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Abstract

Open public spaces are becoming more and more ¢kaesy for the
implantation of digital interactive technologieshrdugh a short and selective
examination of specific paradigms of media incogbion in open public space
and reference to issues such as the inclusion ohthee, the insertion of
duration or the incorporation of interactivity ihet design procedure, a basic
analysis for the project presented is offered. pilugect refers to the creation of
an augmented scenario wherstaryis told. Urban spaces or historic sites can
host transparent media that interact with theiitais, wearing activators, upon
demand and configure an expanded, intelligent,renment, where different
temporalities, as well as realities, are fusedthsd the subject can interact, by
means of construction of non-linear events, noy aith the factual present but
also with a narration that takes place at the ainpast.
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Theoretical context

Public space has always functioned as a represmntaf the society that
produced it. In other words, it always reflectesl prrinciples, its possibilities
and its structure. Nevertheless, there is a reaimertia in reference to the
changes that occur to society and their reflediopublic space as materiality
has always been slow and gradual in adapting tocoeditions and requisites.
The city has been traditionally characterised e dichotomy between static
structures and mobile subjects, but this is a daing referent to the analogical
era. Digital technologies have provoked a signifitcaumber of alterations in
traditional conceptions, marking a true revolutiormany aspects of every day
life. This revolution has been up to now, only frantarily reflected in public
space but there is an escalating tendency to idggtal technologies in open,
urban public spaces and this is gradually becoramgveryday experience.



These digital technologies can give way to new iaybpatialities that question
the conventional dipoles and offer novel means ndéraction between the
subject and its environment and at the same tinengrthe subjects themselves
as they function as an additional intermediary.

The contemporary interplay between digital media aablic space can be
better understood in the framework of a long chlogical trajectory that
articulates the subject’'s relation with the pubdipace through the use of
specific media platforms. Former platforms wereudtired upon former
technologies, less complicated and effective thagtall ones but equally
impressive and powerful for the specific momenttime and the society in
which they were developed. From the Baudelefianeur and the Simmel’s
blaséindividual to the Neil Leach’svallpaperperson and from the Benjamin’s
passagego themallification (Boyer 1996: 153-160) and thlkematizationof
the public space there are important intermediagses that have questioned
and progressively altered the subject’s relatiothilne urban public space. In
each of these phases, technology and society’suttmo$ and changes were
mirrored in the structure and function of publiase.

Two of those moments, worth to be mentioned inpifesent context as they not
only appear mostly relevant in a theoretical lebett at the same time reveal
how a specific technology can be used through ewtidifferent paths and
goals and result in completely different but yetyvsimilar, in various ways,
results. On one hand, the situationist psychog@igalecture of the city,
which inserts the dérive, the deétournement, but tmiogportantly the
construction of situations and the activation ebastantly playful behaviour of
the subject and, on the other hand, the Disneyeorttl which present several
similarities but is also clearly distinct as it aegtes the organizers from those
who are organized, following and maybe even gemgrathe rules of the
spectacle society, to which the situationists weke directly opposed.
Nevertheless, these are two specific visions ofnied to rethink the outdoor
social interaction, especially in relation to thel@visual technologies and the
fabrication of events. In the case of the situasisneveryday life is reinvented
and the public space is animated with the constmicdf situations which
disrupt the ordinary and normal in order to jolopke out of their customary
ways of thinking and acting. The urban flow of aatsl encounters (dérive), the
rerouting of events and images (détournment) teertion of games that the
subject invents in order to relate to the publiacg are some of the
experimental techniques used to emphasize thearedhip between events, the
environment and its participant (Debord 1996: 8)e Disneyland example
with the construction of a parallel world, which asfabrication of a secure,
sterilised, fairylike and controlled reality, doest operate upon the public
space but offers a reflection, a mirror image o&indppears as public, although



