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Real Projects for Real People, Volume 4 is 
a reflection on the work of The Patching 
Zone, a transdisciplinary media labora-
tory based in Rotterdam (NL) where young 
professionals, students and experts from 
different backgrounds build a shared 
practice. In this edition, practice based 
creative strategies for complex, multi 
stakeholder, innovation projects are 
discussed. The Patching Zone’s practice 
from November 2013 until mid 2015 is the 
placeholder for all contributions. The 
contributions in this edition are built 
around three main projects: Mediawharf; 
the innovation workspace for Zadkine, a 
secondary technical vocational school in 
Rotterdam, The Wilhelminapier Experience 
Tour; the development of the public space 
at the Wilhelminapier in Rotterdam and the 
international Live Transmission project; 
the research and development of mobile 
citizens video journalism. Read about the 
authors’ motives for their creative strat-
egies and its outcomes. Real Projects for 
Real People, Volume 4 includes contri-
butions form The Patching Zone’s team, 
local stakeholders from Zadkine and 
Wilhelminapier in Rotterdam and experts 
from Eindhoven Technical University (NL), 
Blast Theory (UK) Translocal (FI) and 
OCAD University (CA).
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Preface
Welcome to Real Projects for Real People, 
Volume 4. This is the fourth edition in the 
series where the Patching Zone team and its 
partners reflect upon their work. 
First of all I would like to briefly introduce our 
team and partners that worked with us over 
the last one and half years. Let’s start with The 
Patching Zone’s team of young professionals: 
Javier Lloret (ES), Sebastien Seynaeve (BE), Max 
Dovey (UK) and Marjolein van der Meer (NL) 
and interns Alyssa Bol (NL) and Celina Yavelow 
(NL). They worked together with the Zadkine 
Human Technology students (NL) and students 
from OCAD University in Canada. The young 
professionals have been supervised by David 
Jonas (PT/NL) and Kristina Andersen (DK/NL) 
while working together with Zadkine’s students 
and staff; the directors, advisors and staff of 
the cultural institutes at the Wilhelminapier in 
Rotterdam and an international group of crea-
tive experts from the Live Transmission project 
and the Eindhoven University of Technology.

Partners and guest 

authors 

The Patching Zone is grateful and proud of the 
expertise in its rich research and creative net-
work. It is therefore good practice that we in-
vite a special selection of our colleagues who 
are working in a similar field of research, to 
contribute to our publications. In this edition 
we are proud to present articles and essays 
by Erwin Niedeveld, educational leader at 
Zadkine, our Mediawharf partner and recently 
graduated Zadkine Human technologists’ 
Mark Schipperus and Rico Schreuder; Tilde 
Bekker, Mark de Graaf, Pepijn Rijnbout, Linda 
de Valk from the User-Centred Engineering 
group of Eindhoven University of Technology 
with whom we worked in the Crisp-i-PE project 
over the last years. We’re also proud to pre-
sent the contributions of our Wilhelminapier 
partners Ruud Visschedijk, the director of the 
Nederlands Fotomuseum and representative 
of the Cultural Partners at the pier and Carol 

Preface
Anne Nigten
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Hol, pioneer conceptionist at the pier and di-
rector of Concire & Partners. And last but defi-
nitely not least, our Live Transmission partners 
represented by Ju Row Farr, founding member 
of Blast Theory, Tapio Mäkelä, artist and di-
rector of Translocal and Tom Barker, Chair of 
The Digital Futures Initiative and his students 
from OCAD University. 

Structure and chapters 

As thinking and acting out of the box is of 
crucial importance in innovation projects, this 
book’s chapters are not arranged according 
to specific strategy categories. I’ve edited the 
chapters according to research topics or fre-
quently appearing challenges that we found 
striking and that we expect to be of relevance 
for others in the field. Some of these strategies 
have led towards tools, roadmaps, platforms 
and so on, whilst others are focusing on the 
social aspects of the innovation process or the 
establishment of an art experience. All how-
ever, share creativity and collaboration in its 
conceptual core. 

In the first chapter we’ll inform you about this 
editions’ theme: creative strategies, and how 
this has informed Processpatching, The Patch-
ing Zone’s way of working. It continues with 
informing you about the intertwined projects 
that are all connected to the work in Medi-
awharf and Live Transmission. In the second 
chapter creative strategies for educational 
innovation are discussed. The contributors 
reflect upon the strategies that were ap-
plied in Mediahwharf and The Digital Future 
Initiative at OCAD University. Chapter 3 deals 
with creative strategies to engage with the 
unknown. The unknown is a frequently ap-
pearing given in our practice; where target 
groups have changed into (co-) designers and 

experiments may lead to unknown innovative 
outcomes. The essays by the Patching Zone 
team are complemented with contributions 
by our partners from the Eindhoven University 
of Technology and Blast Theory. Chapter 4 
informs you about creative strategies for so-
cial interaction in the public space, it focuses 
on Wilhelminapier and the mobile technol-
ogy Cartoplay platform for locative media by 
Translocal. Based on the recent outcomes of 
The Wilhelminapier Experience Tour , it con-
cludes with suggesting future directions for 
the development of the public space on the 
Wilhelminapier. 

Points of Departure 

citations

As it is reflected in various contributions, the 
Wilhelminapier used to be the departure point 
for the ships of the Holland-America Line, 
where migrants left Europe for the New World. 
Today it is a part of the city of Rotterdam that 
is becoming a cosmopolitan place, full of 
high-rise iconic architecture, and the face of 
a new city. Throughout the entire book you’ll 
find extracts from interviews with people from 
all around the world that were recorded for 
the Points of Departure soundwalk. These 
quotes are about travelling, new horizons, and 
leaving behind everything you know. 

Word of thanks
We would like to thank everyone who con-
tributed to Real Projects for Real People Vol-
ume 4, especially The Patching Zone young 
professionals, The Patching Zone supervisors, 
our fantastic team and everyone who worked 
behind the scenes! 

Our special thanks for the great collaboration 
in Mediawharf goes to our inspiring collabo-
rators Erwin Niedeveld, and Peter de Jager 
from the Zadkine’s course management and 
the Zadkine teachers Vesna Kovacevic (HT), 
Michaël de Ridder (HT), Özlem Turan Sarac 
(HT) and all ICT teachers who participated in 
the workshops.

Thanks to Ruud Visschedijk our collaborat-
ing partner on behalf of the cultural partners 
from the Wilhelminapier; SKVR, Nieuwe Luxor, 
Lantaren/Venster, LP2 and Nederlands Foto-
museum, Carol Hol from Concire & Partners 
for advising us, Harry Kotey of Alares and Cre-

anomics, our CRISP IP-e partners and to our 
Live Transmission partners Blast Theory (UK) 
and Translocal (FI) and OCAD University (CA) 
for the trust in working together with us.

We would also like to thank the parties who 
subsidised the project in good faith: DOEN, 
the Rotterdam Lively City Centre program, 
Creative Industries Fund NL and the Culture 
Programme of the European Union. The CRISP 
project receives FES funding from the Dutch 
government and NWO (the Dutch organisa-
tion for scientific research). 

And last but not least, of course, we would 
like to thank the Zadkine Human Technology 
and ICT students and all supporting service 
employees. 

Word of thanks
Anne Nigten
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Real Projects for Real People, Volume 4 re-
flects upon the Patching Zone’s Wilhelminapi-
er Experience tour’s pilot: Points of Departure 
project and the international Live Transmis-
sion project. The Patching Zone’s projects cov-
er two major transformation processes that I 
‘ll highlight in this short introduction: The ed-
ucational innovation for Zadkine’s secondary 
vocational courses and the reconsideration of 
the social program and the functionality of 
the public space at the Wilhelminapier, both 
in Rotterdam. 

Let’s pay some attention to the complexity 
of these transformation processes in order to 
make sure we are all on the same page before 
I go into the details of some of our findings. 
Both transformation and innovation processes 
share levels of complexity that often come to 
the surface in our professional work field. We 

are dealing here with projects that have mul-
tiple stakeholders; professionals and users (or 
citizens), the latter often turn into co-design-
ers in the course of the project. Consequently 
we’ll meet multiple intertwined agenda’s and 
desires. For example: in the educational envi-
ronment we are looking for shared goals in the 
national competence criteria, the students’ 
interest, educational policies, the tutor’s per-
sonal development trajectory and so on. Pro-
jects in the public realm touch upon a com-
parable mix of agendas, here another layer of 
complexity arises from the diverse and often 
elusive groups of (unsolicited) participants. 
Both processes share that they are being situ-
ated in the so-called hyper reality, where re-
ality and virtuality cannot be distinguished. 
This brings forward a mixture of visible and 
hidden information as well as known and un-
known connections among participants. So 

Creative strategies
Creative 
strategies 
Anne Nigten
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ing set of examples that reflect this shift.
Processpatching is a framework for trans-
disciplinary collaboration where approaches 
and strategies, expertise, techniques, and ma-
terials that are brought in by the participants 
are pieced together in an associative way to 
establish the unexpected and new insights as 
the seed of creative innovations. 

During the last year and a half this was all 
established in expert meetings, co-design 
workshops and brainstorms with our partners 
and external experts. The outcomes were 
far more diverse than we can report in this 
booklet. The outcomes included innovative 
art installations; new education models with 
accompanying tools; the wind as a positive 
engine of the pier. From a social perspective 
new lights were shed on contemporary migra-
tion issues, and another expert meeting led to 
the appointment of the creative director for 

the Wilhelminiepier who will be coordinating 
a grass-root development of the public space, 
to name just a few. 

Project management 

Over the last years I’ve been engaged in many 
conversations and debates in conferences 
(e.g. PIN-c 2015) where international peers 
brought forward similar research challenges 
to our team: What is the best or most conveni-
ent way to deal with these multi stakeholder 
co-design projects? We all seem to be on a 
quest of finding the most suitable and effec-
tive way(s) to deal with multiple and diverse 
stakeholders that bring along their own agen-
das, objectives and interests. Please note that 
I use the term ‘effective’ and not ‘efficient’ 
as we learnt over the course of time that ef-
ficiency does not always work well with en-
gagement and building trust among the par-
ticipants. More over I also deliberately avoid 

here we’ve arrived at another set of complex 
issues, though there are more to come. On 
a practical level for example, projects in the 
public space and the (social) educational in-
novation trajectory usually take a long (and 
sometimes unpredictable) time. This is needed 
to build trust and to make the changes (so-
cially) sustainable. And the last more or less 
generic complex aspect, that I would like to 
mention here, is the required integrated ap-
proach for getting a grip on the transforma-
tion process. After all, all layers and players 
of the transformative innovation process are 
connected and often even inter-connected so 
that minor tweaks can strengthen or hinder 
the process. This summarises the complexities 
we met in brief.

The Patching Zone values the transdiscipli-
nary approaches, with artists and designers in 
the lead, for dealing with these contemporary 
complex challenges. As one can read in this 
booklet, creative concepts are often a key for 
new insights and public engagement for this 
type of projects. Moreover, the creative con-
cepts that focus on social and cultural aspects 
counterbalance today’s dominant technical- 
economic or managerial approach. In this 
volume we’ll share our and our colleagues’ ex-
periences and we’ll address some of the most 
pressing issues that our participants were con-
fronted with. 

Processpatching 

From the research perspective, Real Projects 
for Real People Volume 4, reflects the navi-
gation of a research journey where we inves-
tigated a timely issue, that often occurs in 
co-design (or participatory) projects: What 
kind of strategies are the best or most com-
prehensive dealing with complex projects with 

shared ownership? This pressing issue did not 
come by chance. I suggest we therefore re-vis-
it the Processpatching theory. Processpatch-
ing is the base for The Patching Zone’s way of 
working. The initial Processpatching concept 
was developed from an unstable media, art 
and technology environment when I directed 
the V2_Lab in Rotterdam. The Processpatch-
ing concept that has been developed since its 
early days (Nigten,2006-2007) is used as a 
theoretical framework for The Patching Zone’s 
research. This framework considers creative 
practices as patchworks of loosely ‘stitched 
together’ knowledge and expertise from dif-
ferent fields. Although early descriptions of 
Processpatching predominantly focused on 
collaborative research and production pro-
cesses among artists, designers, and engi-
neers, the theoretical framework has been 
extended with the inclusion of a broad range 
of scientific fields and various other actors 
in R&D processes (Nigten, 2013, 2014). An-
other significant additional group of Process-
patching participants were the co-designers, 
formerly known as audience. Nowadays, 
more than before, we do not focus on ways 
of working exclusively but also we acknowl-
edge that the way the collaborators approach 
the given issues (problems, challenges) is of 
crucial importance. (Barnard et al, 2015) This 
refers to the way our team members with dif-
ferent backgrounds address the context and 
how they engage with their co-designers in 
the Processpatching process. In a sense we’ve 
observed that designing the product or the 
project’s outcome has been replaced by de-
signing the project’s development process. 
(Sanders, 2008) However, this process isn’t 
modelled on a blueprint, creative strategies 
have been used instead to get all stakeholders 
on board. In this booklet we’ll find an interest-
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using the term ‘methods’, as standard (out of 
the box) work methods could let us drift away 
from detailed attention. Tailoring the project’s 
structure to the topic and context pays off. 
So in that sense our approach differs from 
the pre-defined timeline-tasks project man-
agement model. I think it is needless to state 
that we, of course, also work with requirement 
plans, milestones and phases in the project to 
ensure progress and to successfully meet the 
objectives and deadlines. Although the gen-
eral structure and the milestones of a project 
are clear beforehand we do not work with a 
set solution or one size fits all approach. In 
the course of the project’s development the 
co-authored detailing of the project comes 
about. This often provides the desirable space 
for personal interpretations and individual 
input from the involved stakeholders. One 
could say that we often combine elements 
from creative explorative research, improvisa-
tion techniques and open scientific research 
approaches. 

There is usually not one single party to satisfy 
in these kinds of projects, all actions have a 
potential social and economic impact for all 
parties and individuals concerned. In the in-
novation and policy practice field, the Quad-
ruple Helix is often used to illustrate this multi 
stakeholder paradigm representing business, 
government, knowledge institutes and citi-
zens. This brings me to another key concept 
in our approach. We usually work closely to-
gether with our commissioners as partners in 
the projects. In their co-creating partner role, 
they have access to the conceptual space 
where new insights and opportunities arise 
that couldn’t be known in advance. And at 
this point the strategies come in, for example: 
how can one design a context where all stake-

holders; the co-designers, the youngsters, 
the experts and the visitors feel encouraged 
to actively engage with the work? Especially 
when design, art and creative strategies turn 
out to be good vehicles for engagement when 
dealing with challenges in our daily (urban) 
environment in an innovative way. Please note 
that these approaches do not necessarily cater 
practical solutions. These strategies can lead 
to outcomes on a practical level, social level, 
experiential level, awareness level or cultural 
level and so on. We do not claim to be cover-
ing the complete creative strategy field in this 
Real Projects for Real People Volume 4. On 
the contrary, this edition provides a bouquet 
of real life examples of creative strategies that 
are based on artistic research, speculative de-
sign, making as research, design research, de-
sign thinking and so on that were applied in 
the Mediawharf, Live Transmission, Crisp-i-PE 
and Mediawharf Transferability of the knowl-
edge and skills projects. 

The next part of this first chapter provides 
a peak inside the assignments and projects’ 
objectives that all contributed to the Medi-
awharf and Live Transmission.
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GeRmANy:

I just work, save a 

little bit of money, 

go to a place in europe 

and skate, then come 

back and work again.

That’s it, 

that’s my life, 

skating everywhere.
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Project descriptions
Project 
descriptions

Wilhelminapier context

(Title of the pilot: 

Points of Departure)

Keywords: 
public space, education, 

participatory design, 

art, technology, design, 

augmented reality, locative 

media, teamworking, trans-

disciplinary collaboration 

Partners: 
SKVR | Beeldfabriek, 

LantarenVenster, LP2, 

Nederlands Fotomuseum 

and Luxor, The Patching 

Zone and Zadkine regional 

education centre in Rot-

terdam.

The Wilhelminapier in Rotterdam has the po-
tential to become a mature urban area: com-
pact, multifaceted, dynamic and with interna-
tional standing. The international allure of the 
pier is part of its history; you could say it is 
in its genes. At the end of the 19th and early 
20th century the pier attracted more than 1.2 

million immigrants travelling aboard the Hol-
land-America Line towards a promising future 
for the new world. Now architectural icons, 
cranes, cruise ships coming and going, and 
catering companies and five leading cultural 
institutions make the current image of the 
pier. It is estimated that the Wilhelminapier is 
visited by over one million people per year. An 
urban cluster of world-class visitors may occur 
due to a recently established bridge over the 
Rhine port, that connects the pier with Ka-
tendrecht. Yet the pier and in its wake Katen-
drecht, has not yet met its promise as a met-
ropolitan area. The length of stay of visitors 
is low, the hospitality industry goes through 
harsh times and it takes great effort for the 
cultural institutions to get visitors to the pier. 
Why is that? 
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Therein each of the institutions remains inde-
pendent and maintains what they always do. 
The institutes unite in order to achieve com-
mon goals that are inaccessible separately for 
each of them. There is cooperation in areas 
where there is mutual benefit to be gained. 
The Wilhelminapier Experience Tour project 
is a good example. The Cultural Partners of 
the Wilhelminapier invited The Patching Zone 
(media lab for transdisciplinary collaboration 
and social innovation) and Zadkine (ROC Rot-
terdam) to create the first phase (pilot phase) 
of the Wilhelminapier Experience route, with 
Zadkine and The Patching Zone working 
closely together in Mediawharf.

Socio-cultural

With The Wilhelminapier Experience Tour the 
Cultural partners and Mediawharf had an in-
tegrated project in mind where talents could 
be developed, socio-cultural capital could be 
utilized and cooperation between cultural 
institutions, businesses and residents could 

be established on the Wilhelminapier. The 
public space on the pier is for residents and 
visitors to make the place more liveable and 
attractive. So Rotterdam, young and old, from 
North and South can meet each other there 
for unique, shared experiences. The pilot for 
the experience route is also an important first 
step to convert the pier to a socially vibrant 
quarter and an international hub of culture. 

Target groups and 

partners

The Wilhelminapier perception route is de-
signed in this first phase in cooperation with 
the residents of the Pier, the (cultural) institu-
tions and companies and participants in the 
Festival of Media Create:
•  Visitors to the cultural institutions on the 

pier;
•  Visitors to the hospitality industry on the 

pier;
•  Visitors from other public institutions on 

the pier;
•  The casual visitor to the pier;
•  Visitors who work at the pier;

http://mediawerf.patchingzone.net/ 

mediawharf’s activities 

for the transferability 

of the knowledge and 

skills

Keywords: 
knowledge transfer, tools 

for creative innovation, 

vocational education

Timeframe: 
March 2015 - December 

2016, supported by Crea-

tive Industries Fund  

In addition to The Patching Zone’s activi-
ties in Mediawharf for and with Zadkine, we 

Roughly three factors 

were identified 

First, the poor design of public space. Because 
of continuous construction there is still insuf-
ficient attention paid to the parking, signage 
and accessibility of the area. 
Second, the area lacks small-scale facilities 
or activities at street level to make your stay 
more attractive and contribute towards a live-
ly atmosphere on the pier. 
Thirdly, cooperation between the commer-
cial and cultural partners on the pier is still 
in its infancy. Currently most parties still act 
individually. A shared story could change 
that. A story that gives energy and provides 
perspective became part of our mission. The 
story of a future-oriented city. The story of the 
Wilhelminapier. Therefore, the awareness has 
grown that the cultural parties, entrepreneurs, 
residents, municipalities and businesses must 
work together, maintaining one's identity and 
quality.

