either fit in with a 

schedule determined by the producer or broadcaster, or will schedule an ñon demandò presentation 

that may coincide with the interest and availability of others who may be known to the user or may 

simply have expressed an interest in watching the presentation with others. 

The broadcast may be watched by an individual who is alone in a room or by a small group who are 

physically together. It is expected that during the presentation of the theatre show itself, focused 

attention is being given to the main screen, with the second screens offering limited and subsidiary 

elements. The full range of second screen elements, including audio and video contact with other 

remote users will be available only before and after the main show, and during any intervals. 

3.7 Watching Theatre at Home - Evaluation plan 

The first trial(s) of the Watching Theatre at Home prototype are not tied to specific dates or events 

but can be scheduled by 2-IMMERSE as is appropriate. We expect to work with pre-existing content 

which means that we can have flexibility with scheduling, but it is currently envisaged that the first 

trial(s) will take place in Autumn 2016.  The precise date depends upon the availability of a suitably 

capable technical platform.  The plans for building the platform are being developed in parallel with 

these service innovation ideas.  Current plans are for evaluation results to be available in January 

2017. 

The initial trials are expected to involve users in 10-12 domestic locations, with some participants 

watching as individuals and others gathered in small groups. We expect these users to participate by 

viewing and interacting with a full presentation of a complete production across two to three hours. In 

addition to testing and evaluating the technical operation of the platform and its components, we 

intend to work with the participants to evaluate the social and aesthetic aspects of the experience.  

This evaluation process will include observation of the participants during the experience, monitoring 

and analysis of user behaviour as captured by the system, personal interviews immediately after the 

experience finishes and also the completion of questionnaires intended to detail the advantages and 

added values of the system as well as its limitations and problems. Time and resources permitting, we 

intend to use this detailed evaluation to contribute to an iterative development process that can 

facilitate later trials, as well as informing the prototype development for the other 2-immerse use 

cases. 

 



 

D4.1 Prototype Service Descriptions -  Initial version 

 

Page 24 of (80)  © 2-IMMERSE Consortium 2016 

 

4 Prototype Service 2 ï Theatre in School 

 

Watching Theatre At School 

This service innovation is called Watching Theatre in 

School. This service enables pupils in schools across the country to watch 

a filmed performance of a play in a production by the Royal Shakespeare 

Company. Pupils are able to augment the main filmed presentation of a 

play with access to related supporting content and experiences to help 

them deepen their understanding of the play. This related content may 

include a synchronised transcript of the play, character summaries, short films featuring the talent in the play 

and even live communication session with the actors and other creative talent associated with the production. 

Owner: John Wyver (Illuminations)                                  Rights Originator :  Royal Shakespeare Company 

 

Figure 11. Overview of Theatre at School service pilot. 

 

In the following guide scenario which is written to help the reader picture the service innovation 

prototype we introduce Samra.  Samra is 17 and lives in Dalkeith just south of Edinburgh.  Samra is 

studying English, Drama and History at A level and attends her local High School. Samra hopes to 

study Drama at college and dreams of performing in the West End. 

4.1 Watching Theatre In School ï Guide Scenario 

 
 

Figure 12. An example of a classroom set up for a Theatre at School scenario  

 

Samra is looking forward to school this morning. Her Aô level class is going to see David Oyelowo in 

the Royal Shakespeare Companyôs new production of Hamlet, except they donôt have to go from 

Edinburgh to Stratford, because the live cinema broadcast that was shown in cinemas two nights ago 
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is being screened online at school. The free stream is going out to more than 400 schools around the 

country, including a school in Exeter that Samraôs class visited last year, where there is a class that is 

also studying Hamlet.  

 

In the half-hour before the broadcast itself starts, Samraôs teacher and her counterpart in Exeter lead 

an introductory chat about the play and the production in a Google+ Hangout for both classes. On the 

main screen in her classroom Samra can see a mix of graphics with information about the play and 

shots of the audience settling down in the theatre. But via her tablet, Samra is contributing, by typing, 

to the discussion being shaped by the two teachers. Ten minutes beforehand she chooses a video 

stream on her tablet so that she can listen to an introduction from the productionôs director, although 

she is also tempted by a parallel stream that her friend Cathy is watching with David Oyelowo talking 

about the role of the Prince. She saves a link that will let her watch this later.  

 

As the play begins on the main screen, her tablet offers both a text commentary on the play that 

unfolds in sync, as well as a text chat box for just her class and the one in Exeter. From time to time 

Samra uses this to ask a question of both teachers. Come the interval, almost everyone goes back into 

the hang-out, although Cathy chooses a separate channel to talk with a Professor Stanley Wells from 

the Shakespeare Birthplace Trust. Professor Wells has been watching as well, and he has come online 

as arranged to talk with a small group (the hangout is restricted to 12) about his sense of the 

production. This exchange and a dozen others with experts are recorded and again available on 

demand as soon as the performance is finished.  