obviously it is a kind of public life that you have pay for (Moore 1978: 115-
140). Disney creates through extraction, redactioth recombination, this fairy
world and prepares it as a consumption packagisfguests, allowing them to
consume most of all symbolic images through thetwe of a convention;
everything has to be reassuringly real and thetgues/e to be willing to play
along. The centrality of the guest is crucial foe Disney experience, the guest
appears as a spectator and a protagonist at the tham of a well organized
show where details are carefully designed in otdgresent a reassuring, non-
stop spectacle. There is of course a tremendousglpeen the situationists
and the Disney procedures, which is mostly focusedhe fact that Disney
offers as a preorganized and prepackaged produtiet@onsumed by the
passive customer what the situationists undersdartie result of the activation
of the subject and its proactive and playful bebawi In both cases the urban
space is the background, although it is a makebelspace in the case of
Disneyland, and the animation of the public lifeotiigh leisure activities is the
objective, although it is not quite public in thase of Disneyland. These two
lectures of how public space can be animated anblicpdife can be
reinvigorated in the leisure and spectacle socieym a kind of dipole very
present in all sorts of current interventions iblpuspace.

The possibility of having, intertwined to physicgace, technologies that are
progressively becoming more and more interactives ladso marked a
significant change and a new type of emerging pufiiaces. In the last two
decades, the Tower of Winds (Toyo Ito, 1986), thatéW Pavilion (the
saltH20expo designed by Kas Oosterhuis and th&éH20expo designed by
Lars Spuybroek, 1998), the Blur Building, a medavikon (Diller+Scofidio,
2002), the Serpentine Pavilion (Rem Koolhaas, 200&) only few examples of
interactive cutting edge technology which evolvapidly, allowing gradually
the insertion of a new aspect, the story tellitng, marration. This is a critical
issue for the new mixed environments where diggahnologies are fused with
the conventional material architecture in order piwduce multi-levelled
human-computer interaction platforms. The narratiseone of our most
important means of comprehension, the embodimeculbiire, education and
communication. Digital technologies can provide ssgrenabled, people
driven, media-augmented interactive indoors or ooitsl spaces that convey
information as three dimensional, audiovisual, is®rThe design process is
altered, this unexpected unfolding of possibilitiesake necessary the
collaboration of an interdisciplinary team of atelsts, engineers, artists and
story-tellers. The digital technologies interweavied the urban space and
almost invisible to the naked eye when neededcozate a web of event points
so that a story can be told, a story that depenlds an the way the visitor
interacts with the environment. Narrative, onehaf tldest human activities can



be understood as a design tool for interactiveallaions (Cooper 2007: 110).
To achieve a high-level embedding of computationtglligence into the built
environment it is important to consider the obviguplications for the material
features of the environment, incorporating an anase of cultural-historical
context, accrued social-collective connotations &hd temporality of the
spatial experience. Interactive digital technolsgievolve the construction of a
plot, a scenario, in a far more intense way tha& tonstruction of plain,
stipulated events.

The plot as a significant part of the design, itsséne parameter of time and
duration which becomes an additional aspect, essemtthe planning process
(Tuan 1997: 191-199). There is no doubt that tin@s always been an
important parameter of design but it is now duratisat becomes fundamental
as it inserts a certain temporal limit for the @gtion of space. Spectacle is not
the same as contemplation since it signifies copgiom and thus establishes
vectoriality, a beginning, a middle and an end. ©®agperienced the spectacle
can be repeated but this is just that, a repetitiimat explains why such
strategies are employed in pavilions which havedéfnition a short life, as
visitors are bound to experience this type of spgost once and are not
expected to live in them or have an everyday déal them. In the theme parks
for example, where plot and spectacle are wideBdushe duration is taken
under serious consideration and is calculateddal#étail and at the same time
the repetition factor is avoided thanks to the alaummce of the offered scenes
and also the constant renovation that reassuressibter that soon he can come
back for new, additional themes. A lot can be ledran the duration issue from
artistic installations as well, and the way theyé&reated the time factor as an
important matter to take into account, as it imgtles a certain understanding of
the time perception principles and codes of thdipuBpectacle methods have
to be taken under advisement in order to achieggtbper duration so that the
public is able to comprehend without being borelde &mount of information
for the specific duration has to be just right; densation, exaggeration, intense
emotions and peaks, have to be carefully orchestrand distributed in the
duration of the event. Furthermore, artistic idatans in public spaces provide
an opportunity to approximate the way the publicah@s and interacts with the
fusion of ordinary and artistic and to reach sonmctusions regarding
placement tactics in the public space. The placéroéran installation in a
public space can only be understood as a projett rddesigns or at least
rereads the public space and offers a brand nesioveof it, as it alters the way
that people comprehend and react to it and ultipésefunction.