To come to a thriving urban area, with pros-
pects for (cultural) entrepreneurs, residents 
and businesses, the five cultural partners (the 
Luxor Theatre, SKVR | Beeldfabriek, Lantar-
enVenster, LP2 and Nederlands Fotomuseum) 
together with the Department of Urban De-
velopment of the Municipality of Rotterdam 
and experts such as Carol Hol, started with 
a vision in which the Wilhelminapier is con-
ceived as a travel destination. In this vision, 
not only individual locations on the pier are 
the destination, but the whole area must pass 
through programmatic arrangements - small 
and large scale, inside and out – to become a 
destination that allows for the richness of the 
area to be fully utilized and this position must 
be reinforced by all parties. Wilhelminapier 
must be a strong brand that we as a city can 

be proud of. Like Times Square in New York, 
Federation Square in Melbourne or, closer to 
home, the Dam in Amsterdam. Only then can 
the future of the pier change, which requires 
the city, visitors and time.
 
The Wilhelminapier 

experience tour 

The pier must have a clear vision with the de-
ployment of partners mentioned embedded in 
the story of the city of Rotterdam. Thus we 
want the public space besides the large ur-
ban buildings to define the character of the 
pier and also give it a human dimension. The 
pier is therefore appealing to the public, the 
(cultural) entrepreneurs, investors and the 
community. By developing a route allowing 
for visitors to experience a visually stimulat-
ing manner that includes the present, past 
and future, the muscle gets a face, a story. 
To tell the story of the Wilhelminapier, we 
use traditional and new technologies, such as 
augmented reality on smartphones and inter-
active street furniture. In the development of 
this route, businesses, residents and visitors 
are all involved in the pier. The young profes-
sionals of The Patching Zone and students 
of Zadkine play a crucial role in the design 
and implementation of the pilot experience 
route and the development of the pier. The 
Wilhelminapier experience tour is part of the 
international Live Transmission project. 

The partners

This pilot project is the first concrete result of 
the collaboration of five cultural institutions: 
the SKVR | Beeldfabriek, LantarenVenster, 
LP2, Nederlands Fotomuseum and The Luxor 
Theatre. Together they form the Cultural 
Partners of the Wilhelminapier. This Cultural 
Cooperative is a form of self-organisation. 
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bile technology art and design partners with 
OCAD U in Toronto (CA), where an explosion 
of mobile development is under way. The pro-
ject aimed to enrich and challenged both the 
European partners and the Canadian partner. 
The collaboration was built towards two test 
setups with students and a demonstrator in 
Toronto.
Together the partners aimed to stretch the 
boundaries of mobile culture, live video trans-
mission and audio broadcasting and game 
play. The inexorable rise of video on the web 
is creating new forms of moving image. Short 
form videos, time shifted television and citi-
zen journalism all change how video and radio 
is made, who makes it and the audience for it.
How can we develop public spaces that mix 

online and broadcast? How can we invite the 
public to speak articulately and meaningfully 
within these spaces?
In workshops in Canada, UK, Finland and the 
Netherlands the partners shared skills and 
developed new approaches to mobile devel-
opment through location and body storming, 
filming and audio recording on the street, de-
veloping location based games, and location 
based ‘journalism’. From these intense ses-
sions an international development phase will 
begin: mobile applications that enable game 
play and (live) transmission were developed. 
All the partners worked with undergraduate 
and graduate students locally and in Canada 
to create a public demonstration to present 
the work made.

are working at a higher aggregation level of 
transferability. We perform these activities 
under the Educational Environments for In-
ventors scheme, Thinkers and Do-ers by the 
Dutch Creative Industries Fund, this work en-
compasses a nationwide rollout of the knowl-
edge and experience. We are continuously 
developing and testing this within Zadkine 
and their educational environment. In the fu-
ture we plan to involve more and more (other) 
studies so that we also grasp the relevance of 
our approach to other disciplines.

In line with the developments to date, we 
will be working in a hands-on fashion in the 
future too. What we are going to develop is 
created for and stems from praxis. We use a 
co-creation approach (derived from the peer-
teaching model), thus creating a close col-
laboration between students and teachers, 
the industry and The Patching Zone. So far, 
we shared our experience especially at the 
theoretical level (e.g. the Real Projects for 
Real People books like this volume), but with 
this activity program we aim to set practical 
guidelines for the implementation and rollout 
of the concepts developed elsewhere. Our ac-
tivities for the coming period (until end 2016) 
cover roughly 3 types of work:
1.  Developing and disseminating a Medi-

awharf toolkit for innovative vocational 
learning 

2.  Developing the Mediawharf workplace as 
a living lab

3. Setting up and executing of contracts (new 
projects) in the public space of Rotterdam 

http://mediawharf.patchingzone.net/

Live Transmission, 

a short description 

Keywords: 
mobile technology, co-crea-

tion, participatory design, 

innovative broadcasting 

formats, game-design, art, 

technology, public space, 

journalism, interaction 

Partners: 
The Patching Zone (NL),  

Blast Theory (UK), Trans-

local (FI) and Ontario 

College of Art And Design 

University (OCAD U), (CA) 

with the support of the 

Culture Programme of the 

European Union. 

Through research and practical work Live 
Transmission will bring artists, researchers, 
developers and educators together to test 
new models of participation and engagement. 
It built a bridge between the European mo-
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Creative Industry 

Scientific Programme 

(CRISP), i-Pe project

Keywords: 
game design, play, smart 

technology, interaction, 

health

These activities have been 

realised with the support 

of FES funding from the 

Dutch government.

Timeframe
i-PE started in 2011 and 

will be finished mid 2015. 

Partners
Scientific partners: Eind-

hoven University of Tech-

nology, Delft University of 

Technology.

Industry partners: Kompan, 

Almende, NYOYN, The 

Patching Zone, Eindhoven 

InnoSportlab, Sportcom-

plex Eindhoven Noord, 

Sports & Technology.

A short description

The Intelligent Play Environments project 
(i-PE) is about the development of an ‘inspi-
rational test bed’ to develop fundamental 
knowledge, insights and guidelines for the de-
sign of intelligent, playful environments. This 
design research includes playful persuasion, 
emergent behaviour and interaction opportu-
nities that stimulate social and physical play 
of various user groups.

The project examines how an environment 
should be designed to sense players’ behav-
iour and create appealing play opportunities. 
Furthermore, a tool is under development to 
measure the user experience. The interaction 
opportunities are designed in an open-ended 
manner to encourage players to interpret the 
possibilities in their own manner and impro-
vise during play. Also, a decentralized ap-
proach has been taken to examine whether 
we can design a play environment that adjusts 
to changes in the play context, such as num-
ber of players and, or the configuration of play 
objects.

What questions are 

being answered?

Teams from two universities and industry 
partners are working together to answer the 
questions:
• How can we describe the user experience 

in order to understand how people experi-
ence PSS? How do people react to scien-
tific research outside laboratory test con-
ditions – in the real world? How to design 
playful persuasive experience; tailoring 
them to meet stakeholder requirements?

• How can we measure PSS user experience 
dynamically and unobtrusively? How can 
we develop interactive experience assess-
ment tools to explore children’s experi-
ences? Which models are available?

• How can designers successfully prototype 
PSS at an early stage, iteratively improve 
them and monitor user experience? How 
can we deal with assessing group-social 
interactions? How can sensor-actuator net-
works contribute to adaptive solutions and 
how can we model human-agent systems 
to describe emergent behaviour?

http://crispplatform.nl/ 

Areas of investigation

The investigative Live Transmission framework 
was the foundation for the development of 
workshops in mobile, location based games 
and location based ‘journalism’ and broad-
casting. Through network and partner build-
ing, each organisation established the most 
appropriate ways of working locally and the 
methodology for integrating the local into 
the trans-national knowledge framework. 
The partners shared this knowledge and 
integrated this in their applications for mix-
ing incoming video streams, outgoing video 
streams, audio and text messages to and from 
online platforms. The aim was for each part-
ner to build capacity to deliver projects with 
the public where Live Transmission enables the 
development of discrete local projects within 
a broader international collaboration.

Project structure

Live Transmission is a project that encom-
passes several strands developed by the four 
partner organisations. It brought together 
common research across Europe into methods 
for inclusive mobile design and to exchange 
this with an outstanding site of research in 
Canada. Partners develop their own strands of 
the project. To deliver these context sensitive 
projects, the partners will collaborate closely 
to share methodologies, skills and technology 
via partner meetings and shared R&D. The 
four strands of work interweave with each 
other; design approach, software platforms 
and cultural outputs from each strand feed 
the other three strands. In short these four 
partner strands deal with 1) Research, devel-
opment and presentation of a mobile video 
streaming game connecting the streets of the 
city with an online audience by Blast Theo-
ry. 2) The Wilhelminapier Experience Tour by 

The Patching Zone; a game-like journey that 
takes place in public space and online (on 
your mobile phone), on the border between 
the physical and virtual world, and mixes the 
present and the history of the Wilhelminapier 
in Rotterdam. 3) The Digital Futures Initiative 
at OCAD U, comprising workshops, intern-
ships, residencies at OCAD U with students 
and researchers. 4) Cartoplay by Translocal, a 
map-based game that mixes geocaching and 
sound based narratives based on a scenario of 
a local or an environmental crisis that players 
discover and play to overcome.

Each project strand has public outcomes that 
had its visibility on the streets and online. In 
collaboration with OCAD U, Blast Theory part-
nered with the Lumniato Festival in Toronto to 
launch the project live and to reach a large 
audience. Then they will look to tour the pro-
ject to other locations in the future. The Wil-
helminapier Experience Tour was developed 
locally in Rotterdam, with input and expertise 
from the Live Transmission project. The Wil-
helminapier Experience Tour was developed 
with Zadkine, The Patching Zone’s local vo-
cational education partner, cultural institutes 
in Rotterdam, and the Patching Zone’s young 
professionals and their mentors. The Wilhelmi-
napier Experience Tour lead to an explorative 
pilot of a game-like application that includes 
references to the former harbour, and through 
workshops with OCAD U students in Canada 
we’ve engaged with the other side of the Hol-
land America line journey to the new world. 
Translocals’ activities provided co-design 
methods and mobile software and a new pilot 
version of a game that can be played in urban 
and rural locations.

http://livetransmissionproject.eu/ 
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Educational innovation
educational 
innovation
Anne Nigten

This chapter describes the strategies that 
were applied during the development of Me-
diawharf, the learning environment for Zad-
kine’s secondary technical vocational educa-
tion programs (Human Technology, ICT and 
Construction) in Rotterdam. These are com-
plemented with The Digital Futures Initiative’s 
educational strategies at OCAD U in Canada. 

In its essence, Mediawharf is a concept for 
real-life learning projects that are co-creative-
ly developed by students with the project’s 
stakeholders. Through attractive education 
we connect students with labour markets that 
prepare them for a career in the 21st century. 
So far, we’ve focused on human centred de-
sign in combination with engineering and 
construction. The Human Technology (HT) 
teachers have identified several upcoming 

fields within cross-sectoral technology such 
as robotics, domestics and healthcare and ac-
companying applications such as smart tech-
nology, smart cities, augmented reality, virtual 
reality and drones and so on. Currently the 
teachers are exploring the relevance and com-
patibility of these application domains with 
the curriculum, which could lead to some fine-
tuning later. The Patching Zone contributes 
to the students’ and teachers’ training with 
a participatory approach. We work closely to-
gether with the students, teachers as well as 
the educational leaders from Zadkine, exter-
nal education development experts and local 
stakeholders. Furthermore The Patching Zone 
also brings in key players from an internation-
al network, such as our colleagues from the 
Live Transmission project, for lectures, work-
shops and critical exchange. A more detailed 

Chapter introduction
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Max Dovey’s contribution to this chapter 
shows that this project turned us all into re-
flective learners. This contribution plunges 
us into the project’s practice and deserves a 
bit more background information. In the Me-
diawharf practice we can distinguish roughly 
two types of projects. Firstly we deal with 
small assignments or parts of larger projects 
that were clearly demarcated as concise as-
signments. The second project category 
concerns the complex projects with multiple 
stakeholders. Both types of projects use a 
similar roadmap where, prior to the begin-
ning of the project, the students, teachers and 
business partners/stakeholders engage in the 
process of translating a real world assignment 
or a real world challenge into a meaningful 
learning assignment where all educational 
competence criteria are being met. This has 
been outlined in a new roadmap, that indi-
cates the milestones and go/no go moments 
for designing a learning assignment (Nigten, 
2015). In the roadmap process a student’s 
skills or competences that have not yet been 

addressed in their learning path are identi-
fied. Based on the roadmap findings of The 
Wilhelminapier Experience Tour, two small-
scale training assignments were defined last 
fall for the Wilhelminapier project. These were 
executed in two dedicated project weeks for 
all Human Technology students. In Who is it 
for? Max Dovey shares his working experience 
with the students on a comprised component 
of a complex project. His contribution clearly 
shows that working on this project has turned 
us all into reflective learners (Schön, 1983). 

In Co-creation and creativity, key words for 
educational innovation we continue on com-
plex projects. Here I describe the importance 
of crossing the disciplinary boundaries for 
complex projects through collaboration with 
representatives of other disciplines. This idea 
comes from The Patching Zone’s transdis-
ciplinary core and the participatory design 
approach (Muller, 2002) that we have been 
applying in Mediawharf. In transdisciplinary 
collaboration a new conceptual space be-

description of the first phase of Mediawharf 
can be found in Real Projects for Real People 
Volume 3 (Nigten, 2013). 

In this chapter educational leader Erwin 
Niedeveld, sketches the challenges and trans-
formations in vocational education and train-
ing and its relation with the earlier mentioned 
quadruple helix. In New models for vocational 
education and training in the Netherlands, 
he emphasises that there are three impor-
tant drivers behind his strategy: the student’s 
social connectivity within network cultures, 
craftsmanship through challenging practi-
cal tasks and thus consequently enlarging 

the student’s autonomy. Here he touches 
upon a nationally pressing contemporary is-
sue: the changing role of the teacher in vo-
cational education. These three drivers have 
major implications for the teachers’ work, as 
the teacher has a crucial role in the students’ 
personal path to growth. To encourage the 
students’ autonomy the teachers’ role trans-
forms from not only providing purposeful edu-
cation but also becoming a guide that leads 
the student towards meaningful relations and 
interaction within the professional landscape. 
In earlier writings about Mediawharf we used 
the expression ‘Just in time learning’, with 
this we referred to tailoring education after 
the students’ needs. Erwin Niedeveld’s arti-
cle confirms that ‘Just in time learning’ does 
indeed go much further than simply catering 
for the students needs, the afore mentioned 
autonomy requires supportive teachers that 

addresses the student in a grown up way (Bi-
esta, 2015). Erwin Niedeveld concludes with 
listing his own learning trajectory: the cultural 
change in the educational organisation and 
the transformative leadership role to support 
the educational teams. 
The results of the afore mentioned student’s 
autonomy is demonstrated in the co-designed 
Instruction manual by Zadkine Human Tech-
nology students Mark Schipperus, Rico 
Schreuder and The Patching Zone’s young 
professional Sebastien Seynaeve. This manual 
shows a step-by-step approach for building a 
wind-wheel propeller that was used as an in-
stallation model for the Wilhelminapier. Both 
Mark Schipperus and Rico Schreuder took 
up the role as peer teachers for their follow 
students and this is a direct outcome of the 
hands-on collaborative research among Zad-
kine students and the Patching Zone. 

Harry Kotey informs us in Real life, real time 
learning projects that putting the new teach-
ers roles into practice is easier said than done. 
He gives us a peak into the practical rollout 
of the teachers’ training and underlines the 
challenges that all participants, including the 
trainer(s), faced over the last one and half 
year. 

Among the most striking outcomes one 
can note from Erwin Niedeveld’s and Harry 
Kotey’s contributions is that training pro-
grams shouldn’t be an exclusive theoretical 
model designed at the educationalist’s desk, 
but should be designed as a hybrid learning 
model that combines a strong, yet flexible, 
educational model with knowledge and op-
portunities from practice. In this way one can 
truly speak of a living curriculum that keeps 
pace with the real world. 

Interaction 
within the profes-
sional landscape
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tween the disciplines, a so-called third space, 
comes into existence through crossing the 
disciplinary boundaries as a fertile ground 
for concepts for radical innovation and new 
insights. We have identified this space’s high 
innovation and learning potential for new in-
sights that may lead to meaningful (radical) 
innovation concepts for 21st century techni-
cal vocational education. I further argue in 
this article that creativity, artistic and design 
approaches are important drivers to expose 
these spaces for innovation. In this article I 
claim that creativity and transdisciplinary co-
design in learning projects are valuable driv-
ers to transform the 20th century technology 
driven education into a human driven vision 
for technical education in the 21st century. 
Tom Barker approaches the importance of 
creativity in technological fields from an art 

and design educational perspective. He leads 
The Digital Futures Initiative for the Digital 
Futures Graduate Program at OCAD Univer-
sity in Canada. OCAD University (OCAD U) 
is one of our partners in the live transmission 
project. Tom Barker is currently teaching the 
Generation Z students, a slightly older age 
group than the students enrolled at Zadkine. 
In Walking Through Mobile he shares his vi-
sion on higher vocational education in arts 
and design in the light of the creative industry 
for mobile devices. In his essay he emphasises 
the importance of technical literacy as the 
main strategy for preparing students to keep 
up with the rapid changes in mobile technol-

ogy. He claims that the time of visual mock-
ups and wireframes is over for his students 
and it is time for hands-on programming to 
make working prototypes. This vision about 
technology literacy for artists and designers, 
is underlined by the Patching Zone (Nigten, 
2015). With his ‘seven deadly wins’ he pro-
vides a handy rule-set to be considered by all 
young creative developers and teachers. 

I would like to end this introduction with a 
short reflection on this chapter in respect to 
the previous Mediawharf developments. Ear-
lier we reported that the teachers’ role trans-
forms from being in front of the classroom to 
an organiser and a network navigator who 
co-designs new projects in existing or new 
communities of practice (Nigten et al., 2013). 
While following Wenger’s landscapes of prac-
tice theory, the teachers’ role could go grow 
to being an informed networker and guide for 
students to navigate the communities of prac-
tice within these networks. The Mediawharf 
approach shows remarkable resemblance 
to the value that Wenger attributes to the 
crossing of boundaries in community practice 
(Wenger et al., 2014, Wenger, 1998). Although 
the implementation level differs slightly (disci-
pline borders versus community borders) the 
landscape of communities metaphor might be 
a prelude for the next steps in Mediawharf’s 
landscape, where projects are all being estab-
lished in or as small or bigger communities 
of practice with the students, teachers and 
stakeholders as learning practitioners. 