 

Samra hopes to study Drama at Bristol and sheôs very interested in how a stage manager runs a 

production. For part of the second half she accesses through her tablet, as an overlaid audio stream, 

the cues to the lighting and sound departments and to the cast that the Stratford stage manager gave 

as the show unfolded. She keeps an eye on the text commentary and the chat as well, although she 

finds she is drawn into the plight of the Prince and simply wants to concentrate on the amazing 

performances. As the cast come on for the curtain call the shared video channel flicks back on and her 

friends share their pleasure and applause with the class in Exeter. In addition to talking with the class 

where she is sitting and the one in Exeter, Samra can now try to go back to the seminar group with 

Professor Wells or she can listen to the productionôs director responding to questions submitted via 

text chat. Three or four of the cast are sitting in the Green Room in Stratford, and thereôs a hangout 

with them too. If sheôs not careful sheôll miss the last sitting for lunch, but at least she knows she can 

log in to recordings of all of these when she gets home tonight. 

4.2 Watching Theatre in School - Market context 

The market context here is less of a commercial concern and more about the ability of the service to 

further the aims and purpose of the provider.  In this instance we are developing a relationship to work 

with the Royal Shakespeare Company (RSC).  The RSC is dedicated ñto making the finest theatre 

productions of Shakespeare's plays, as well as other plays written when Shakespeare was alive or 

soon after and plays being written right now.ò Complementing this aim is the concern to develop 

audiences of all kinds, of all ages and in all contexts for Shakespeare, including in the classroom and 

other educational contexts: ñWe encourage everyone to enjoy a lifelong relationship with Shakespeare 

and live theatre. We reach 530,000 children and young people annually through our education work, 

transforming their experiences in the classroom, in performance and online.ò 

As a consequence, the RSC has a strong and committed interest in creating engaging and compelling 

experiences that help young people discover and enjoy Shakespeare.  To do that in school time 

necessitates also serving the goals of a fairly tightly prescribed curriculum.  The RSC works closely 

with schools to achieve this; broadcasting plays ñas-liveò into schools is part of that outreach and if 

multi-screens can help to personalise and improve that experience for schools and pupils the RSC will 
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be pleased to explore such options in detail, developing pilots into their ongoing activities if the 

additional value derived is commensurate with any additional effort. 

Along with the National Theatre, the RSC is a market leader in the provision of theatre-based 

educational services, and demonstrated success with this project would be watched with great interest 

by other performing arts organisations in Britain and internationally. We believe that services 

developed as part of this prototype could be emulated by the education departments of other theatre 

companies as well as those working with dance, opera, musical theatre and other performing arts. 

4.2 Watching Theatre in School - Existing services 

4.2.1 Schools television 

Television broadcasts to schools in Britain, following a pattern established by radio in the post-war 

decades, began in the late 1950s. Both the BBC and ITV made programmes especially for screening in 

the classroom, and in the early 1960s these included abridgements of a number of classic theatre plays 

including the Greek drama Philoctetes, Shakespeareôs Romeo and Juliet and Hamlet, and John 

Ardenôs anti-imperialist parable Sergeant Musgraveôs Dance. These broadcasts were often 

complemented by introductory discussions and by printed teachers notes made available by the 

broadcasters. 

Dedicated broadcasts for schools, including of theatre plays, continued through the 1970s and 1980s, 

although they were increasingly confined to the early morning periods as broadcasters expanded their 

mainstream offerings through the day. They declined from the late 1980s onwards, to be replaced in 

part by the use of first VHS recordings of classic plays and then later by DVDs and, more recently, 

online access to recordings. 

4.2.2 Use of off-air recordings in schools 

In Britain the 1988 Copyright, Designs and Patents Act included a provision to permit schools and 

other educational establishments to record broadcast programmes off-air and use the recordings in 

formal lessons. Many schools took advantage of this provision, including videotaping theatre plays for 

use in literature, drama, history and other lessons. 

This provision was later extended by the ERA Licensing Scheme which permits staff at educational 

establishments to copy, access and use, for non-commercial educational purposes, broadcast output of 

ERAôs members. Working within the provisions of the ERA License the non-commercial organisation 

Learning on Screen, as well as a number of commercial providers, facilitate online access to broadcast 

programmes from 1988. A number of recordings of theatre plays are included in this framework and 

are used for teaching by a range of schools and other educational institutions. 
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4.2.3 Current dedicated services for Watching Theatre in School 

 

Figure 13. Screenshot from the Drama Online service 

The online schools service Drama Online, available via subscription from Bloomsbury, Methuen and 

Faber & Faber, offers elements of the envisaged service, with a limited range of video elements at 

present, with little integration of video with text and no effective annotation tools. 

The Drama Online video library [1] offers subscription-based access to recordings of productions from 

Shakespeareôs Globe and the Stage to Screen project as well as individual productions such as the 

Manchester Royal Exchange staging of Hamlet with Maxine Peake. But Drama Online remains at 

heart a text-based service containing 1200 plays together with stills from the V&A and The American 

Shakespeare Center. 

 

 

Figure 14. Screenshot from the National Theatreôs school streaming service. 