Outdoor public space has not been the scenery o¥ mealised interventions
that aim to merge a thematic logic with an artis#sthetic. However there can
be located few paradigms of outdoor thematic-kificsettings. The Las Vegas



paradigm where spectacle is placed in a sort efnm¢diate place, public but so
close to the private that one does not realise wherthreshold is crossed and
he has entered in the closed private space, iseawhere the thematic is used
in order to attract tourism and to activate a tass| spaceless, unstressed and
happy attitude that leads to an unconstrained spgndlthough Las Vegas is
far too unique, due to its singular condition,hibw/s how open space can host
events that attract and seduce the public and ehd@sgcommon way of
experiencing it.

At a different level and in relation to the creatiof a responsive environment,
there are lately emerging proposals that are platélde outdoor public space
and through the insertion of interactive digitathiieologies aim to animate the
everyday quotidian realm (Mitchell 1999: 68). Mainheoretical but realisable
projects of this kind are being developed by ursitgis and company’s labs in
order to offer cities an attractive, functional aatentive public space. The
different approaches can be seen in just few ofehparadigms that are
mentioned: Urban Probes project at Intel's Urbamdspheres Berkeley,
California (Eric Paulos), Digital Street game, list€®eople and Practices lab in
Hillsboro, Ore., (Michele Chang), Wireless Athen®o@ia, New Media
Institute at the University of Georgia (Scott ShanmPHAPE (University of
Limerick's Interaction Design Centre), or the vadg@rojects of the MIT Media
Lab including the Zaragoza Digital Mile (William kéhell). It is obvious that
digital interactive technologies are an enablet thaforces what is persecuted
in each specific case, bringing along the spedtiatacteristics of the particular
technology.

A critical issue in all these cases is the desifymteractivity in relation with
material space, that is to say, the design of thieeesystem as a whole, where
material and digital aspects are mingled and thg th& holistic approach
reinvigorates the subject’s experience insteadooiverting it to a spectacle
passively followed.

Interactivity and design

Urban space is thus reinvented and its design, thi#hinclusion of embedded
technologies, has to be approached with a compsererand all-inclusive
method. Special attention is given to the specatih@aracteristics of digital
interaction and how this new type of interactioansforms, on one hand, the
design procedures and, on another, the subjecttalgkation.

Interactivity has always been a decisive charastterfor the assessment of the
functionality of objects. It is obvious that all jebts are interactive but in a
different way and grade. Analogical objects haveirtinteractivity lying in
their design of form, mechanical objects host theiteractivity in their



junctions and finally digital objects are interaeti through their software
(Manzini 1992: 151-152). There is however an impairtissue to consider in
the design of the form of digital objects. Althoufyitm has undoubtedly been
freed of any restraints and is now in no way sutaditto the form follows
function axiom, it remains the main mediator betwte subject and the object
and it has to be able to communicate the possdsiliand capabilities of the
object. This is clearly a new challenge for theigless it is not the function
that has to be exteriorised by the form but ratier understanding of the
functions, that is to say, the way the functiong aonceptualised and
acknowledged through social, cultural and of coyssesonal education and
experience. Design is, on one hand obliged to resgo this emancipation
from the form follows function that had become m@e and universal rule,
easy to follow -and to break as well-, and on ttiepohand, has to become able
to initiate a new kind of communication, througle tinse of all sort of already
existing coding systems and the creation of newlicgdge conventions.
Designing open public spaces where responsivelliggiet environments are
implemented, is a task that requires new methodsaoofceptualising and
comprehending space and furthermore demands a €hamghe mode that
activities and sceneries are situated, codified anthmunicated. Special
attention has to be drawn to the design of thefete used as well as to the
competency of the settings to communicate theitesds to the visitor. Three
elements have to be considered, the existing odmmnuspace, where there are
normally limitations on performing vast operationthe implemented
transparent interactive technologies, which isdlenment that can be designed
and can work as a mediator between the other mebtree subject-visitor.