Drivers to transform 
technology driven 
education
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New models for vocational education and training in the Netherlands

New models 
for vocational 
education and 
training in 
the Netherlands 
erwin H.W. Niedeveld

Developments in our world demand we 
must look at the world in a different way. Af-
ter passing the developments of the first and 
second industrial revolution, mostly driven 
by economical values, we have now entered 
the world of the third industrial revolution. 
According to Jeremy Rifkin (Rifkin, 2008) 
the age of the Internet, new technologies 
and renewable and green energy have found 

base and have become a great influence on 
our daily (working and social) lives. Through 
the developments and the opportunities of 
the interconnectivity of the Internet, informa-
tion has become available for more people 
then ever before. People make use of this 
information and create new businesses and 
new business opportunities. This new way of 
interconnectivity exists in every layer of our 
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great challenge for VET to keep up with this 
transformation. 

In the last ten years the divide between VET, 
businesses and society has grown. Students 
in VET who are educated and have become 
workers after a few years of study, need to 
catch up with reality. What has become of 
the former public and private sector and the 
added value of educational systems?

According to Sir Ken Robinson (Robinson, 
2010) the educational system in general is 
based on the first industrial revolution and 
kills the creativity that society and the private 
sector need so much. Of course this animated 
and rather melancholic view on education 
isn’t representative for all educational institu-
tions, but there is a foundation in the claim 
that cannot be ignored. One thing is for sure: 
the future is fundamentally unpredictable. 
And therefore educational institutions need 
to have a fundamental reflection on them-
selves, because they have the tendency to 
want design-training programs completely 
upfront.

Within VET the answer does not lay within 
the mechanistic way training programs are 
designed, but in the examples of the more 
fluid and hybrid way our networked society 
is organised. This approach is fundamentally 
different from traditional ways of designing or 
developing training programs. It can be indi-
cated as projects designed on a basis of social 
innovation and co-production within the edu-
cational system and the necessary network 
partnerships; a paradigm shift. Within the 
training program real life learning projects 
are implemented, so that the students will be 
challenged by the real thing. 

By using real life learning projects in VET 
three basic psychological needs (Deco & Ryan, 
2000; Vansteekiste et al, 2005) of students 
and teachers can be met:
1. Enlarging social connectivity within net-

work partnerships through involvement of 
VET, public and private sector; 

2. Enlarging craftsmanship through challeng-
ing, meaningful and real complex tasks;

3. Enlarging autonomy through inviting and 
co-productive behaviour of the teacher to-
wards the students.

Therefore in 2012, Zadkine, as one of the 
largest vocational educational institutions in 
the Netherlands with 18,000 students in the 
region of Rotterdam, has taken up the chal-
lenge and started a new training program. 
The challenge wasn’t just starting a new train-
ing program, but starting a program that can 
keep up with the continuous transformation 

of society and the developments of technol-
ogy within. Furthermore, the training program 
needed to make an effort of connecting other 
training programs with each other through 
real life learning projects where students not 
only learn, but also teachers come into con-
tact with new developments and can learn 
from them. From this perspective the goal is 
to realise a professional learning community 
for VET to keep up with a networked society.
In 2012 Human Technology started as a new 
training program in co-production with The 
Patching Zone. Zadkine and The Patching 

society and has become public property. In a 
way more information isn’t just available to 
us in one single place, but has become avail-
able in multiple places at a time. According to 
Manuel Castells (1996), the presence of infor-
mation has transformed from information in 
one place (space of places), to the presence 
of information in different places at the same 
time (space of flows). 
These phenomena (space of flows) have be-
come a junction where information is passing 
through and can be accessed and used for 
multiple purposes. This development is in-
fluencing the speed of change and the way 
change is rapidly taking place. Change isn’t 
initiated in a traditional bureaucratic, linear 
and chronological way, but in a more complex, 
concentric and uncontrolled way, through 
formal and informal networked partnerships 
within society. Traditional boundaries and re-
lationships are fading.

In this networked society (Castells, 1996) 
within a global scale, education sees itself 
in the middle of a new challenge. What skills 
are relevant for the future, and what does this 
mean for the educational systems and the 
way that they organise education? More than 
70% of the knowledge students adopt, they 
learn outside the educational systems (S. in 
‘t Veld, 2015).

In secondary vocational education and train-
ing (VET) there has always been an active 
bond between educational institutions, the 
private sector, the public sector and society 
as a whole by the use and influence of joint 
industrial comities and the government called 
‘Paritaire Commissies’. Qualifications within 
the VET are changed on a regular base to 
meet the demands of professional qualifica-
tions. But because of the continuous change 
and speed of this change, it has become a 

Students need 
to catch up with 

reality
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together with the producers of innovative 
materials and realised a new way of build-
ing construction together. For the next three 
years the Maskerade house will be occupied 
by a family, measurements will be carried out 
and renovations will take place in response 
to the inhabitants during this period to learn 
from this new way of building and adjusting. 
So the Maskerade project has proven to be a 
smart and sustainable way of real life learn-
ing. Network partners in this stage of the part-
nership are Maskerade, SBRCur.net, TU-Delft, 
Hogeschool Rotterdam, RDM Campus, Con-
cept House Village and the civil community of 
Rotterdam-Heyplaat.

By highlighting this brief example, I want to 
point out how it is possible to organize VET 
in a networked society and keep up with the 
challenges of the never-ending transforma-
tions and the demands of a networked soci-
ety. At Zadkine we have learnt what is neces-
sary to improve in our VET programs and what 
is necessary to secure a PDCA-quality cycle 
within the new way of organising the train-
ing programs. In addition to this we decided 
to use the Four Component Instructional De-
sign models, ‘4CID-model’ (van Merriënboer & 
Kirschner, 2008).

Furthermore, we have learnt that through the 
years of using the concepts of Mediawharf we 
recognise four lines of continuous attention 
and care, which are:
• The need for permanent input in real life 

learning projects from network partners 
that are socially and technologically in-
novative. Whereby just in time education 
becomes possible and the three basic psy-
chological needs can be met;

• Life-long learning for the teachers involved 
within the VET training programs through 
continuous contact with the network part-
ners. Not in a traditional way, such as short 
term and incidental apprenticeships in the 
sector, but through continuously having to 
deal with developments with and around 
the sector (also cross-sectoral and transdis-
ciplinary);

• The necessary care for continuously chang-

Zone collaboratively developed a concept 
called ‘Mediawharf’. Within this concept a 
co-production in a networked society is im-
plemented in VET. By developing the training 
program of the Human Technology curriculum 
(NLQF, EQF level 4) it has been proved to be 
possible to design a VET program that incor-
porates the principles of the networked soci-
ety. After three years, in 2015, we have man-
aged to hand out the first certificates to the 
students of Human Technology. Furthermore, 
we have managed to reach our goal and es-
tablish cross-sectoral and transdisciplinary 
connections between different training pro-
grams, such as I.C.T, Healthcare, Construc-
tion, Maintenance and Renovation. After 

three years of real life experiments we have 
now come at a point that securing this way of 
organising vocational education can be taken 
to the next level.

Besides The Wilhelminapier Experience Tour, 
another real life learning project was a build-
ing project called Maskerade. Maskerade 
(Masquerade Prototype, 2014) is an inno-
vative way to build affordable homes from 
bio-based materials. The project itself is a 
co-production between an architect and 12 
producers of innovative building materials 
from all over the Netherlands, what was even 
more special about this project is the fact that 
most of the project was realised by students 
of different NLQF/EQF levels. This example of 
co-production made it possible to make con-
nections on an alternative way and an alter-
native level within the network partnerships 
of VET. Teachers and students were brought 

Cultural change 
within the 
educational 

organisation as a 
whole 

A smart and 
sustainable way of 
real life learning 
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ing roles within the educational teams to 
make sure every team member has a role 
in the high performing educational team. 
The traditional role of teaching in front of 
the class (education 1.0) has changed to 
a co-productive teaching role and network 
managing facilitator (education 3.0);

• The necessary care for cultural change 
within the educational organisation as a 
whole because of the cross-sectoral and 
transdisciplinary relationships;

• The role of transformational educational 
leadership to improve autonomy and 
strength within the educational teams.
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KoReA:

Hmm... 

Hard question for me. 

Well... 

How about this… It’s hard to explain, but we 

have this relation between people, this thing 

called tsang.

We care about other people, a lot. 

Sometimes it’s good, sometimes it’s bad, but 

when it’s good I think it’s really good because 

we care about people who are having a hard 

time. 

We sympathize with them and so on…
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Instruction manual
Instruction 
manual 
Sebastien Seynaeve, mark 
Schipperus, Rico Schreuder
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Real life, real time learning projects
Real life,
real time 
learning 
projects 
Harry Kotey

In our contribution for the last book (Real 
Projects for Real People Volume 3, 2013) we 
described the model we developed with the 
teachers in Mediawharf. This model anticipat-
ed the role of the teacher in a rapidly chang-
ing educational environment. The teacher’s 
new position in the centre of the triangular re-
lationship of student, business and education, 
brought forward many questions and chal-
lenges for the teachers and their role in the 
educational work environment. Besides the 
familiar role of being the expert tutor for the 
student, we identified a role as a contractor 

for business partners. The challenges raised 
by shifting these teachers’ roles, formed the 
basis for the next educational innovation step 
that we, the Zadkine teachers, educational 
leaders, students and The Patching Zone dealt 
with over the last year and a half. In this text 
we’ll elaborate on these common challenges 
in more detail.

Growing into new 

learning

This year we’ve been beta-testing these roles 
with three teams. We’ve witnessed a whole 
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made us realise how working like this differs 
from doing an in-house project and also how 
it would greatly influence the teaching skills 
and habits. A third approach consists of re-
shaping education into a form that allows for 
more flexibility. Here we let go of traditional 
methods and put effort into designing new 
tools and forms for educating students. Once 
this new situation feels comfortable we will 
start introducing real projects into the educa-
tional program. 

1. Cross-sectoral and 

transdisciplinary

When education moves into real-life and real-
time learning, the need for working across 
sectors proves crucial. All assignments require 
input from different specialists - for instance 
I.C.T. and marketing or, in a housing project, 
plumbing and robotics. Students already 
know how to cooperate with students in other 
disciplines. In addition to that we state that 
project-based learning requires a transdiscipli-
nary approach. Having complementary disci-
plines and thinkers (alfa/beta/gamma) in the 
team, allows new and boutique outcomes to 
emerge. 

2. Learning community

Another observation is that this new model 
of learning cannot be designed solely behind 
an educator’s desk. Teachers, students and 
the business community need to be part of 
the educational team either as a client or con-
tributor to the learning community (and some-
times both). All parties need to be involved: 
school, teachers, students (and ideally their 
social network too), a network of companies 
and experts. This is no longer a task that the 
school as an institute can take of all by itself. 
Learning needs to be a societal responsibility 

and as many partners as possible need to be 
involved. The input these parties can offer is 
invaluable because they extend the thinking 
frame of both teachers and the school.

3. Contracting

Taking on and executing real projects requires 
very concise information on what the students 
can deliver. This requires adapting a whole 
different range of skills for a team, like plan-
ning resources (students), managing expecta-
tions, and also leading a team of students to 
be their best at all times. But also for the issu-
ing party, there’s a new reality dawning. Any 
company that considers students to be cheap 
labour, will be disappointed. We now expect 
them to be part of the educating team and 
put in their values, ranging from on-the-job 
training, extensive coaching or giving work-
shops in class. 

4. Safe haven

The effort the teachers are making here is 
huge. They’re challenged to let go of what 
they know and have grown accustomed to, 

and instead tread upon an unknown path 
with multiple actors and uncertain outcomes. 
This can increase a feeling of insecurity that 
will make them want to stay in their comfort 
zone and not change a thing. We need to cre-
ate a ‘safe haven’ to encourage them to face 
the challenges they are going to encounter. 
Invest in team building as their interdepend-

different approach and adoption with these 
teams, with an interesting outcome for now. 
The one thing we hold true is that we ob-
served that project assignment as we all en-
vision requires project-based teaching and 
project-based working. This means hands-on 
education. Working in this way has a huge im-
pact on teaching itself. No longer can a teach-
er rely on a purchased educational method 
to structure his teaching for the school year. 
Teaching now means adjusting and anticipat-
ed improvisation in order to ‘fit’ the education 
to the appropriate qualifications for the spe-
cific student (or group). The ideal projects for 
this type of education should be ‘real’ projects 
i.e. projects issued by a real company or or-

ganisation. Project-based teaching then boils 
down to assessing a project to 1) Its potential 
merits for the students’ mandatory qualifica-
tions, 2) The scope for students being able to 
finish it appropriately and 3) Translate it into 
a meaningful and attractive learning task. In 
order to make learning more attractive to stu-
dents we need creativity. By that we mean the 
skill to mould each real project into a context 
for learning. (see Creativity and co-creation, 
keywords for educational innovation p. 55) 

In Mediawharf we experimented with dif-
ferent adapting strategies. In one case we 
adopted the project-based approach almost 
instantaneously and started experimenting 
with workshops, so-called project weeks and 
other forms of teaching. In a team that al-
ready integrates projects in their teaching for 
students to solve, we introduced a ‘real’ con-
tractor who issued a ‘real’ assignment. This 

Learning needs 
to be a societal 
responsibility

mould each real 
project into a 
context for learning

434242 43



ence is far more crucial than a traditional 
setting in which each individual focuses on 
teaching their own subject. In order to deliver 
well, they become dependent on the skills, 
knowledge and input of the other team mem-
bers. Keep them focused on their own tasks 
and profession and make sure they don’t (have 
to) worry about inspection or other require-
ments the school has to abide by. Buy-in from 
management will assure them that this new 
approach for teaching will not be abandoned 
overnight. Make them feel safe when experi-
menting.

5. Road ahead

So, we are far from finished. This past year and 
half we made good progress introducing real 
projects in an educational context. Next year 
we’ll focus on getting projects to be the main 
ingredient in educating students. In order for 
that to happen we need to connect with or-

ganisations that want to partake in a network 
for educating students. We will have to get 
out and match their education with the needs 
of entrepreneurs and managers.
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FRANCe:

He told me, my host: 

“yes, I know. 

Travelling is like 

reading a book. 

When you finish 

your book, you 

never know if you 

will read the book 

again.” 

That was a few years 

ago, and (...) now, 

every time I am 

going somewhere, 

and I am about to 

leave, I think about 

this man, about what 

he told me at that 

moment. 

And I am always 

asking myself: 

will I read this 

book again?
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Who is it for?Who is it for? 
max Dovey 

Abstract 

The diverse groups of people involved in Points of 

Departure made us constantly ask - who is it for? 

When embarking on a project with so many people 

from different backgrounds you can find yourself 

in a cacophony of different aspirations and ex-

pectations. This article highlights how the misun-

derstandings and expectations that occur through 

large-scale collaborative projects can be used to 

serve and benefit the project.

When we began the project in November 
2013 we were introduced to the different cul-
tural institutions and educational partners in-
volved in The Wilhelminapier Experience Tour. 
The directors of the cultural institutions on 
the Wilhelminapier predominantly occupied 
the mature over 50-age bracket, while the 
students we were working with were aged 
around 17-22. I was one of four ‘Young Pro-
fessionals’ working on the project and, as our 

job title implies, our ages spanned 25-35. Col-
lectively, we formed a vast scope of ages from 
young adults to an older generation and part 
of our task was to bridge the demands of both 
the directors of the cultural institutions and 
the expectations of the students. The diversity 
in ages can create some confusion as views 
and opinions divide the creative process. ‘Pro-
cesspatching’ is a working methodology that 
utilizes the diversity so that everybody’s spe-
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taurants and a boutique hotel. Finished in No-
vember 2013, just as we began working on the 
project, the building shimmers over the Maas 
River and it’s constant visibility throughout 
the city has made it one of Rotterdam’s iconic 
landmarks. It’s construction was the finishing 
piece of an urban development project that, in 
less than thirty years, turned the abandoned 
shipping warehouses of the pier into a modern 
urban development designed for apartments, 
offices and cultural activity. The mighty build-
ings tower over you as you walk down the 
pier and without any significant open space 
until you reach the Hotel New York there is 
very little ground level accessibility. Most of 
the automatic doors at the bottom of these 
skyscrapers lead to reception desks where you 
will not get much further without a prior ap-
pointment. With the pier now hosting mainly 
high-rise offices, luxury apartments and pent-
house suites the Wilheminapier is designed to 

accommodate a privileged business lifestyle. 
It was not surprising the students had little 
interest in visiting the Wilhelminapier and did 
not go there to hang out. What was surprising 
was that the directors of the cultural institu-
tions were shocked that the students didn’t 
find the pier exciting. I suspect that some of 
the cultural directors still thought of the pier 
as a playground of endless possibility and 
that their relationship with the environment 
had not changed since they were ambitiously 
transforming it from an abandoned harbour in 
the 1980’s. After all, it was the trespassing of 
just a small group of people who took those 
first steps in cutting through the fence and 
exploring the empty spaces as places of op-
portunity and began setting up cultural initia-
tives, parties and illegal shared housing. Some 
of the original group that remember the pier 
as this abandoned harbour are now running 
some of the current major attractions like The 
Hotel New York and LP2. Gerard Steenbergen 
(the director of LP2) would tell us about the 
parties that happened on the pier where the 
only way to get there was through a hole in 
the fence. It was those adventures that led to 
the modernisation and development of Wil-
helminapier and turned the historic old har-
bour into a place of cultural regeneration. 

During the 1980’s the Wilhelminapier was an 
abandoned landscape that became a play-
ground for exploration and radical transfor-
mation, but with the construction of this ur-
ban utopia, the sense of exploration had been 

cialty contributes towards designing solutions 
in more innovative ways. Therefore, conflicts 
of interests and clashes should be seen as pos-
itive alternatives to problem solving during 
the design process. This can lead to extraor-
dinary discoveries that occur through a series 
of misunderstandings that directly result from 
the day-to-day workshops and activities from 
working in a ‘Processpatching’ model. I will 
describe some moments that occurred dur-
ing the collaborative process where the mis-
understandings and expectations of people 
involved highlight how clashes of interest can 
serve the development of a creative project. 
During one of the first meetings between 

everyone involved in the company Carol Hol, 
one of the co-initiators of The Wilhelminapier 
Experience Tour, wanted to know who had 
visited the Wilehelminapier and what they 
thought of it. When only one student raised 
their hand to comment that they thought the 
pier was ‘boring, dull, there is nothing for us 
to do there’ Carol Hol appeared genuinely 
surprised. Carol Hol had been instrumental 
in transforming the Wilhelminapier since 
the 1980s when it was a sectioned off area 
of Rotterdam and the only remnants of this 
historic location were empty shipping ware-
houses. Since then the pier has undergone 
dramatic transformation and now this historic 
site is populated with skyscrapers, offices, cul-
tural museums, institutions, restaurants and 
residents housed in large multi-story flats. The 
latest skyscraper, designed by architect Rem 
Koolhaas, is a trio of titanic silver towers con-
stituting forty-four floors of apartments, res-

Discoveries that 
occur through 
a series of 
misunderstandings 

Conflict in views 
between the students 

and the directors 
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initially quite reluctant towards the idea of 
playing outdoor games, they began devising 
complex rules for strategy - based games like 
‘capture the flag’ and ‘Stratego’. We turned 
open spaces into bases for capture the flag 
or doorways into hide outs, transforming the 
urban environment into a place of adventure, 
exploration and ownership. 

One of the issues raised in the project brief 
was that visitors on the Wilhelminapier would 
usually go directly to the institutions they 
were visiting and the tourists who occasion-
ally pulled up on international cruise liners 
would immediately be driven off to the centre 
of Rotterdam and not stick round to explore 
the pier. People would not hang around, in-
habit or explore the pier because many of the 
buildings required appointments (a screening 
at LantarenVenster, a table booked for din-
ner). Our project had to be publicly visible and 
encourage visitors to begin exploring different 
areas of the pier and combine the disparate 

buildings on the pier. Through using games as 
a strategy for urban intervention and explora-
tion we were able to develop adventure-based 
experiences that were then incorporated into 
the soundwalk of ‘Points Of Departure’. 

“The only thing that can be trusted… is a 
soundwalk that we performed on the pier 
during the Points Of Departure exhibition in 
March 2015. Visitors were instructed to walk 
to the end of the pier where there was a man 
writing dates on a blackboard titled ‘Does this 
date mean anything to you??’ Upon seeing 
your date of birth written on the blackboard 
the visitor would approach the man who 
would give them a small card with directions 
to a room in the Hotel New York. Following 
the directions to the 4th floor they would find 
a bedroom overlooking the Maas River with a 
microphone on the table and a piece of paper 
on which was written ‘Tell me about a journey 
that changed your life…’”

These three simple instructions allowed visi-

lost. The conflict in views between the stu-
dents and the cultural directors was the first 
indication that we must attempt to re-create 
that lost sense of adventure and exploration 
for visitors on the Wilhelminapier. Our next 
steps focused on working with the students 
to develop ways in which the public space on 
Wilheminapier could offer a sense of adven-
ture and exploration to visitors and members 
of the public. 

During October 2014 we ran a two-week 
workshop with over a hundred students from 
Human Technology at Zadkine College. The 
students were developing mobile applications 
for the Wilhelminapier based on audience re-
search they had been collecting from visitors 
on the pier. We encouraged the students to 
design projects and experiences that related 
to the findings of their research. One group of 
students identified the lack of parking spaces 
as a major problem for visitors on the pier and 
designed a mobile application that updated 
the user with available car park spaces. The 
group took their project one step further and 
made a self-initiated guerrilla marketing cam-
paign to promote their project. The campaign 
used a visual logo with the words ‘Wilhelmi-
napier’ and stencilled this logo with spray 
paint onto the walls of different cultural insti-
tutions on the pier. This occurred so discreetly 
that none of us workshop leaders noticed 
until Gerard Steenbergen (the director of LP2) 

tweeted a picture of one of the stencils on the 
side of his building. At the time Gerard was 
unaware who was responsible for the graffiti 
but I recognised the logo and was immediate-
ly concerned that the student’s guerrilla mar-
keting campaign would cause some problems. 
At the end of the week the students, teachers 
and cultural directors gathered and the stu-
dents presented the projects they had made 
as part of the workshops. 

The reaction to the graffiti was not what I 
anticipated; instead of condemning their ac-
tions, the cultural directors seemed pleased 
with how the students had engaged with and 
challenged the environment. When the stu-
dents subverted our expectations by causing 
come mischief, the cultural directors seemed 
inspired by their juvenile attempts to stake 
their claim on the pier. Their actions subverted 
a set of rules and opened up a playful avenue 
that gave the students a feeling of ownership 
over the dominant skyscrapers, companies 
and cultural institutions. Needless to say we 
did not continue to cover the pier in graffiti, 
but we did learn the importance of creating a 
sense of ownership for people visiting the pier. 
We began asking how a sense of adventure, 
exploration and ownership could be created 
through a game-play experience on the pier. 
The directors of the cultural institutions were 
enthusiastic about developing this type of 
experience on the pier and the students were 
the perfect group to challenge and test the 
boundaries of a new adventure on the pier. 

We began weekly game sessions with the stu-
dents on the pier where we would test games 
and explore the space to help us develop an 
adventure-based experience for visitors to the 
Wilhelminapier. Although the students were 

The guerrilla 
marketing campaign 
would cause some 
problems 
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tors to wander the public space, encounter 
a stranger and explore the grand Hotel New 
York. The soundwalk enabled the public to 
explore the pier and experience parts of build-
ings they would not normally get access to. By 
wandering the water’s edge, encountering a 
stranger and exploring the highest bedroom 
suite in the Hotel New York, the visitors ex-
perienced an adventure we created in both 
the public and private spaces on the Wilhelmi-
napier. Through the mis-understandings that 
came from conversations and direct actions 
between the students and the cultural direc-
tors we were able to design an experience that 
responded to the mixed attitudes of everyone 
working on the project. Learning about the 
Wilhelminapier’s recent history from aban-
doned territory to commercial urban environ-
ment encouraged us to turn a walk down the 
pier into an adventure. By changing how the 
students interacted with the pier, by explor-

ing and playing weekly games we were able to 
resurrect a sense of exploration and adventure 
that the directors of the cultural institutions 
felt so fondly of. Once we discovered how the 
development of the pier had been initiated by 
some wild explorers we were able to unbound 
ourselves from the constrains of the formal 
environment it had turned into and run wild 
down the pier once again. By working with 
such a wide range of ages and demographics 
we were able to strike a chord that resonated 
with everyone involved. Which is not easy 
when making a project with such a wide age 
demographic, but can be achieved by having 
some direct conversations and playing a few 
games to break the rules. 

AZoReS:

They recommend you to wear 

your shoes in the plane, 

because when you lose your shoes 

you can’t walk in the mountains. 

So if your luggage doesn’t arrive, 

at least you have your shoes.
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Co-creation and creativity, key words for educa-tional innovation

Co-creation 
and creativity, 
key words 
for educational 
innovation 
Anne Nigten 

Since the recent economic crisis, most peo-
ple have come to understand that the digital 
revolution goes way beyond chatting with 
your grandma or a distant cousin on the other 
side of the world or shopping online twenty-
four/seven. Since the economic crisis more 
and more people have started thinking about 
the way our society has been organised and 
what its values really are. The banker’s deba-
cle that shook Western society’s faith in its 

economic system appears to mark a changing 
attitude towards globalisation and a techno-
logical utopia. The dominance of the market 
and capitalism, which for many were linked to 
decades of prosperity, are no longer indisput-
able. At any rate, it is no longer self-evident 
that they bring wealth to everyone. The grow-
ing inequality between rich and poor and 
the administrative hassle that comes with a 
quantifiable, market-based lifestyle has been 
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development of products or services, we can 
see important differences in development cy-
cles. Large-scale social innovation processes 
require, just like radical innovations of prod-
ucts or services, different organisational mod-
els than the model in which a product or a 
service is continually developed. All around us 
we see small dynamic businesses working in 
innovative ways and opening up new labour 
markets, while large organisations such as 
ROC regional training centres and schools for 
higher professional education are having trou-
ble keeping up. These large organisations, the 
institutions, often do not have the means to 
take great risks, which is an important aspect 
of innovation. Nonetheless it is very important 
that students receive an education that is fu-
ture-proof. In my daily practice as a professor 
and in the innovation projects of The Patch-
ing Zone a few insights occurred to me, which 
are inextricably linked to complex innovation 

issues and education. In this article I would 
like to explain my ideas, based on a number 
of examples from my practice. I will do so with 
two key terms: co-creation and creativity. 

Co-creation

Co-creation is a friendly, social way of work-
ing which is closely linked to participative 
work processes (participatory design) as we 
know from Scandinavia. By involving people 
from the workplace in the change processes 
of the organisation, their involvement is en-
hanced and with this, their support for change 
as well. In the best case scenario the intellec-
tual capacity of a company can be used to 
improve its future development. Co-creation 
is a very interesting way of working, in which 
people learn from their peers. The Patching 
Zone employs this way of working regularly 
during workshops with experts, teachers and 
students. Co-creation or co-design comes in 

the reason for many people to change course. 
This taking of new roads is manifesting itself 
in the workspace, in the business sector and in 
urban development etc. It appears as if this is 
the start of a new model that is being created 
for our society, bottom up. 

Changes

Change and transition are inextricably linked, 
even if we don’t know exactly what this pe-
riod of transition will bring us. However what 
is certain, is that all kinds of things are going 
to change. ICT and technology have become 
inseparable elements of almost every aspect 
of our lives and of all businesses. After sev-
eral decades in which digital technology (ICT) 
was leading, we now see that technology is 
used more and more to serve people. There 
are many ways in which technology (in its wid-
est sense) can be used, originating from the 
place where an instrumental vision of technol-

ogy makes way for personal experience. What 
does this mean for the new generation, Gen-
eration Y or the Millenials who are the first to 
grow up in a network society? How do we con-
nect them with a labour market, that is still 
based on ‘old’ models? How do we organise 
education so that it is future-proof?

The rapid development of the creative (manu-
facturing or making) industry (Sector analy-
sis Higher Professional Education technology 
2012) is a good example of the changing 
labour market. The product market is being 

replaced, at least to a certain extend, by the 
experience and service industry. We are liv-
ing in a so-called experience economy. Before 
we draw conclusions in regard to the conse-
quences of education, we can start by noting 
a number of remarkable observations of the 
experience economy: work and leisure time 
can hardly be distinguished; time is not nec-
essarily equivalent to money, but more and 
more money is spent on services and (virtual) 
experiences. 

How can we anticipate this in an adequate 
way, and perhaps even more importantly, how 
do we prepare our students for this? And is it 
all that self-evident that the Millenials, who 
are growing up as the first generation in a 
network society, are being taught by a tutor 
from an older generation who undoubtedly 
entered this digital reality at a later age? It 
is obvious that a transition period as we are 
experiencing now, requires an alert and a es-
pecially creative attitude from everyone who 
plays an active role in this, or who has to play 
an active role in this, whether they are young 
or old. If such great changes occur in the pro-
fessional practice, of course education cannot 
lag behind, and here people are looking for 
answers as well. But how can we assess the 
answers when we do not yet know what the 
future will bring?

Groundbreaking changes that take place in 
leaps require quite a different approach than 
step-by-step changes in existing situations. 
The trajectory of large-scale social innova-
tions can roughly be compared to innovation 
processes, as we know them from processes, 
products or services. If we place these ground-
breaking or radical innovations against the 
incremental changes that take place in the 

Leaps require a 
different approach 
than step-by-step 
changes 
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combustion engine) and more recently, Steve 
Jobs. They already told us that user consulta-
tion, an explorative kind of involvement of the 
end-user, is not useful for radical new prod-
ucts or services. When he was asked whether 
he conducted market research for Apple, Jobs 
answered: “No, people don’t know what they 
want until you show it to them.” (Isaacson, 
2011)

In literature gradual, market-driven innova-
tion is often illustrated by the initial research 
question: what do people want? Gradual in-
novation therefore is often a reaction to 
questions from the market or questions from 
identified end-users. Radical innovation how-
ever is connected to the question: what would 
people like? (Verganti, 2009) This anticipates 
a question which does not (yet) exist. The first 
question is a question or a known problem, 
which requires a solution. For the second 

question you do not have a concrete prob-
lem. The underlying philosophy is significantly 
different: one is about responding, the other 
about anticipating. The scenario of anticipa-
tion requires specific skills and knowledge. In 
addition to very usable knowledge and meth-
ods from the humanities, such as psychology, 
anthropology and behavioural sciences, we 
can learn much from the way the creative sec-
tor deals with design. Because even though 
Steve Jobs calls this kind of anticipation intui-
tion, I would argue that you can learn how to 
do this to a large extent simply by doing it, 
by learning about other work processes and 
through collaboration. Designers and artists 
often work from the ‘What would people like?’ 
question, without this being wild speculation. 
This approach does have a certain risk, how-
ever, because how do you know what people 
want? How does a designer avoid designing 
based on the possibilities technology offers?

many varieties and has become very popular 
recently. Many social organisations and com-
munity art projects work according to the 
principles of co-creation. And we see more 
and more how co-creation is used as a mar-
keting tool for brand engagement (create your 
own crisp flavour), and thus reinforces the 
connection between consumer and brand. Co-
creation is especially relevant if we look at the 
innovative work of the future. The Millennial’s 
will increasingly work in situations in which 
innovation originates from co-creation. Co-
creation does not limit itself to the (working) 
relationship between supplier and buyer or 
developer and end-user. Companies increas-
ingly work together with other companies and 

professionals from other disciplines and end-
users. This is called co-innovation: innovation 
that comes about through collaboration. (Bar-
rett, 2011)

Going back to the basis of co-creation and the 
participative design process, we can say that 
in the processes of co-creation the end-user 
is directly involved in the product develop-
ment cycle. The power of the Scandinavian 
participative process is the involvement, the 
acknowledgement of the end-user as an im-
portant participant in the design process. You 
could say this is a direct democratic process. 
But this democratic process, as well as the 
social emancipatory advantages, also has 
its disadvantages. A democratic process can 
weaken a design, as the English artist col-

lective The People Speak (UK) show in their 
‘Who Wants to Be...?’, project (The People 
Speak, 2013). In this direct democracy game 
show the audience introduced ideas for which 
they paid money. This was followed by a col-
lective negotiation and decision about what 
the ‘best’ idea was. The total inlay of the pot 
was for the winner, so she could decide how 
to carry out the idea in practice. Something 
interesting is happening here. By negotiating 
about strong ideas or concepts, you create a 
strong support base and this in turn increases 
the probability of it being executed. But we 
also see that negotiation increases the risk of 
diluting the idea. So it would seem that co-
creation is interesting for peer-learning situa-
tions and for processes of gradual innovation, 
but not for radical or groundbreaking innova-
tions. This notion is reinforced by pioneers 
such as Henry Ford of the second industrial 
revolution (steel, electricity, turbines and the 

A democratic 
process can 
weaken a design 
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sonal experience can be co-created. A good 
example of this is the Sound walk that was 
developed by The Patching Zone team for the 
Wilhelminapier pilot: Points of Departure. In 
this soundwalk the participants were treated 
with people’s personal stories about longing, 
travelling and desires that led them to share 
their life changing story with unknown future 
participants (see On travelling p. 93). 

During the past fifteen years I have conducted 
an in-depth study into collaboration processes 
between artists (in the widest sense of the 
word), designers, technicians and later also 
with participants. What struck me was the 
holistic way artists tend to work, which in the 
first instance is often labelled as wavering by 
the technicians. The way artists work is crea-
tive, associative and iterative. This is more or 
less diametrically opposed to the reductionist 
model technicians traditionally use. This re-
ductionist way of working leads to a linear ap-
proach of things. If you approach things this 
way, creativity is often felt as an interference. 
As a result many ICT trainings are inclined to 
eliminate creative skills. But is it not exactly 
this creativity we need for innovation and 
future-proof education? 

Creativity 

What makes creativity so important for the 
groundbreaking innovation of the future? 
As concluded earlier, the uncertain factor of 
the serendipity of groundbreaking innova-
tion doesn’t match with a solution-oriented 
approach, but it shares more elements with 
the anticipating ‘What would people want?’ 
scenario. Creativity highlights new ways of 
dealing with things and creativity slices right 
through existing paradigms. As soon as crea-
tivity is discussed, a lot of people disengage; 

they feel the subject is vague and intangible. 
Because creativity is key to radical innova-
tion as well as to the collaboration with the 
creative industry, I suggest we study this is-
sue more closely. The American psychologist 
Mihaly Csikszentmihalyi (Csikszentmihalyi, 
2013) unravels the term creativity in a way 
that is very interesting to this context. He dis-
tinguishes three processes within creativity: 

1. Personal creativity, which can provide a 
beautiful experience or product for some-
one personally.

2. The creativity in the domain, where peers 
assess whether someone’s creative endeav-
ours really are that brilliant, and where the 
option exists for working together to im-
prove things.

3. Creativity in the field of activity, where the 
outside world decides whether the results 
of your creative endeavour make a lasting 
impression, or whether they are adopted 
and acknowledged by a larger group.

What becomes important for all radical in-
novations to succeed is the complete inter-
action of these three elements: the personal, 
the domain and the field of activity. Mihaly 
Csikszentmihalyi shows us that personal crea-
tivity which is recognised in the professional 
domain and which is imitated in the field of 
activity, is the kind of creativity which is the 
foundation of radical innovation. Let it be 
clear that this does not exclusively refer to the 

We have previously stated that innovation 
always contains an element of uncertainty, 
and always brings about risks. We can learn 
from the creative sector that this ‘intuition’ 
can be developed further. This becomes even 
more relevant when the connection with the 
fast-growing creative industry is connected 
with the professional practice of HT and ICT 
as well. If we examine the way artists and de-
signers work, for example, we see important 
leads for the radical innovation of experience-
oriented services and products. For example, 
an important design aspect of interactive art 
is that it allows many personal experiences 
and makes all kinds of personal interpreta-
tions possible. The (technological) design 
from this field does not focus on one problem 
with a matching solution. Moreover it often 
takes a broadly defined target group with an 
active role in the creation of the experience 
as its starting point. And this brings us, via 

an interesting detour, back to co-creation. The 
point in time where co-creation takes place is 
in the creative process however, it is at a later 
stage than in the participative design pro-
cesses mentioned earlier. The artwork func-
tions as a well-defined context or a strategy 
for interaction and co-creation in which the 
participants are responsible, from a specific 
moment in time, for its further development. 
We also see this principle in the game theory 
of, for example, open-ended-play, where the 
game has not been set, but does take place 
within a certain context. The rule set works 
as yet another strategy or context for co-cre-
ative play. You can play football with a foot-
ball but there are many more ball games you 
could play with a football. For many interac-
tive artworks the preconditions are set up by, 
for example, the environment, the software 
and/or hardware, which provides a certain 
measure of openness so more than one per-

Creativity slices 
right through 

existing paradigms
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behind visual programming and creative 
coding, or an iterative approach like that of 
Scrum, are very well aligned for to the holis-
tic artist’s way of working. Of course we also 
should be prepared that these collaborations 
will result in clashes, unexpected connections 
and new creative insights: the seeds for radi-
cal innovation. 

mediawharf 

I see future-proof education as a series of co-
creation processes in which teachers (profes-
sionals), students from various backgrounds 
and clients, stakeholders, work together on 
groundbreaking projects. This way teachers 
and students are broadening their horizons; 
it becomes possible for knowledge and ex-
perience to be shared through collaborations 
and the participants learn from each other in 
a practical situation. This was put into prac-
tice in 2012, when The Patching Zone was 

approached by ROC Zadkine in Rotterdam to 
co-innovate the technical section of their Sec-
ondary Vocational Education program, and 
also for the further development of a new Hu-
man Technology training. By now Mediawharf 
has developed itself as the Zadkine labora-
tory, halfway between the real world and the 
laboratory (Mulgan, 2006) where practice, 
knowledge and skills come together. This is 
where HT and ICT students and teachers work 
together on technical and media assignments 
with external clients. Mediawharf forms the 
connection within Zadkine for complex ex-
ternal assignments in which technology and 
experience come together. The study and 
discipline-transcending nature of the train-
ing required a separate studio where all par-
ticipants of the different schools would feel 
at home: this is Mediawharf. Meanwhile the 
training has completed its first cycle, the first 
generation of Zadkine’s Human Technologists 
has graduated and the number of enrolments 
is rising. The ICT course has decided to join as 
well. The whole setup of Mediawharf is found-
ed on the key notions of creativity and co-cre-
ation. Although this is a though process, it’s 
working! More details about the challenges in 
this process can be found later in this chap-
ter. The students and the teachers are work-
ing closely together, and are motivated and 
interested in the development and innovation 
of their profession.