On another hand, the relation of the subject t® tie@w kind of environments is
characterised not only by their capacity to offeorsg emotions and spectacle-
type marvels but also of their ability to provokbigher grade of participation.
The constantly increasing interactivity of the thyjiobjects clearly affects the
mode subjects relate to them. The customary rakesléered, objects become
less and less passive and consequently subjeatsintdract with them, do not
need to be as active as they were in the pastrandoav more passive. As in a
dialogue, the equilibrium changes when a sileneriotutor becomes an
eloguent orator and obliges his, up to the momiumént and monopolizing
conversationalist to hush. This is a very importasue to consider when
designing augmented and responsive urban enviraisnasnit is essential that
they do not convert the subject to a passive aadtive receptor. Digital media
have already been accused of mutilating the subjeatiatives by being far
too user friendly in a way that they anesthetizd aractivate the subject’s
enterprises. Of course if humans have managed dgrgss thanks to their
ability to socialise and interact in groups, itoisvious that they could do the



same with digital media without sacrificing thebilgy to be active but instead
having it instigated. In order to have objects thahave as subjects without
having subjects transformed in objects we havestioink the design of digital
media and especially of those implemented in pudgices. A crucial aspect of
the design is succeeding to provoke an energetidiegly attitude opposed to
the common, spectacle-originated, passive and eoedeption of the subject.
As always, design depends on society, and pubéicespan only be a mirror of
the society’s particular interests and viewpoints.

In order to design using interactive installatiomsibedded to open public
spaces, one has to have special knowledge andratiepa In this actual
moment when computers are ready to enter and disagp our everyday,
physical world the inevitable issue of interactaesign and eligibility for it, is
placed. Far from being a technological problenme#rs to be rather a logical
problem as interaction design feels at the momés ho man’s and
everyman’s land. Architects, computer engineersplgic designers among
other disciplines, are involved but not in a cosata way, nor in a regulated
one. Interaction design, understood mainly as theapplied art- of facilitating
interactions between humans through products anwices and only secondly
as the interaction of humans with these productt tlave some sort of
“awareness”, is about behaviour and not about appea (Saffer 2006: 4).
Public space is recognized, by those intending éokwipon it by inserting
additional interfaces, as an amazing and powetykigal and social interface
between different people (Eriksson 2007: 32). Qirse design of public spaces
can encourage or discourage interaction, exactlyedsin objects can be used
in order to achieve, through triangulation (Ericksb993: 400), a catalyzing
effect on people’s interaction. But in any casegitsl space is experienced in
an immediate way, whereas to digital space, thetexce of interfaces is, up to
the moment, necessary in order to be able to engdlyet, as we can not —yet-
connect to digital devices without the use of somermediary, that is, some
interface. Although interface design is so clogedy to interaction design that
they are frequently confused, interface designnl/ @ part of interaction
design. That is to say, interface design is onéydRperienced representation of
interactive design, and not the interaction desigelf (Saffer 2006: 122).
Interface Design is about feeling stuff, a similarwhat Decoration is to the
buildings, when Interaction Design is architectulteis however extremely
difficult to evaluate Interaction Design and everstiggest who is responsible
for it in a multidisciplinary team as it is the pemsibility of all and of no one
explicitly.

Its importance is crucial as it is now a powerfgeat not only for the digital
realm but for the physical realm as well and fa iy public space operates
or becomes inoperative. Interaction design has rbecan overall, totalising



management of space, which can no longer be uoderst terms of separated
realms and calls upon unifying, all-embracing, o&thstrategies for it to be
able to answer to the contemporary needs of itssugtiblic space invested
with digital technologies can turn out to be, depeg on the quality of
interaction design, an inoperative space, whergestsinteract solely with
products or procedures, or a dynamic, enriched emilthat offers a
multileveled, intense experience and creates theessary ground for
interaction and communication among subjects. esan thus restore to the
public space its quality of place, frequently l@s,relations are sacrificed at the
progressively expanding non-places, characterisethd absence of relations
(Auge 1993: 83).

Interaction Design becomes therefore a centrakisbat has to be addressed
overcoming the problems that arise from its intsegilinary character and its
intangible and evanescent nature. Working with rative technologies
embedded to public space leads to the realisahanh this is the inevitable
question that has to be answered and although asmsappear to be neither
obvious nor easy, there are certain actions thabeaaken in order to facilitate
our position towards the augmented open publicespac

Project description

The preceding theoretical survey of public space refation to the
implementation of media and specifically interaetimedia and digital
technologies serves as analysis for the presentafi@ project that intents to
reanimate public space with the use of interaafigéal technologies, focusing
on the history and collective memory and aiminghat construction of a high-
aesthetic environment that attracts, implicates autvates the visitors without
disrupting everyday life for the habitants. The pgosal builds a web of
prefabricated multi-sensorial installations that amtertwined to the material
environment and are triggered by the presence eomtbbility of the visitors.
The events are not only audiovisual appearancescéntalso include the
involvement of smells, the activation of certainvement in material objects,
the creation of airstreams, the incorporation afmated scenes that can be
viewed through a window or a door that slightly egeetc. In all of these cases
it is extremely important that the technology appas is not visible to the
unsuspicious visitor in order not to betray thewaaion essential to every case
of make-believe.

It is however obvious that the visitor as well badve willing to participate and
to accept the convention, as it is he that bearartteracting device, a sort of
activator that sets in motion the interactive tebgies.



The visitors are given an activator which allows flystem to keep a register of
where they are and where they have been and wawathidve experienced. At
the same time they are given a map of the seleta which indicates some
selected itineraries that they can follow, but hasnformation concerning the
location of the points where the interactive tedbges are placed. Experience
has proved that the fact that the visitor has tarveas activator, which he will
acquire by payment, far from being a problem camtadditional advantage,
as it guarantees his willingness to play along @nghrovides a sort of
preparation, a ritual entrance to the story-tellignosphere, which allows him
to transit smoothly from the everyday world to aainlike condition. The
visitor can either have a single activator or augractivator which permits the
system to treat the group as such and thus adyugispondingly its response to
their presence. The form and the function of thevamr, as well as the one of
the map, remain to be investigated and designedway that they are coherent
with the principles of interaction design follow#doughout the whole project.
The story told with the use of interactive techigids is superimposed to the
actual environment and refers to it but may offeoa possible translocation
which can be temporal or qualitative, that is tgy, dhe story can be about
another époque or about a legend or a fusion tdrigal and fictional events.
The narration is not a linear, one-way narratioh isuather a construction of
articulated events which can appear in differeiegr depending on the way
that the visitor moves around the predefined arfeth® proposal. The story
rather than told is insinuated in an implicit, ldtmanner. The visitor is a
spectator or in some cases a participant in scdrasseem to construct a
scenario which is a multidimensional, articulatéaicure. It is important that
the system can follow up his shifting through tletested area and have a
register of what he has experienced in order talide to select which one from
the possible scenes for each site is adequatenhi®rparticular visitor given
where he has been up to the moment and also alewsystem to avoid
repetitions that can ruin the convention. Differeisitors at the same point will
not activate the appearance of the same scene tmemeonce but the system
will be able to offer in some cases consecutivasse

It is obvious that thematization strategies areruter, as the objective is not so
much to recreate an accurate real event, but rattecreate a certain
atmosphere, an enchanted milieu, which captivatdsaathe same time excites
its visitors. This whole project is built upon priples and procedures which
derive from spectacle structures. It is thereforcessary to achieve a
collaboration of different experts in fields reldte®o the spectacle production.
However, as one of the aspirations of this propasab instigate and attract
high-quality tourism, the aesthetics of the cordtrd scenes, as fragments and
as a whole, is of extreme importance. It is coneatjy imperative to



accomplish a high level artistic result through todlaboration with artists and
especially with installation artists.