The basic principle is not only relevant for 
Secondary Vocational Education, but also 
for Higher Professional Education. In the 
Mediawharf projects we see all the learning 
ingredients of a training in creativity as de-
scribed by Csikszentmihalyi, and which have 
also been combined with co-creation at dif-
ferent levels. If we follow the steps of the pro-

domain of the arts; there are many examples 
of groundbreaking scientists, technicians and 
entrepreneurs, to name but a few. 

The next logical question is: where does cre-
ativity come from? How can we train it and 
make it part of a curriculum? Mihaly Csiksze-
ntmihalyi’s theory shows us that radical in-
novation doesn’t come about just like that, 
and not at all in seclusion. Radical innovation 
often happens as a slow process and through 
collaboration. The coincidence, or serendipity 
I talked about earlier is something I see regu-
larly in trans-disciplinary collaborations, as a 
result of bringing together knowledge and ex-
perience from different domains. Sometimes 
it even happens through misunderstandings 
between people from different backgrounds 
who work together. This may result in new, 
domain-transcending insights. The selection 
of a trans-disciplinary team is a matter of pre-

cision. Artists and designers in mixed teams 
can make essential contributions and cata-
lyse radical innovations of great complexity 
because of the surprising way they tackle a 
problem, their critical attitude and associative 
hands-on way of working. The holistic and 
subjective (personal) viewpoint artists and 
designers have can be a valuable addition to 
technological and scientific research, in which 
practical applications and objective processes 
of establishing truths, often from a reduction-
ist perspective, are important motivations. 
Collaborations (and co-creation) between 
different disciplines often result in surprising 
connections, new interpretations and there-
fore radical new possibilities. This is why I 
would like to suggest that vocational schools 
pay more attention to hands-on research, 
which is conducted in multiform collabora-
tions between artists/designers, technicians 
and scientists. I note here that the concept 
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duction process more or less chronologically 
we see the creative input, the creative out-
comes of the collaborative process, the crea-
tive concept which will be further developed 
and fine-tuned in the collaboration between 
the peers (students, teachers and clients) and 
ultimately the end-users (or participants) who 
will be testing the creative concept in an inter-
active setting to see whether it works or not. 
This process illustrates that creativity can be 
trained. Earlier we saw that creativity lies at 
the foundation of innovation. Innovation, just 
like the creative process, is something that you 
do together. The training of creativity and in-
novation go hand in hand. Innovation is about 
learning, and with this I don’t mean learning 
by the book, but learning about new things, 
being open to new knowledge, experimenting, 
reflecting, adapting, continued development. 
In other words, it is about being brave enough 
to associate, and being brave enough to be 
creative!

And this brings us back to where this article 
started: creative trans-disciplinary collabo-
rations give us opportunities for combining 
knowledge so there is space for discipline-
transcending knowledge and insights to arise. 
This new knowledge will enable us to deal 
with the complex current problems for the 
coming decades.

 

Note: This is an edited version of a Dutch 
keynote text for the NIOC conference 2015 
(Nigten, 2015)
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PoLAND:

I cannot find a place for myself in 

Poland anymore. 

Always when I come back there, it’s oK. 

It’s nice to see the girl, 

it’s nice to see the family, everybody… 

But I don’t feel like I’m part of, 

ehm, the game anymore. 

And here it’s the same story. 

I am like a nobody. 

Nobody there and nobody here. 

But, let’s see what the future brings…!
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Walking through mobile
Walking 
through mobile 
Tom Barker 

Web and mobile coding is about having 
complete creative freedom – in an environ-
ment with a global audience – that can also 
be monetized. At no time in history has this 
ever been possible before. The web, mobile 
devices and the Internet have all converged 
technically to hit a sweet spot. The mobile age 
rivals the renaissance or the industrial revolu-
tion as an unprecedented period of opportu-
nity for creativity, invention and commerciali-
zation. 

With hindsight, it is easy to relate the amaz-
ingly coherent and brief history that has 
brought us devices for social interaction and 
connectivity between the physical and the 
digital. This is about rise and rise of mobile 
devices. It is also about the fusion of art, code, 
design and enterprise. These are four fields 

that have recently been able to riff off one 
another successfully beyond the ‘traditional’ 
multidisciplinary video game arena and into 
more diverse new media art and commercial 
design and entertainment projects. Without 
the underlying anxieties of compromise and 
mismatch that have hovered in the minds of 
many creatives and critics when commercial 
and artistic interests combine, such a multi-
disciplinary approach promises an explosion 
of brilliance, reaching unprecedented new 
audiences.

Everything big in electronics is eventually re-
placed, everything slow is swapped for speed. 
The Cray XMP supercomputer was the world’s 
fastest computer in 1983 and would set you 
back $10M. Today’s iPad is significantly faster. 
Mobile devices introduced portability but not 
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What is great about all of this is that almost 
anybody can learn these tools. Over the last 
year, 2014-15, I have been running workshops 
of 3-6 hours to get people started, with a long-
er series of classes running to 18 hours. Most 
participants had no coding experience but 
the did typically have creative backgrounds 
and were studying at OCAD University, an 
art and design institution in Toronto, Canada. 
I have also been running mobile projects in 
my lab with groups of 2-4 undergraduate and 
graduate students. A group of 14 students 
were sent to the island of Hydra in Greece to 
collaborate with digital media students from 
the Athens School of Fine Art on art-inspired 
locative Apps. 

The workshop and project materials worked 
for participants with a range of backgrounds 
because project assignments were created 
that were extensible depending on the experi-
ence of each participant. Investigations cov-
ered concept design, coding, distribution and 

monetization. There were two approaches: the 
first approach was to recognise and use the 
learning resource material already out there 
on the web as well as journals and books. The 
second approach was to deliver a vertical slice 
through the cross-platform mobile landscape 
that ensures participants had guidance and 
hands-on advice for every aspect of the field. 
Mobile development choices were based on 
current industry practice, surveying recent de-
velopments and our own experience of what 
tools and practices mesh together effectively, 
particularly cross-platform mobile. 

All of this has happened during the Live Trans-
mission collaboration, with the partners Blast 
Theory (United Kingdom), The Patching Zone 
(Netherlands) and Translocal (Finland) all con-
tributing workshops and lectures. As well as 
the final work, ‘My One Demand’ for the Lu-
minato festival in July 2015, which absorbed 
many of our students as assistants and vol-
unteers.

much by way of computer power until the first 
iPhone in 2007. Apple basically put a Unix 
computer into a phone and gave it a touch 
screen and a web browser. It has taken a while 
for cellular networks to reach a decent speed, 
with some way still to go. However, the in-
creasingly pervasive access to Wi-Fi, at least in 
an urban context, has made cellular speeds in-
creasingly a moot point. Software has played 
a role. The evolution of social media from 
2003 to 2009 is basically a chronology of 
Who, What, When and then Where. YouTube, 
Facebook, Twitter, Foursquare being examples 
respectively. 
These applications are now challenged by 
Instagram, Snapchat, WhatsApp, Netflix and 
Amazon Prime. It may be that 10-15 years is 
about the longest a web service can expect 
to be topical and successful before something 
new and cool comes along. What is so amaz-
ing about web technology is that the cool 
something is just as likely if not more likely to 
come from a couple of people with a start up 

as it is from a big corporation. Anybody can 
make it if they can get an audience and scale 
their technology. Creativity and imagination 
will determine the next big thing more than 
the web technology which is conveniently 
available to everybody at no cost. It is also 
easier than ever to use, even for non-technical 
people. This great leveling of the field has 
been brought about by better development 
tools for the main walled gardens: iOS and 
Android. 

However, these walls are under assault and 
the final wave of ease-of-development is the 
cross-platform Javascript, CSS3 and HTML5. 
An odd set of bedfellows, this trinity covers al-
most anything that a user may want to do on 
the client side, on the mobile device. They can 
be put in a wrapper to create native Apps from 
a single code base, or they can be cached lo-
cally as web Apps and work off line. Although 
HTML5 is still being implemented, most of the 
good stuff is in place – with the exception of 
some annoyances with live streaming video in 
iOS. Back in the cloud, the revolution has been 
slower, but PHP is challenged by Node.js and 
thanks to this we may soon see Javascript tak-
ing over on the server-side. 

10-15 years is the 
longest a web service 
can be successful 
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able feedback possible: that of the users. A 
virtuous circle is then possible: feedback, de-
sign changes, more feedback, etc.

My approach is two-fold: 
• Always work with cross-platform tools
• Always use open source where there is a 

good choice

This approach positions creatives very well for 
the future.
Cross-platform development from a single 
code base is a reality now, although the com-
peting mobile businesses are wishing it away. 
It is a very recent reality that is still evolving. 
But only in the last 2 years has an approach 
like this been really possible so it is at the cut-
ting edge.

Open source is often now better than any-

thing a proprietary vendor can give you. It is 
a no brainer: thousands or even millions of 
programmers working on open source will do 
a better job than a bunch of company employ-
ees. Open source is the bedrock of many com-
mercial businesses because of that.
The great thing about web and mobile devel-
opment is that anybody can distribute and 
access an audience through the App store or 
Google Play. Many of the hugely successful 
Apps are or were very, very simple. It is pos-
sible to write most of a Viber social chat clone 
in a few days, for example. There is some evi-
dence that users turn away from older Apps 
that get bloated with more and more features. 
So keeping things simple and doing just one 
thing really well is appealing. It will let crea-
tives get it out into the market faster and be 
able to make changes more easily based on 
user feedback.

OCAD University has been able to host work-
shops by each of the project partners, as well 
as facilitate the final project at the Luminato 
festival. Having visits from the partners to 
engage with our researchers and students, 
as well as to give public lectures, has allowed 
knowledge sharing across the areas of mo-
bile, art-practice, technology and design. The 
relationships are set to continue with future 
initiatives and writings. The technologies and 
creative design for the use of mobile and vid-
eo has been shared by the partners and this 
has allowed OCAD University to expand the 
teaching and research laboratory interests in 
the fields. The main laboratory at OCAD Uni-
versity that benefited has been the ANThill 
Lab, run by professors Tom Barker, Adam Tin-
dale, Nick Puckett and Marie O’Mahony. 

An example of work in this field is a book that 
is due for completion in 2015 by myself, called: 
‘Build Mobile Apps: The Complete Guide – 
Concept design, coding, distribution and 
monetization: everything you need to create 
cross-platform mobile apps’. The Lab has 15 
research interns currently working on related 
areas and the project collaboration has input 
knowledge into their work. A significant lab 
web App project was an interactive museum 
walkthrough for the Design Exchange’s Pan-
Am games exhibition called ‘Smarter, Faster, 
Tougher’ curated by Marie O’Mahony in Toron-
to, running July-October 2015. A lab project 
called ‘Bardo’ is an art project that takes per-
sonal data and visualises the amount of life 
lived and left for an individual on a large LED 
screen to encourage reflection on how well we 
live our lives. Another lab project is a locative 
social media role play game called ‘Deception’ 
that was successfully play tested in partner-
ship with the Gladstone Hotel, Toronto.

The lab work will see papers published in 
2015-16. A number of the lab interns students 
also volunteered to support the Luminato 
event and they have the option of visiting the 
partners overseas for future internships.

The knowledge exchange between the lab, 
the Live Transmission collaboration and OCAD 
University’s Digital Futures undergraduate 
and graduate programs has been significant. 
2014-15 saw some of the strongest mobile 
projects by students. One of these projects, 
‘Hatter’ by graduate student Areen Salam, is a 
location based digital transaction system for 
buskers. This is now being considered for use 
by the City of Toronto.

Generation Z kids use multiple mobile devices 
at once. This is just going to continue with the 
iWatch, Google Glass, Occulus Rift, etc. The 
long and short of it is that we now have to 
cater for an entire ecosystem of interconnect-
ed mobile devices. Our software has to work 
across multiple screen formats and we have 
to design with this in mind from the very start 
of any project. Do it this way and creative 
projects won’t get out of control with version 
nightmares and maintenance costs.

My work in mobile is based on the hypothesis 
that development tools have now become 
sufficiently accessible and standardised that 
digital creatives can be better off making pro-
totypes that are built with the real technol-
ogy used by developers to make commercial 
websites and web Apps and Apps, rather than 
use visual mockups, wireframes or middleware 
that requires extensive coding later on – usu-
ally by somebody else at some cost. This ap-
proach allows a creative to get their App out 
there right away and harvest the most valu-
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Notice that I don’t care about the actual kind 
of application that you make. You could be 
thinking about a game, a news aggregator or 
something for enhancing the lives of account-
ants. That choice is up to you, but ignore the 
7 deadly wins at your peril.

In 20 years, we will have a computer that is 
more powerful than the human brain. If we 
live to see the Singularity – the point at which 
machine intelligence exceeds human intelli-
gence – then the artificial intelligence will be 
coded in languages like HTML and Javascript. 
Such languages are able to be self-modifying, 
generative, use learning algorithms and are 
object oriented – or symbolic – as well as 
globally connected to the internet and the 
internet of things. When the singularity hits, 
machines will have access to our factories, our 
driverless cars, our military might, our bank 
accounts... and even our facebook profiles. 
The singularity may sound far-fetched, but it 
is coming. If that sounds crazy, how impossi-
ble do you think a modern smartphone would 
have looked to somebody in the steam age?

There is no better way to understand some-
thing technical than to get hands on and do 
it. At the same time, simply following instruc-
tions doesn’t work on its own, so the creatives 
need to understand the complex and some-
what baffling interconnected components of 
coding, web, mobile and servers. 

I encourage mobile creatives to learn to work 
with software libraries to enhance their code 
rather than using other applications. This way, 
they have total control over their work, they 
will not discover that a feature is unavailable 
and they will have no licencing issues to worry 
about.

In 2014 there were over 2,500,000 Apps 
in the Apple and Google stores. Making a 
mark can therefore seem to be impossibly 
daunting. However, in that year there were 
1,750,000,000 smartphone users around 
the world, or 700 users for every App. Unfor-
tunately the dollars per download average is 
only 10 cents so unless you are happy with a 
theoretical $70 per App then you’ll need to 
get smart if you are going to crack this market.
Fortunately, creative people will generally 
imagine the most amazing Apps and that is 
going to multiple the average by x100, so now 
you’re at $7,000 per App. Next up, you can 
use viral marketing for another x10 bump. At 
this point, $70,000 per App is starting to look 
like a good starting point. So let’s double this 
with some in-App advertising and purchas-
ing to get to $140,000. Work hard, learn and 
practice the contents of this workshop and 
these figures really are within your reach. But 
to be on the safe side, while you are waiting 
to hit paydirt why not use your skills to do a 
bit of mobile tech consulting? Only 50% of 
Canadian businesses have invested in mobile 

so far, which means there’s a lot of clients who 
will pay top dollar. Canadian GDP in 2013 was 
$2.3trillion… so go figure.

Before you get too excited about making lots 
of money, don’t forget that you still need to do 
a great App design. Below, I have listed my 7 
deadly wins to guide you on this front. Stick to 
using a few of these 7 deadly wins if you want 
to make a successful App:
• Geolocation
• Social media
• K.I.S.S – Keep It Simple Stupid
• Cross platform
• Monetization
• Global + scalable
• Mobile device sensors

Pushing all of the above into a single App is 
nearly impossible because apart from any-
thing you are likely to break the K.I.S.S rule. 

GeRmANy:

I was on a cycling trip 

some years ago, in the 

northern part of Germany. 

Shortly before a dear 

friend had died and I... 

I was wrestling with 

unrequited love. 

So now that landscape is 

embedded with sorrow.
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To engage with the unknown
To engage with 
the unknown
Anne Nigten 

This chapter will present some of the innova-
tive outcomes of the creative strategies that 
were used to engage with the unknown. The 
unknown is a term that is inevitably associ-
ated with radical innovation and complex pro-
jects. The unknown that is addressed in this 
chapter ranges from being whatever the wind 
brings us, to unknown genres, to unknown 
technology, to unknown design approaches 
and user generated input. Central to this 
chapter are issues that are directly connected 
to our changing life in the hyperreality. Sev-
eral authors call for reflection; about our short 
collective memory, about the meaning of life 
in the 21st century and about the changing 
role of technology in our lives. This chapter 
informs us about theory and practices where 
engineering, artistic and design research in-

tersect. Below I’ll give short introductions to 
the chapter’s contributions.
 
In Wind as a Chance Element, Javier Lloret 
(Patching Zone YP) connects the unpredict-
able but omnipresent nature of the wind 
on the Wilhelminapier with the element of 
chance that inspired many pioneers of media 
art, concept art and music/sound art. This 
short historical article summarises artistic 
strategies that embrace the factor of chance 
and a loss of control in the creative process. 
A similar strategy was used by the Patching 
Zone’s Young Professionals in Points of De-
parture. Javier Lloret informs us on how they 
turned the negative connotation of the wind 
tunnels on the Wilhelminapier, into a positive 
source to power the public installations and 

Chapter introduction
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instigate social interactions. He explains how 
this worked and how it was developed with 
students from OCAD U and Zadkine.

The reflections on the Points of Departure’s re-
search and development continue in a poetic 
and literary way in On Travelling. Marjolein 
van der Meer (Patching Zone YP) informs us 
in this article about her artistic and social-
cultural considerations behind the audio walk, 
one of the Points of Departure installations. 
She draws several parallels between Western 
socio-cultural history and the present. Mar-
jolein van der Meer creates parallels that are 
rarely mentioned and in doing so opens up a 
new perspective on the recent developments 
of the Wilhelminapier. This is followed by On 

Presence, an informative reflection between 
two makers: Max Dovey (Patching Zone YP) 
and Marjolein van der Meer. They tell us 
about the importance of physical presence in 
the social context for the audio walk. In this 
interview Max Dovey and Marjolein van der 
Meer add an artistic perspective to the ongo-
ing debate on presence and engagement in 
today’s mixed realty. 

In Imagining the Future Obsolete Kristina An-
derson, creative researcher and Patching Zone 
supervisor, shines a light on several artistic 
and design strategies for the ever-evolving 
technology. Kristina Anderson proposes life 
saving strategies that are expected to empow-
er us, to reclaim control over our technology-

dominated lives. The proposed strategies are 
hands-on, rooted in the design discourse and 
critical theory with a strong do-it-your-self 
component. 