Special attention is given to the fusion of digiéad analogical elements that
make possible an enhanced somatic perception ofdhstructed scenes. The
architectural aspects of the existing public spa@etaken under consideration
and are reinterpreted through the insertion of &svevhich seek the proper
place to be hosted. Control of lighting, soundstagams, points of view, is
crucial for the design of the suitable atmosph&exhnologists and architects
have to collaborate closely in order to achievelibst possible intermingle of
digital-immaterial and analogical-material featud@seraction design issues are
undertaken from an interdisciplinary team that &®s1 on promoting the
visitors involvement. The transparency or bettet, ybe invisibility of the
implanted technologies is equally important assihecessful association of the
material and the immaterial. The material featuabsw the overexposed to
audiovisual media visitor to enter in a magical eimsion and to live the events
presented in a corporal, bodily way, particularlggsant and surprisingly
fulfilling as they implicate a multi-sensorial rg®n. The visitor is not a
spectator but a protagonist, he feels immersed rnneariched somatic
experience that affects him as a totality.

Apart from the construction of the events-scenspexial attention is given to
the consideration of the details which aim to orparthe material space as a
totality with the smallest effort and minimum intention. Details, specifically
designed little things that are offered as a bdougsitors and general public,
are planted here and there. Their main purpose adttact the attention of the
visitors to particular positions where there is gloly a larger gap between
settings, or distract the visitors from contradigtelements that form part of the
material urban environment and cannot be eliminatedeven create an
interaction among visitors. It is of course necgss$a design these details in
such a way that they can be a part of the thenaaticreal environment at the
same time. Even when confronted with existing arsiohical public spaces,
there are certain elements that can be reconfigurenrder to promote the
interaction, through the use of catalysing physmjects. Interaction design
cannot be limited to the digital realm but has tarkvparallel at multiple levels
and at all realms where the visitors have access to

Security issues are not a great problem as alhtdogy apparatus have to be
planned so that they will not be apparent. Howelvere have to be a control of
the area and the personnel that will take parbmesof the scenes will also be
able to assist in aspects of security. Cameraso#mat surveillance apparatus
will have to be authorized in order to be usedhmpublic space.



Possible locations

The proposal is based on the fusion between outdaeaterial, public space and
digital, interactive technologies. Consequently kbeations have to be open,
public spaces and the plot weaved around them hvalle to focus upon a
specific story from the past, a historic event draalitional legend, a kind of
narrative that is exclusively associated to thectige site. There are no
limitations regarding the accuracy of the storylt@s theme parks have shown
the public is quite receptive to time-condensatiand space-translocations; in
the case of the theme parks different continents raillenniums can be put
together without creating any annoyance to the tapkr educated public.
However, the theme park paradigm only serves asfexence and not as a
model to be followed, as the proposal aims to aterti@e public space and not
to annul it by superimposing a completely irrelavand incoherent plot. The
narrative in cases of historic sites of great ingmace would have to follow in a
rather more meticulous way the historic facts leaiving a certain freedom in
the relation of fictitious scenarios which are eatly placed in the space and
time. Historic sites and city centres appear, sylsetly, to be the most
appropriate sites for this proposal as they aretjly always charged with
stories and legends that can nourish the construofia plot.

Conclusions

Digital interactive technologies can be used asowepful instrument of
activation of public space through the inclusion &f narrative and the
possibility to experience simultaneously differargtorical moments in time or
even parallel realities. Designing physical spacé eteractive, high quality
aesthetic installations is an inseparable, unifyprgcess that has to be
understood as a single, multidisciplinary projedte project proposed
considers urban spaces and historical sites afidosahat can host a web of
prefabricated multi-sensorial installations, insened to the material
environment and triggered by the presence or theilityo of the visitors.
Physical urban space is not to be converted temakic park and visitors are
not supposed to be mere spectators, but rathes tostigated to discover and
combine digital and physical realities. No-lineararmations, invisible
infrastructures, complex events can lead to theatne of a dreamlike
atmosphere. The collaboration of artists, technstand architects is necessary
in order to allow the overexposed to audiovisuadmevisitor to enter in a
magical dimension and to live the events preseimea corporal, bodily way,
particularly pleasant and surprisingly fulfillings ahey implicate a multi-
sensorial reception.



lllustrations shown
are from an
adaptation of the
proposed project for
a concrete case. The
site chosen is the city
of loannina in the
Northwestern part of
Greece. This city has
an important recent
history, full of
legends and
traditions, and a
significant
landscape, with a big
lake, an inhabited
island inside the
lake, and a big castle
in the continental
part of the city,

which are the areas
chosen for the
project.
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