Lenses of Play by Tilde Bekker, Mark de Graaf, 
Pepijn Rijnbout and Linda de Valk take us to 
the playful interaction designers’ research lab. 
The Lenses of Play tool is a set of cards de-
veloped by the Playful Interactions research 
group, Department of Industrial Design at the 
Eindhoven University of Technology (NL). This 
hands-on set of cards is developed for design-
ers and students to create playful interactions 
that could lead to creative innovations for 
various user groups and contexts. The Playful 
Interactions research group and The Patching 
Zone collaborated in the Crisp i-PE research 
project. In this context Lenses of Play was test-
ed and evaluated in a Mediawharf workshop 
with Zadkine Human Technology students. 

In the last contribution of this chapter Ju Row 
Farr from Blast Theory (UK) informs us about 
the audience strategies for My One Demand. 
My One Demand represents an entirely new 
genre in cinematography; a single shot fea-
ture-film length live video with an online in-
teraction layer. In the language based interac-
tion layer the audience can add their personal 
perspectives to key issues that are addressed 
in the film. Ju Row Farr informs us about My 
One Demand’s artistic considerations and de-
sign strategies to engage the audience in this 
innovative project. We had the pleasure of be-
ing part of the design process of this cinemat-
ic journey in the Live Transmission project with 
Blast Theory, OCAD University, Translocal and 
The Patching Zone. 

BRAZIL:

That trip changed 

everything ... 

It changed the way 

I look at what is home, 

what is being on the move 

and also who I am.

AFGHANISTAN:

And to be honest, 

the adventure was 

compelling too …

Artistic and design 
strategies for ever-
evolving technology
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Wind as a chance element
Wind as a 
chance element 
Javier Lloret

In the first phase of this project the four se-
lected artists, Max Dovey, Marjolein van der 
Meer, Sebastien Seynaeve and myself, also 
referred to as ‘Young Professionals’, worked 
on a proposal that encompasses a series of 
works. These proposed works, named Points 
of Departure, were intended to have a direct 
connection with the past and present of Wil-
helminapier, a pier in the South of Rotterdam 
in the Netherlands.

The history of the location (a point of depar-
ture for the Holland-America Line, a trans-
Atlantic cruise liner that was instrumental in 
the transport of many hundreds of thousands 
of migrants from the Netherlands to the new 
world during the 20th century) and its con-
temporary cosmopolitan condition, inspired 
us to reflect on the themes of migration and 

longing for distant destinations. This was a 
really exciting phase of the project. Intensive 
sessions of collaborative brainstorming and 
long days exploring the pier. 

Wind 

It was during those drifts along the Wilhelmi-
napier where we realized how present and 
noticeable the wind was. The wind tunnels 
generated by the high buildings influenced 
this. It became obvious that we couldn’t ig-
nore the strong wind tunnels created by the 
tall buildings on the pier and somehow we 
needed the wind to have a strong presence in 
our proposed works.
At some point during the research process 
the idea of using the wind as an element to 
drive the content emerged. The wind could 
drive our audiences to a series of audio tales 
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different artistic experimentation by using 
chance as an element in their work. Marcel 
Duchamp developed a rich variety of tech-
niques for the use of chance (Janis, 2003). 
The basic phenomena that Duchamp explored 
to exploit chance was in fact the element of 
wind (Brecht, 1957).

Wind was used to create the cloud formations 
for his work ‘La Mariée mise à nu par ses céli-
bataires, meme’ that was completed in 1923: 
‘Air currents blowing a piece of mesh gauze 
against a screen, imprinted a limpid rectangle 
upon it. The experiment repeated three times 
gave three chance images, variations of the 
square...’ (Brecht, 1957)

The element of chance was also used in 
Dadaist and Surrealist artist movements. 
The Dadaists were strongly influenced by the 
trauma of WWI and their interest in chance 
operations was interpreted as an act of anti-
establishment and a political attack on bour-
geois culture (Prager, 2012). The interest in 
the use of chance by the Surrealists was pri-
marily creative rather than political as it was 
related with their interests in dreams and the 
subconscious.

Our main reason for embracing a chance el-
ement in Points of Departure was the site-
specific nature of the works. We were eager 
to work on a transdisciplinary proposal with 
a high degree of experimentation. But for 
us it was fundamental to reflect on the his-
tory of the location and its windy condition. 
A theory that is connected to the role of the 
wind in Points of Departure can be found in 
an essay by Allan Kaprow (a key figure in the 
conception of Happenings) where he consid-
ers nature as a co-creator: “Nature invited as 

a chance process could produce a painting on 
the ground merely by dropping leaves; passing 
cloudscapes could be viewed through plastic 
film or other structures built against the sky...” 
(Kaprow, 1966).

Loosing control and the 

element of time 

“Cage’s ideas about chance were threatening 
to a lot of people because they meant to loose 
control.” (Kaprow,1992)

Before proposing the series of works for Points 
of Departure, the element of chance was not a 
prominent element in our individual practices. 
But from that moment we had to change the 
way we conceive and develop ideas. One of 
the aspects that we were attracted to, but 
that we also found challenging, was the idea 
of loosing control of the output of the works. 
However we still had to decide how the un-
predictable variations of the wind would influ-
ence our works over time.

This time component was not present in the 
previously mentioned work by Duchamp ‘La 
Mariée mise à nu par ses célibataires, meme’ 
where the wind was used in a single instant 
to create what was described as a chance 
image (Brecht, 1957). A relevant historical 
reference of the use of chance operation in a 
time-based setting (in this case music) would 
be the influential work of the philosopher and 
experimental composer John Cage. He wrote 
what is considered as the first manifesto pres-
entation of chance in 1951 (Joseph, 2009). 
He used chance operations – techniques de-
signed to produce an indeterminate situation 
in music – in his scores that were influenced 
by the Chinese book of changes, the I Ching 
(Brown, 2000). 

and imagery that would address the theme of 
migration in a poetic manner. Each time the 
audience would experience these different 
works, they would have a different experience 
due to the unpredictability and randomness 
of the wind on the pier. It is important to 
mention, that even if statistically the wind in 
Rotterdam follows a certain pattern, the wind 
tunnels that take place on the Wilhelminapier 
make it much more unpredictable than in the 
rest of the city.

We built a system with a wind sensor (con-
sisting of an anemometer and a wind vane), 
a small computer and a wireless hotspot that 
was constantly broadcasting the direction and 
the speed of the wind on the Wilhelminapier. 
The system we made was relatively small mak-
ing it possible for it to be integrated in many 
different containers. It contained a wind data 
emitter, data that would be received, pro-

cessed and that could influence the behaviour 
of our proposed installations including the 
soundwalk. 

For the Points of Departure event that took 
place on the pier during March 2015 our port-
able system took the shape of a wind sculp-
ture thanks to the work of Elleke Hageman 
and Max Dovey.
 
Chance

“Used stupidly, chance will reduce to another 
confining academism” (Kaprow, 1992)
 
The use of an unpredictable element (in this 
case the wind) as the thing that determines 
or influences an artistic work is certainly not 
an approach that hasn’t been explored before. 
There is a broad and diverse range of artistic 
theories that have embraced the element of 
chance for artistic creation. They all sought 
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On the contrary to a more traditional sound 
piece that is played back in a linear way, in our 
soundwalk, not only the variations of the wind 
but also the changes in the code that runs in 
the listening devices, would have a high im-
pact on the audience’s experience.
In our first experiments we realized that the 
fluctuations of the wind would prevent the 
listener from hearing more than two seconds 
of each audio recording. We would need more 
control in order for the piece to not become 
too fragmented for the listener. 
At that point we decided to modify our algo-
rithm in order to filter out some wind data, to 
allow for a stabilized listening experience that 
did not skip too often. 
By editing this parameter we could retain a 
certain level of control, whilst still letting the 
wind lead the audio experience but prevent it 
from becoming too fragmented. 

During the testing phase we realized of the 
importance of keeping the time position of 
every audio fragment that was being played. 
This allowed the listener to keep track of the 
multiple tales that were being intercut accord-
ing to the variations of the wind. 
The diversity of voices, languages and accents 
made it possible for the listener to identify 

easily when he/she was listening to another 
tale. In addition to that, it is possible to see 
the location that the tale is referring to on the 
listening device.
To create a contrast with the usually highly 
fragmented audio tales played, we created a 
constant ambient background sound to sus-
tain the flow of the narratives.

The wind element: 

Horizons

The Horizons installation is a two-channel 
video installation that explores the feeling 
of longing to distant overseas destinations. It 
was also part of the series of works Points of 
Departure, and it used a different approach 
towards the wind data that can be consulted 
in the last chapter of this book. 

The unrepeatable 

experience

One of the consequences of letting the wind 
drive the content of our installations is the 
unrepeatable nature of the generated experi-
ence. The informal conversations that we had 
with the listeners that experienced our sound-
walk confirmed what we had experienced in 
the testing phase of the project. The influence 
of the real-time wind data created a different 

Another significant reference where the influ-
ence of the unpredictable element doesn’t 
occur on a single or a set of instants, but on 
a continuous basis would be Hans Haacke’s 
‘Condensation cube’. In this work, the unpre-
dictable element, the effect of the variations 
of the intruding light, warms the inside of the 
plexiglass cube, generating what is visible: 
the condensation of the containing water 
that generates different patterns of drops in 
the inside walls. Drops will group over time, 
small ones combine with larger ones, creating 
an ever-changing sculpture. A natural phe-
nomenon (light) is used as input to produce 
another natural phenomenon as output (the 
visual representation of the condensation of 
water). In our series of works in Points of De-
parture we also used a natural phenomenon 
as input but this element is digitalized and 
then used to trigger pre-recorded audio and 
video material as an output. 

The wind element: 

soundwalk

In case of the soundwalk, we started from the 
idea that wind would transport the listener 
to different geographical locations, through 
a series of fragments of audio interviews. We 
conducted audio interviews with people from 
different nationalities and asked a range of 
questions regarding their experiences of trav-
elling and migrating to a new place. We were 
interested in collecting audio testimonies that 
described the feeling of longing and distance. 
A selection of audio recordings were edited 
and geo-tagged according to the location 
they were referring to. 

The audience would experience the soundwalk 
walking along the Wilhelminapier, making use 
of a listening device that we gave them. This 

device (either a Smartphone or a hacked wind-
related object with a small microcontroller) 
would receive wireless information from the 
wind sensor in real-time. The direction and 
speed of the wind executed a set of instructions 
(an algorithm) that would define how the wind 
would influence the soundwalk. Our plan was 
that the algorithm would fade-in/out the au-
dio recordings whenever there was a variation 
on the direction or speed of the wind.

The audio recording that was being played 
was continually responding to the direction 
and speed of the wind on the Wilhelminapier. 
If, in that moment, the wind was blowing West 
the audience could listen to stories related to 
London, England (for example, as London is 
geographically located to the West of Rotter-
dam), or if the wind was particularly strong at 
that moment the audience would listen to sto-
ries about U.S.A or Canada. If after some time, 
the wind started blowing east, the audio tale 
that was being played would fade out, and 
the audience would listen to a story that re-
lates to an eastern European country or may-
be even Japan or Asia if the wind was strong 
enough. So the wind direction determined the 
angle (using Wilhelminapier as the centre) and 
the wind speed affected the distance. 
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combination of audio tales in every single in-
stant, making a unique and unrepeatable ex-
perience. According to media theorist Jos de 
Mul there is a connection between the infinite 
number of combinations generated by digital 
artworks that make use of databases (in our 
case considering our database as the collec-
tion of audio interviews for our soundwalk) 
and the aura of the work of art that Walter 
Benjamin considers lost in the age of mechan-
ical reproduction (de Mul, 2009).

This unrepeatable condition of our sound-
walk was an exciting side effect of embracing 
chance. Breaking the idea of a linear piece, of 
a fixed timeline. An undefined beginning, an 
undefined end and an undefined length. And 
the voices, in different languages, with differ-
ent accents, referring to different places. This 
element of language, the infinite number of 
cut fragments, of produced narratives, made 
us think of an infinite number of Dadaist po-
ems, or of an infinite combination of sentenc-
es produced by Brian Gysin ‘s cut-up method 
where the wind would be the element control-
ling the pair of scissors.

An open platform

The Patching Zone has a long and on-going 
close collaboration with the Human Technol-
ogy and ICT departments of the vocational 
school, Zadkine College. During the project 
we worked with the students of both depart-
ments in workshops that were related with 
the themes and elements of Points of Depar-
ture. They took an active role in the creation 
process, getting involved in many aspects of 
the project, first as students and then as In-
terns. But it was not until the last phase of 
the project where we had the chance to bring 
our working system to art and design students 

and ask them to propose and implement their 
own artistic ideas that would be influenced 
by the wind. This happened thanks to our 
international collaboration with the Digital 
Futures department of the Art and Design 
School of Toronto, OCAD U, where we had 
the chance to teach a workshop to a group of 
graduate students.

We brought the portable system that we de-
veloped to Toronto and we asked the students 
to make projects using the wind data broad-
casted by our system. All the code that was 
part of the system was documented and re-
leased as open source. During the workshop, 
after a theoretical introduction with a focus 
on the theme of distance and migration, we 
supported the students in the implementation 
of their projects and at the end of the work-
shop we ended up with a really interesting set 
of prototypes. Those prototypes included per-
formances where the wind would navigate the 
audience through different radio frequencies, 
generative visual wind representations, and 
drift along the city of Toronto, all driven by 
the wind. It was really rewarding to acknowl-
edge the potential of Points of Departure not 
only as a series of works but also as an open 
platform that could be used in the future for 
other wind influenced creative works.
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Imagining the future obsolete
Imagining 
the future 
obsolete
Kristina Andersen

“A traveller, who has lost his way, should not ask, Where am I? What he really wants 
to know is, Where are the other places”  (Alfred North Whitehead,1929)

Future obsolete

Technology is ever evolving, stretching and 
transforming our interaction with each other, 
and the spaces we are in. As such, a new tech-
nology may simply require a presence within 
a building, so that it may be taught and ex-
plored, but it may equally require spaces that 
allow different social interaction, in the same 
way that for example, a screen requires dark-
ness. At the same time, we keep our things 
for a long time, and whatever is the current 
state-of-the-art of a technology may emerge 

and pass in much shorter time spans. So we 
must equip ourselves to be flexible: Instead of 
arranging our lives to the demands of a spe-
cific technology, we will develop a series of 
strategies to allow our lives to change. In that 
spirit we can address the objects and tech-
nologies around us, whether they are already 
technologically obsolete or new	 and	 future	
obsolete.

In order for this to happen we create situa-
tions where open experimentation can take 
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aim is to investigate the design of formats and 
facilitation. The resulting objects are not in 
themselves important, rather it is the process 
that created them that is the object of concern.

	 2.	Embedded	Meaning	
These experiments are aimed at allowing a 
participant to deliberately embed personal 
meaning into an object. Here language and 
conversation is at the forefront of the process 
and both experiences are executed in the form 
of one-to-one consultations. Where we ear-
lier were looking at facilitating the creation 
of surprising and new to us content, we are 
here looking at a much more deliberate and 
explicit embedding of private/personal con-
tent. The aim is to look at how these specific 
vessels may allow the transformation from 
material into meaningful object both in terms 
of process and quality of experience. Does the 
meaning linger in the object over time? Will 

the ingestion of a potion create an experience 
of perceived change?

	 3.	Exchange	
The last group of experiments are exchanges 
and broken promises. They are centred on ele-
ments of gift exchange as experience carrier, 
the potential of giving or withholding gifts as 
ways of expressing feelings of affection and 
revenge. The aim is to create a more complex 
process where objects are first created and 
queried, then formalised with explicit context 
and scenarios of use and finally exchanged 
and given away. Can these types of objects 
survive in an exchange? How much of the 
original experience is still present once the 
object leaves its original context? 

Transformative objects

The objects we create carry meaning as sou-
venirs, tools, and expressions and at the same 

place. We scaffold and facilitate opportuni-
ties to make and explore ideas in response to, 
not only the technological developments and 
design challenges, but also to an intellectu-
ally and emotionally fluid environment that 
takes into account our lived experience. We 
can do this by using creative methods from art 
and performance to allow people to imagine 
future technologies in accordance with their 
own concerns through the making of specula-
tive objects. This rehearsing of the future can 
serve as a practical guide to the direction and 

values of a design process even if aspects of 
the user-suggested technological design re-
main elusive or even (currently) impossible.

This follows in the footsteps of the so-called 
Turn	 to	 Practice (Kuutti, 2014) and artistic 
methodologies such as Speculative Design 
(Dunne, 2013) and Design Fictions (Sterling, 
2005). Speculative Design and Design Fic-
tion are often presented as the creation of 
an author or ‘’auteur’’ as a method to elicit 
responses from users. This position echoes 
earlier traditions of art and filmmaking, where 
an auteur’s vision dominates. How can we 
instead allow people to be owners and crea-
tors of these speculative visions themselves? 
This would position them as visionaries and 
agenda setters for the future, with the design-
er and researcher acting as interpreter and 
facilitator (Verganti, 2009).

Technology as the 

magical unknown

Thinking with our hands and bodies is well es-
tablished as a method in performance and art 
and also draws on traditions of craft and mak-
ing. It is also increasingly considered in the 
more mainstream areas of design research. 
We can make use of the notion of technology 
as a magical	 unknown as the jumping off 
point for a range of workshop techniques that 
begin with material exploration (Andersen 
2013, 2014, 2012). While activities like Body-
storming take an after	 the	 fact approach, 
techniques such as Magic Machines reverse 
that procedure by asking what a technology 
looks like before	the	fact of knowing what it’s 
supposed to do. Here workshop participants 
are provided with materials (cardboard, wood, 
string, plastic, glue) to make lo-fi prototypes 
and only once the making is done are they 
asked to consider what the creations might be 
for. This stress on making allows participants 
to think	with	their	hands	and make	strange	
the familiar (ibid).

Processes

These experiments can be roughly divided 
into three strategies, each one approaching 
an object of perceived technological magic 
from a different vantage point. Each consists 
of embodied experiments either in the form of 
workshops, interviews or artistic experiments.

	 1.	Open	Making
Open making is centred on creating defined 
situations in which participants can engage in 
guided nonverbal making of objects that can 
then be filled with scenarios of use after the 
fact. Here we deliberately control the use of 
language and materials as a means to narrow 
or broaden the creation process. The overall 

Allow people 
to be owners 
and creators of 
speculative visions 
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bilities that can be explored from the specific 
sensory potential of material, sonic economies 
and contexts, to body behaviours as they rise 
from desires, feelings, and anxieties, to cre-
ate a sense of playful involvement, to provide 
scope for paradox, openness, ambiguity and 
the transformational character of experience. 
In the end our technological fantasies and 
visions will soon be obsolete, they are reflec-
tions of our fears and desires and as such they 
carry the concerns of the past. So what we are 
making is not technological objects, what we 
are (re)making is ourselves. 

Brecht describes the following conversation 
with Mr. K: “What are you working on?” Mr. K. 
was asked. Mr. K. replied: “I’m having a hard 
time; I’m preparing my next mistake.” and in a 
similar vein, when we do this type of work, we 
might say: “I’m having a hard time; I’m design-
ing the future obsolete.”
(Brecht, 2001)

time they have the potential to transform 
their new owner’s identity and abilities. By 
starting from desires, memories and wishes 
and how they manifest themselves in a newly 
made object, the focus is to investigate how 
these transformations between owner and ob-
ject may happen.

As an example of such a transformation, Su-
san Steward describes the souvenir as being 
intrinsically involved in the displacement of 
attention into the past: “Its function is to en-

velop the present with the past. Souvenirs are 
magical objects because of this transforma-
tion. Yet the magic of the souvenir is a kind of 
failed magic. Instrumentality replaces essence 
here as it does in the case of all magical ob-
jects, but this instrumentality always works on 
only partial transformation. The place of ori-
gin must remain unavailable in order for desire 
to be generated.” (Steward, 1993)

In a similar way medical placebo responses al-
low us to use a situation (the taking of a medi-
cine) to imagine new possibilities for change 
(the perceived impact of the medicine). Buck-
alew and Coffield describe placebo like this: 
“Much of a drug response is related to non-
specific factors. Perceptual characteristics of 
drug preparations likely play a major role in 
expectancy and response.” (Buckalew and 
Coffield, 1982) Keeping in mind that “the pla-
cebo can be any clinical intervention includ-

ing words, gestures, pills, devices and surgery” 
it is tempting to look into the possibilities for 
using these types of suggestive powers to 
scaffold the imagination of the unknown.

Research challenges

The central questions to this inquiry remains: 
How can physical objects, props, facilitate us 
in acting and thinking with our hands? How 
can we rehearse living in a near future, one 
in which both our fears and desires can be 
considered as real for moment? Is it possible 
to treat technological matter as yet another 
material from which their visions of a possible 
future can be constructed, intrinsically inter-
twined with and informed by our everyday 
lives? Through this practicing	at	 the	 future	
we may have the chance to develop not only 
ideas and projects but also ethics and criti-
cal cultural responses to the new and the un-
known. 

Winnicott states: “The place where cultural 
experience is located is in the potential space 
between the individual and the environment 
(originally the object). The same can be said of 
playing. Cultural experience begins with crea-
tive living first manifested as play.” (Winnicott, 
1971)

By improvising our way through a live mental 
space we add folds and pockets to the space 
immediately around us, rather than surface 
area, forming a kind of intermediate zone not 
clearly belonging to the body, the intimate 
self, or to the public, communal self. This tran-
sitional area with its hidden mental recesses 
and caverns allows us to direct our atten-
tion both inwards and outwards as we play 
and probe our way through the material. This 
process exposes unexpected and poetic possi-
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On Travelling
on 
Travelling
marjolein van der meer

In the year and a half that I worked for The 
Patching Zone I got to know two particular 
places really well. The first was the Wilhelmi-
napier. The second was the neighbourhood 
around Zuidplein, a few metro stops south in 
the city of Rotterdam. I often wondered, how 
can these two places be so geographically 
connected whilst at the same time be so com-
pletely opposite?

We – our team going by the name of Young 
Professionals – were asked, among other 
things, to develop an (art) piece that could 
connect the history, the present and the past 
of the Wilhelminapier. Let me tell you a little 
bit about that past. 

The Wilhelminapier used to be the departure 
point of the Holland America Line, the place 

where ships moved people from the old part of 
the world to the new. Rotterdam – New York, 
that was the direct line. From the 1880’s un-
til the 1930’s the emigrants were often very 
poor, mainly farmers and people with sketchy 
backgrounds that came from all over Europe, 
especially from the east. In the second period, 
after 1945, mainly economic fortune seek-
ers would find their way overseas. This was a 
somewhat more luxurious period, a time when 
moving to the US was generally not consid-
ered as a last way out, but an opportunity, an 
exciting new step. The ships were more luxuri-
ous then and the destination somewhat less 
wild and unknown. 

To the emigrants though, through this whole 
century, the United States represented hope, 
possibility and all that was new. Virgina Woolf 
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you hear a voice that is recorded somewhere 
else, you get close: you hear where this per-
son is, what the emotions are that lie beneath, 
what the atmosphere is. You hear the tempo 
in which this voice tells a story, you hear birds 
in the background (or not), you hear an ac-
cent and so on. And you are often surprised, 
because what you hear is often not what you 
imagined. 

It was this effect we wanted to have on people 
walking around the pier. We wanted to show 
them what the world was like today. Are we re-
ally as globally connected as we think we are? 
What is it like – what is it really like – when 
you move to a place that you could have only 
imagined before? 

Then there was a lot of experimenting. What 
works best when you walk around the pier, 
what should the atmosphere be, the length 
and the content of the stories in order to com-
municate this message? We wanted people 
to walk around and look around, travel, and 
reflect on what this place used to be, and 
what it is now: this new urban hotspot with 
architectural masterpieces and big cultural in-
stitutes. This was another step we had to take; 
involving the current state of the pier. 

The Wilhelminapier is full of high buildings 
by famous architects like Rem Koolhaas and 
Alvaro Siza. They are towers with a futuristic 
look, especially to the Dutch, who are used to 
their canals and warehouses from the 16th 
and 17th century. Everything in the Nether-
lands is usually small and historical, like old 
cities in France and Italy. Rotterdam is the 
exception to that rule. After the bombing in 
1940 that destroyed a big part of the histori-
cal centre, Rotterdam was looking for new ar-

chitecture, experimental buildings and adven-
ture. After this traumatising experience they 
wanted to look forward, not back. In their 
radical choice to support everything that was 
new they found a new identity. The Wilhelmi-
napier is one place in which the construction 
of this new identity finds shape. Sometimes it 
gets a little strange, though. The practical im-
plementation of the urban plan for the public 
space of Wilhelminapier was a little different 
then expected, and after the economic crisis 
in the early years of the 21st century, parts 
of the pier were left unfinished. This left the 
pier a little estranged, south of the city centre, 
over a beautiful bridge, with its fancy cultural 
institutions. Good for a day out with a new 
visitor that needs to see the face of the city, 

but not really ‘gezellig’, not a pleasant place 
to walk around and stumble upon things you 
did not plan on seeing and therefore not a 
good environment for the cultural institutions 
to flourish. 

Another unpleasant side effect of the high rise 
buildings on the pier was the wind. In Rotter-
dam the wind is always really strong, but on 
the pier it creates wind tunnels. This means 
pedestrians are often literally blown away. 
We were asked to take the issue of the wind 
into consideration while making a piece that 
would give people some direction in this envi-
ronment. We were asked for a game-like expe-
rience, something interactive with technology 
in cooperation with the students of Human 

wrote an essay about this in 1938, and called 
it ‘America, which I have never seen’ (Woolf, 
1938).

“Liberty seems clothed in radiant silver. The air 
here is about a thousand times clearer than 
the air in England. There is not a shred of mist 
or a wisp of fog; everything shines bright. 
The City of New York, over which I am now 
hovering, looks as if it had been scraped and 
scrubbed only the night before. It has no hous-
es. It is made of immensely high towers, each 
pierced with a million holes. Coming closer, I 
see in every hole – they are windows – a type-
writer and a desk. Down below in the streets 
long ribbons of traffic move steadily, on and 
on and on. Bells chime; lights flash. Everything 
is a thousand times quicker yet more orderly 
than in England.” (Woolf, 1938)

And about America’s people: 

“The Americans themselves,’ replies Imagina-
tion, ‘are a most remarkable people. Superfi-
cially, they differ little from ourselves. That 
is to say, they wear petticoats and trousers; 
marry and bear children. But whether it is that 
the mountains are so high and may at any 
moment belch out fire and decimate a town, 
or that the rivers are so huge and may at any 
moment roll out their long liquid tongues and 
swallow up a city, or that the air is decidedly 
alcoholic so that everyone is always a little tip-
sy, the Americans are much freer, wilder, more 
generous, more adventurous, more spontane-
ous than we are.”

On reading Woolf’s essay and thinking back 
on the travels I made to the US, I started 
thinking and our team started talking. How 
does it work, these days, when you travel. 

When you emigrate. How does it work? How 
does one trip differ from the other? Can you 
move yourself easily, all alone, to a new place? 

At the Wilhelminapier, we started asking pe-
destrians about the sense of longing. Long-
ing for a different place and a new future. 
Would they be tempted to move to another 
continent? Where would they go? Why would 
they go? What would they take with them and 
what would they leave behind. We very soon 
realised that the difference between people 
on the Wilhelminapier now, as opposed to 
people that boarded the ships a hundred, or 
even fifty years ago is that people would, in 
the past, take off forever, not knowing or hard-
ly knowing what they would find overseas. 
They couldn’t easily return. These days, eve-
rybody knows what it looks like everywhere 
(we have Google streetview) and if we don’t 
like it, we can always come back. And that is 
interesting because – do we really know? We 
think we know the world, we think we can go 
everywhere, we can prepare ourselves, we can 
Skype, we can integrate. But can we really? 
When I travelled to the US for the first time, 
and actually the second and third time no 
less, I was surprised by how different it felt to 
what I had expected, or seen virtually. When 
I moved to Belgium for four years, I realised 
how difficult it is to feel at home in a new 
country. Even if it’s right next door. 

There is a cliché that my German teacher used 
during high school that was used to promote 
reading. I don’t remember the exact quote 
and it is as I said, quite obvious but also true: 
when you read books, you don’t need to travel 
because you travel with your mind. What I no-
ticed about my previous work with sound re-
cordings, is that it has the same effect. When 

Are we really as 
globally connected 
as we think we are? 
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then you have to choose. Either you ‘forget’ 
the old or you are always stuck in between. 
In reality, the longing for ‘home’ often stays. 
Even after long periods of living somewhere 
else, upon returning to the home country a 
person falls back into old patterns, old habits, 
because this is life as it is presented to them. 
A new place means new possibilities but the 
person doesn’t change, the circumstances 
change. Old and new are then often in con-
flict, unable to unite into one personality. It is 
hard to completely live in a present that is not 
connected with one’s past. 

“Whenever I return to Bosnia I soak up the 
landscape that I think is… absolutely beauti-
ful, Bosnia is covered in Mountains... whenever 
you step outside, no matter where you are, you 
can always see some tall mountain somewhere 
in the distance. I didn’t even realize that this 
was something that I grew up with, but it is 
something that I sort of required in a place 
where I would be visiting, or living in. Until I 
spent several years in Holland and... I can nev-
er reconcile with the fact that while I live here 
and I travel through Holland that everything 
is always and at every point extremely flat and 
visible, and accessible… and vast. So always 
when I’m travelling by train here (because all 
these flat landscapes roll by really quickly) 
and I try to envision: what would it look like 
if this huge mountain would suddenly spring 
up or appear somewhere, colouring that land-
scape. And it is this feeling, and this missing 
and appreciating of this very specific type of 
landscape, that is probably the most – I would 
say constant – thing that I carry with me when 
I’m not in Bosnia.” (Bozic, 2014)

Strangely enough, the only people that I 
talked to that did NOT recognise this feeling 

of longing for the past, were people that lived 
in America. I got the feeling that there, from 
all places in the world, the move to a new 
world is so part of the system, that it is easier 
to fit in, to forget about or live with the past 
as the past and to look towards the future in-
stead. 
I sensed a link between the Wilhelminapier be-
ing a place of the future, or at least looking to-

wards it, while Europe is a place of looking to-
wards the past. We had to give the pedestrians 
a sense of belonging: maybe the Dutch didn’t 
feel at home in all this new splendour, perhaps 
they did not recognise themselves in it? 

We decided to end Points of Departure with 
the visitors contributing a story of their own. 
By contributing something you abandon the 
role of spectator and become an active par-
ticipant of the work. That is an important part 
of getting access, feeling as if it is your own to 
change, you have a say in the whole thing, you 
can take parts away, put on something new, 
leave something that reflects your presence 
there. In this way you give it a new history, 
you reside there, even if it’s only for a little bit. 

Our trip started in the tunnel going towards 
the pier, where you would hear a voice inter-
twined with the intercom, that would ask you 
questions like ‘if you would leave now, where 
would you go?’ or quotes that came from 
the recordings: ‘are you ready to live in two 
worlds at the same time?’ or ‘do you recognise 
the moment between goodbye and hello?’. 

Technology. We used the wind as a starting 
point, a symbol, as a compass, the wind was 
the heart of our experience. For content, we 
chose the theme of migration and travel. 

We decided to regard The Wilhelminapier Ex-
perience Tour, or how we later named it, Points 
of Departure, as a trip on its own. You can get 
lost through it, you can dream and you need 
to have time to dream and float through this 
landscape. The sound recordings had to be 
quiet and intimate and during a year of ex-
perimenting, the recordings grew into an ar-

chive filled with memories and reflections of 
travel and migration from places all around 
the world. It was a mix of long and short 
stories about life-changing experiences that 
happened while travelling abroad and some 
recordings were people simply describing their 
own backyard, but also describing the first 
time they left home or felt homesick. 

As it turned out, many people who migrate 
these days, almost with no exception, have the 
feeling of living in parallel worlds. I personally 
found this very interesting, that you seem to 
not be able to bring yourself to another part 
of the world completely. You can, but you will 
often be another person in another place, and 
it’s hard to combine old habits with new ones, 
to adapt to or even understand living circum-
stances that are different while standing by 
your old ones, to use another language. And 

An archive with 
memories and reflec-
tions of travel and 
migration 

europe is a place 
of looking towards 

the past 
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namic, and you find a lot of newness and old-
ness together. We have to change our way of 
thinking, I guess, about the old and the new. 
How to do this is a question you can dream 
about, I hope, on the Wilhelminapier with our 
Points of Departure.

	

We received people in an exhibition space 
where the videos were and we would talk to 
them, guide them outside and direct them 
towards the Hotel New York. Whilst listen-
ing, they could get acquainted with the ma-
terial and the theme. Then, they’d go inside 
the Hotel and be left alone in a room with a 
microphone, completely in the atmosphere of 
travelling and displacement. We asked them 
to leave a message telling us about a journey 
that changed their life. And they did. 

This is where I think people had the best ex-
perience. It was very theatrical. Later, we im-
plemented the recordings back into the work. 
If they could have been heard back directly 
on the way back, this would have been even 
better, but we couldn’t get that far this year. 

During this project, I had to think many times 
about refugees or people crossing the ocean 

on small, dangerous boats because they need 
to leave their homes and move to an imagined 
‘paradise’ like Europe or the US. It is strange 
that we never really talked about them with 
the project stakeholders and commissioners 
on the pier. This pier is a world on its own, 
a separate community looking (forward) to-
wards Western ideals. But I think we have to 
start looking towards other places. We have to 
open up to the forces inside Europe that want 
to change and develop, and to do this I think 
we have to dive deeper into present Europe, 
listen and travel from home. Give more access 
to the places we don’t use and people that 
have come from so far, trying to integrate in 
places like Rotterdam, for example the place 
where our office was, Zuidplein, or the place 
where I live, Amsterdam Oost, where there 
are roughly 248 different nationalities living 
together. All these places are so completely 
different, they have so much of their own dy-
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On presenceon presence
max Dovey, marjolein van der 
meer

This text is comprised of edited extracts from 
a Skype conversation between Max Dovey 
and Marjolein van der Meer on 9 June 2015. 

Max: So this is about why we felt it was im-
portant to be physically present in the piece 
and to be running it instead of installing it 
as a (standalone) mobile installation and let-
ting it operate by itself. I think we both really 
valued that it was important to be there and 
to welcome people and give them an experi-
ence that wasn’t left to its own devices. We 
could have installed the application and left 
it running there but we feared that it would 
be neglected and forgotten about like a long 
distant friend. Instead we wanted to do it over 
a period of time where we could be there and 
welcome people and handle it and give it our 
physical presence. Why do you think it was im-
portant to do it in such a way? Was it purely 
practical or was it something else?

Marjolein: For me it was about wanting to 
make the pier a livelier place and one of those 
things is that people attract people. We also 
wanted to make a trail, with certain steps in a 
process and make a journey. We noticed at the 
first event (test day on 12th July 2014) that it 
is nice for audiences to see you. It has to do 
with placing the story, context. It’s like when 
you read an article: by (knowing) the context 
of the magazine or the shop where they sell it, 
you know more about how to place it. When 
someone is at the piece to guide you or less 
even: when there is someone just there, it’s al-
ready more easy to place the story. You have 
a first impression by how this person talks or 
dresses. It is theatrical, really. If it was purely 
digital it’s harder to place it. And this was 
something we needed on the pier, we needed 
to have some context otherwise we would 
have just vanished. 
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Marjolein: Yeah it’s very basic. You make a sur-
rounding by being there; your presence makes 
an atmosphere. Seeing someone who guides 
you outside, or takes your arm, or hands you 
the phone or looks into your eye you can smell 
them, you can see how they feel, all these 
things make you feel more excitement. 
If you compare it to online media than you 
would have to have a robot that would guide 
you into a hotel room and make you wonder 
‘when was the last time that you made a trip 
that changed your life?’.

Max: Yeah that would of felt quite haunting 
I imagine. To have someone greeting you is 
much more welcoming than a robot. We didn’t 
want people to feel nervous. To arrive into a 
new city and have someone waiting for you 
makes a huge difference. It’s a small thing but 
if you arrive somewhere and there is someone 
you recognise or a stranger with your name on 
a placard you instantly feel much more settled.

Marjolein: This was very important because 
the pier was already full of buildings, technol-
ogy, slick design and infrastructure but what 
it lacks is physical presence and warmth and 

people and that’s what we achieved in our 
performance. 

Max: I would compare it with not staying in 
contact with your Facebook friends, this su-
perficial history you have with your past but 
really because they are no longer part of your 
day-to-day they naturally disappear. And 
I think I would make the comparison that if 
we were not on the pier running this sound-
walk than the wind sensor and the mobile 
app would also disappear, it would have a 
link to the pier, it would be on a website etc. 
but without the physical presence you would 
forget about it. If someone isn’t in your day 
to-day experiences you kind of forget about 
them. 

Marjolein: Of course you would forget, there 
are so many other things to do and see... new 
people to add to a list. But the people you 
physically see are there, you cannot escape 
them. A digital impression almost immediate-
ly vanishes if you are in a place in real life. And 
you are forced beyond first impressions or your 
own choice. The people we build a relation-
ship with are also not always there because of 
choice, but because we work with them, or be-
cause we go to school with them or because 
we once started a relationship with them. And 
this creates a deeper connection that is in a 
way forced, or let’s say – more long term. 

Although ‘real’ life of course is also more and 
more affected by people choosing a medium 
before their direct surroundings. People get 
distracted so much by the digital world and 
it is fine but... problematic as well. I know and 
can really feel how much time I spend at the 
computer and how I feel after a day like that... 
sometimes 12hr and I can feel awful. To spend 

Max: I think it’s about trust that comes from a 
direct engagement that comes from you hand-
ing someone a phone and saying ‘I would like 
you to do this for me’. I think it only works with 
someone trusting someone else to do this ex-
perience. 

Marjolein: Trust I think is an interesting 
thought; the audience needs to trust you. 

Max: yeah if you believe in something enough 
to be physically present, obviously there are 
countless examples of successful digital art-
works that have huge levels of scale and au-
dience engagement and there is no physical 
presence required. But there is also something 
very credible in standing by an artwork and 
saying ‘I’m here, I’m real, believe me and go 
with me on this’.

Max: It doesn’t seem like a new thing to as-
sert the importance of physical presence in 
today’s society. Anyone born before the nine-
teen eighties knows that physical presence 
is the best form of communication and that 
anything else is a reductive alternative (let-
ter, phone, Skype, instant messaging etc.) is 

a compromise and not nearly as good. But I 
suspect that there might be a generation of 
relationships that are primarily based on non-
physical communication. For example, I have 
more contact with my girlfriend via the instant 
messaging service Whatsapp than with face-
to-face physical presence. The majority of our 
relationship takes place via a digital commu-
nication service. There are more and more 
relationships sustained over long distances 
with telecommunication than ever before, 
and I wonder how that affects the feeling of 
being physically present with one another. In 
the soundwalk people are being led by a mo-
bile phone but to places where a performer 
greets them and I think it’s important to have 
that balance. I think it was quite clear that 
we wanted to be there, we wanted it to be 
one-on-one, we wanted people to enter into 
a hotel room on their own, and one-on-one 
physical presence is the most valuable gesture 
you can make to someone when we excessive-
ly communicate via non physical platforms. 
Nothing is as good as being there, with you 
and showing you something….
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hearing this?’, but you might not have, I don’t 
think you probably would have, and after 
maybe ten seconds you would have heard a 
sound on the loudspeaker that wouldn’t have 
got your attention at all, because it’s a totally 
normal thing to have in that space, but the 
loudspeaker would be saying small remarks 
about the things you have running through 
your mind before you leave or move some-
where or go on holiday or migrate for good. 

Marjolein: They had to be remarks in the mid-
dle of very business-like and very dreamy, 
things like ‘I am going to become rich over 
there’, but also remarks about emigrating, like 
‘do you recognize the moment between good-
bye and hello?’, or something about always 
packing your bags and never arriving some-
where. But it was so subtle and small that 
you might have mistaken it for the railway 
announcements or a commercial. And there 
was a piano in between, a few tones only, to 
mislead you even more. 

Max: That piece thrived because there was no 
physical presence. And you would be all the 
more grateful when you’d stepped out of the 
metro into the atmosphere of the Wilhelmi-
napier with all these huge skyscrapers, when 
someone would take your hand and say, this 
is where you need to go. How would it work 
for you now, if this piece was running with-
out us there? What would your dream scenario 
be? Wind sensor running and the (mobile) app 
available, with a website where you could 
tune into the audio broadcasts streaming 
from the wind sensor? 

Marjolein: Personally, also with the assign-
ment finished and some distance looking at it, 
my dream scenario would be a radically offline 

one. Like a big market for two days with lots 
of people there, with lots of fruit and things 
to buy and flowers and food and noises, and 
then... maybe some interactive games with 
wind or something. That place (the Wilhelmi-
napier) just really calls for something like that. 

Max: That’s interesting, that you would do 
something completely non-digital. For me 
it indicates the effect of digital that we are 
working against or suffering from and of 
course the initial brief was to do something 
with Augmented reality that involved digital 
technologies. And these tools could only serve 
certain purposes and I think we found that in 
some cases on the pier they couldn’t solve 
some of the problems that we were encoun-
tering, like the lack of social space, the lack 
of physical presence on the pier and familiar 
faces and a sense of community. A mobile ap-
plication wasn’t going to solve all of that. 

Marjolein: Yeah at a certain moment the as-
signment started running behind or going 
towards another direction contrary to our ex-
periences... it all has to do with expectations 
and plans and the before and after of things. 

Max: The promise of global communication. 
It’s hard to accept that sometimes a picnic 
in the park with everyone in the New Orleans 
building could be more beneficial then some 
interactive street furniture.

Marjolein: Yeah. I am happy that we made a 
technological piece but we were able to frame 
it with non-technological elements. 

Max: Yeah. So let’s keep it at that, for now.
 

days behind a computer is for me very tiring, 
and not in a good, satisfactory way. What I 
notice when I have a day in which I can just 
read or talk to people I feel so much more 
alive and energetic and light. I think that all 
this communication is very useful but very bad 
for you as a person. 

Max: Who is it serving?

Marjolein: You’re communicating but this com-
munication often leads only to more commu-
nication, or money. It is always reaching for 
something. It’s never the computer that you 
actually want to reach. Look how people in an 
office can spend days behind it, hardly get-
ting up. Doesn’t that mean it is actually a sys-

tem that only keeps itself going? That it is not 
leading to anything in the real world? Maybe 
if you’re a media artist or a graphic designer, 
then the computer gives you satisfaction, 
because then you actually make something 
on the computer, and you don’t have that 
exhausted feeling. But communication with 
something that is not physical... it doesn’t talk 
back, you know. Or does it? I don’t know. It’s 
weird.

Max: Yes, perhaps that’s a side topic, comput-
ers talking back. Back to the gamification of 
the piece, getting people to play something 
on their mobile phones in public space is very 
hard if the piece is more reflective, emotional, 

floaty and encouraging you to wander and get 
lost for a bit and loose some time... adding 
the element of direction to the room for exam-
ple, that did help. But I was wondering about 
other pieces in public space where you are en-
couraging people to take 5 to 10 minutes out 
of their increasingly busy lives to hear some-
thing poetic and mournful... something about 
longing and loss. We understand why you’d do 
it but I also understand the difficulty in per-
suading others. And that was another reason 
for being there. That we couldn’t quite meet 
the challenge of why someone would take the 
time out of their day to do it, especially in a 
place like the Wilhelminapier which is, I think 
its fair to say, it’s a hostile public environment, 
it’s a working place, it’s not like a city plaza 
where there is someone doing street-art. 

Marjolein: You force people into the dream 
zone. They cannot be doing something useful. 
Max: Art needs to do that!
Marjolein: It’s like an escape, it’s just a way to 
get people offline...

Max: The effort to go to exhibitions and 
shows... it’s always a rush to go to a show, I’m 
nearly always late, but when you do get there 
and sit down you know your mind doesn’t 
have to be in the constant cycle of work and 
production. 

Max: Now let’s talk about the tunnel.

Marjolein: Can you tell people? Describe your 
experience with it. 

Max: Well you would have this long route up 
from the platform of the metro, then the static 
rolling, airport-like escalator (moving walk-
way), you might have seen the sign ‘are you 

It’s like an escape, 
it’s just a way 
to get people off- 
line...
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Lenses of playLenses 
of play
Tilde Bekker, mark de Graaf, 
Pepijn Rijnbout, Linda de Valk

Human beings are playful by nature. In 
1938 Johan Huizinga (1938/1950) published 
his thesis Homo ludens or playing man, and 
realized that this playful nature pervades 
every aspect of our lives. Nevertheless, tech-
nology and design has often focused on func-
tionality and aesthetics and it is only in the 
last few decades that the potential of play as 
a method of motivation has been explored. 

“Serious games” is a good example of a new 
field that uses playful motivation to help 
people improve their lives. There are many ex-
amples, like the Piano Stairs (The Fun Theory, 
2009), or the Van Gogh- Roosegaarde bicy-
cle lane near Nuenen (Roosegaarde, 2015). 
All these examples are not directly useful but 
make it a bit more fun to walk or bike through 

a city and therefore add to an active and 
healthier lifestyle. Just one of these concepts 
will not change the world drastically, but im-
agine a city designed with this type of play-
ful motivation and philosophy in mind. That 
could have a massive impact. 

Playful motivation of people towards a physi-
cally or socially healthier lifestyle is also the 
underlying societal drive of the Playful Inter-
actions group from the Eindhoven University 
of Technology, Department of Industrial De-
sign. Since around 2010, we have been car-
rying out design research in this field, and 
with our students we have created numerous 
design prototypes for playful interactions. Be-
fore introducing the Lenses of Play, the pièce 
de résistance tool we are presenting in this 
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the sensation of it, they move more towards 
free play. 

With emergence we refer to the behaviours 
that are observed in natural and cultural sys-
tems, such as flocks of birds, in which many 
simple local interactions lead to more com-
plex overall system behaviours (Rijnbout et 
al., 2013). A typical example from nature is 
the behaviour of a flock of birds. The flocking 
behaviour seems to be well organised, yet it 
originates from three simple rules, applied by 
every bird to its closest neighbours only: Cohe-
sion – a bird wants to be close enough to a few 
other birds, Separation – a bird wants to keep 
a minimum distance to its closest neighbour 
to prevent collisions, and Alignment – the bird 
wants to align with its closest neighbours. 
The resulting flocking behavior is not prepro-
grammed but it emerges out of the local inter-
actions of the birds that all apply these local 
rules. Next to these principles we also identi-
fied a number of parameters. Changing those 
parameters doesn’t change the principle, but 
it influences the dynamics of the behaviour. 
To give an example: the flocking (or swarm-

ing) principle is observed in flocks of birds and 
schools of fish. The parameter of randomness 
is very different for the two: schools of fish are 
usually packed closer together and are very 
regular with their movements while swarms 
of birds are more open and chaotic. Applied 
in play, parameters can actually have a huge 
impact on the emergent play, even the nature 
of it. Imagine a huge amount of interactive 
stepping-stones. If there is no randomness, 
the behaviour is totally predictable, and play 
patterns will emerge and become reproduc-
ible. If, on the other hand, the behaviour of 
the stepping-stones is more unpredictable 
and involves more improvisation, it is more 
likely that imaginative actions will occur. 

Players can have a wide range of Playful expe-
riences when engaging with playful interac-
tions. Korhonen and colleagues (Korhonen et 
al., 2009) provide an overview of playful expe-
riences for digital games, such as fellowship, 
challenge and nurture. These experiences are 
also very useful when designing playful inter-
actions. Designers can decide to design for a 
certain (collection of) experience(s) by making 

article, we need to define what we mean by 
playful interactions. In our definition, Playful 
interactions are products and installations 
that use interactive technology like sensors 
and actuators that playfully persuade poten-
tial players to try-out and interact with the 
design. The player’s experience should be fun 
and pleasurable, resulting in open, creative 
and playful moments.

We have done many user evaluations and 
written many scientific articles. It turned 
out to be very challenging to design playful 
designs that are attractive to people in the 
long-term and long enough to deserve a per-
manent place in the public space. But step-by-
step we learned how to successfully approach 
such challenges. 

As a recent contribution, we developed a 
design tool to communicate this knowledge 
and insight from our design research to the 
broader public. In this article, we will present 
this design tool, called the Lenses of Play. We 
will also share the insights we gained from 
workshops in which we tested this tool, and 
discuss how we believe the Lenses of Play tool 
could be used by both designers and design 
students. 

Lenses of Play

Play is often an unpredictable, changeable 
process that asks for improvisation and flex-
ibility from both the users and from the de-
signers that design for play. In our experience, 
iteratively approaching the design from dif-
ferent perspectives during the design process 
supports the development of rich playful in-
teractions. So far, we have identified five per-

spectives from the Lenses of Play tool: Open-
ended play, Emergence, Playful experiences, 
Forms of play and Stages of play.

Designers can choose to focus on one or mul-
tiple of these different perspectives when 
developing playful solutions. For each per-
spective, or lens, we formulated a number of 
aspects to think about when designing play-
ful interactions, for example, how to create an 
element of surprise in your design, or how to 
design for social or physical play. These con-
siderations, as well as the details of each tool, 
will be discussed in the section ‘About the 
tool’. Below, we will first describe the content 
of each of the five lenses in more detail. 

Open-ended play is a type of play that does 
not start with predefined goals or rules to 
players, but lets them shape their own play 
(Valk et al., 2015). Open-ended play encour-
ages imaginative play, to create your own sto-
ries and construction of meaning, and stimu-
lates creativity and social negotiation. In our 
research we design interactive prototypes 
that allow players to give their own meaning 
to and interpretation of interaction oppor-
tunities offered by the design, and to create 
their own play around those opportunities. We 
position open-ended play in between games 
and free play. Games are often structured and 
predefined with a clear end goal, while free 
play is chaotic, never-ending and provides 
players with the opportunity to create their 
own meaning. At the start, open-ended play 
mostly resembles free play, because little is 
predefined. But it can move either way: when 
players come up with rules and goals, they 
move towards games, but when they play for 

Figure of the framework, with lenses on top, and making design decisions at the bottom?
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tiles around to create their own play spaces. 
In this way, players are supported to formulate 
their own goals and rules and change these 
rules as they play. For example, children can 
imagine that the moving light is like an ani-
mal living under ground that pops up its head 
through different openings of the tiles.

Emergence in GlowSteps can be recognised 
in the system design, where principles of syn-
chronization or pheromone trails can be used 
to make interesting system behaviours that 
can be used for play. Furthermore parameters 
can be used to shape those interactions, for 
example, if we make the pheromone trail vis-
ible to players they interact more directly to 
it. This might lead to the creation of a clearer 
pheromone trail and even more players join-
ing in the game. Balanced settings can lead 
to interesting play opportunities without pre-
defined outcomes.

GlowSteps encourages various Playful experi-
ences such as exploration, challenge, competi-
tion, fellowship and expression. These playful 
experiences can change over time; at the start 
of a play episode players experience curiosity 
and exploration, while later on they can expe-
rience an expression of a fantasy or the chal-
lenge to reach a certain goal and be better 
than the other players. 

Concerning Forms of play, GlowSteps is de-
veloped to mainly elicit physical and social 
play. Players are encouraged to run around 
and step on the tiles. They can play together 
and compete with each other or cooperatively 
achieve a shared common goal. By inventing 
rules, players can create games with their own 
rules involving the tiles. 

The various Stages of play are supported in 
different ways. In the invitation stage, the in-
teractive tiles light up to actively invite play-
ers to start playing. Once a player steps on 
a tile, different interaction rules are triggered 
that support the exploration stage. They can 
set goals, create rules and modify the position 
of the tiles on the floor to support their game 
play whilst in the immersion stage. 

About the tool

In the Lenses of Play tool, the knowledge 
from the five perspectives is translated in to 
a hands-on set of cards. With these cards, we 
aim to make the design knowledge on these 
five perspectives of play that we gathered 
through several design research activities ac-
cessible to designers, students and other in-
terested parties. These cards are designed to 
inform designers and to inspire them in the 
process of creating playful interactions. The 
design of the cards went through several it-
erations that involved potential users along 
the way. 

Each card presents a design consideration 
that is formulated into a question to think 
about while designing. To make the cards suit-
able for the design process, we made the in-
formation on the cards to-the-point and easy 
to understand. Moreover, we added inspiring 
pictures and examples to the cards to further 
illustrate the considerations. 

User evaluations

We carried out three explorative user evalu-
ations to examine the usage of the cards. 
These evaluations consisted of two design 
workshops, of half a day each, and a one-
week design project for Industrial Design 
Eindhoven master students. All participants 

design decisions that increase the likelihood 
of these experiences. For example, if a design-
er wants to stimulate fellowship, he/she can 
make design decisions that encourage playing 
together and creating shared goals. For exam-
ple, if an installation only reacts to two peo-
ple pressing buttons together, then the design 
prompts people to play together.

During play, multiple Forms of play can oc-
cur (Bekker et al., 2014). For example, players 
can be involved in constructive or creative 
play (such as building a hut or making clay 
figures), pretend or fantasy play (such as role-
play or talking dolls), physical or active play 
(such as running or climbing) and games with 
rules (such as tag or hide-and-seek). With this 
lens in mind, designers can encourage certain 
forms of play by making corresponding design 
decisions. For example, by building in an inter-
active behavior that needs to be done within a 
short time frame, a design can prompt players 
to run from one spot to the next in the form of 
physical play. When choosing a form of play, 
there is still room for diversity as the forms are 
rather broad and open. 
When players engage with playful interac-
tions, they usually go through several Stages 
of play (Valk et al., 2012). At first, players are 
attracted to the design or product in the invi-
tation stage. Then, in the exploration stage, 
they are supported to try out the design and 
explore its interaction rules and boundaries. 
When they continue interacting with the de-
sign, players engage in the immersion stage 
for a longer period of time. Players come up 
with rules and goals and can play together or 
alone. Players can also shift back and forth 
between these stages. For each stage, design-
ers should consider how to best support invi-
tation, exploration or immersion over time. 

Design example: 

GlowSteps

To illustrate the Lenses of Play in an actual 
design for playful interaction, we present 
GlowSteps, an interactive playground that we 
developed in several iterations over the past 
four years. 

GlowSteps is an open-ended play environ-
ment that consists of a set of interactive tiles. 
Each tile has a pressure sensor that is an in-
put detection for multiple colors of light and 
sound. For example, one of the tiles lights up 
for a limited amount of time, and when it is 
not ‘caught’ quickly enough it fades out and 
another random tile’s light is turned on. If the 
light is caught in time, it then changes colour. 
The tiles can be moved around and spatially 
positioned in different ways, so that the players 
can create their own play spaces. The tiles can 
be programmed in several ways to encourage 
different playful experiences and forms of play. 
GlowSteps supports Open-ended play as it 
does not have any predefined game rules or 
goals. Players can attach their own meaning 
to the interaction opportunities and move the 

GlowSteps game
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further, for example, by providing different 
interactive behaviours for the different stages 
of play. Another decision could be to provide 
more diverse interactions, by adding prompts 
for more diverse forms of play. For example, 
the design of an interactive installation that 
was initially focused on expression and pre-
tend play, can be extended to explore how 
social play can be embedded in the design.

Conclusion?

Using the Lenses of Play tool can support de-
signers in incorporating different perspectives 
on play in their designs. By thinking carefully 
which perspectives are relevant in the differ-
ent phases of design, and by playing around 
with the different combinations of cards , dif-
ferent perspectives can lead to creative inno-
vations that can be developed for diverse user 
groups and contexts.

were students, mostly with a background in 
interaction design, human technology inter-
action or play and game design. Participants 
were asked to use the cards during a group 
design activity. 

All participants were able to work with the 
card sets. They recognised the value of the 
tool and remarked on how the cards sup-
ported them in various ways, such as giving 
them inspiration, helping them analyse initial 
concepts and supporting them in structuring 
information. The cards were helpful in looking 
at a design challenge from different perspec-
tives. Below, we will elaborate further on po-
tential uses of the tool.

Scoping the design 

challenge

The cards can be used during different phases 
of the design process. Early in the design pro-
cess they can be used to decide on the scope 
of the design to be created. A design student 
decided he wanted to design an interactive 
playful product for a gym lesson that would 
help students show respect to one another 
(playful experience). He also wanted students 

to work together and practice their physical 
skills , thus combining physical and social play 
considerations. These three cards formed the 
basic framing of his design challenge.

Brainstorming

When deciding on initial design ideas, design-
ers can look at different combinations of cards 
to see whether they can come up with inter-
esting solutions. For example, a designer may 
want to give visitors to a shopping mall a sense 
of how many people have recently passed by. 
This could be done by showing traces of light 
on the floor that is based on how many people 
have been detected by the sensors on the floor. 
The floor could use an emergence principle 
such as the pheromone trail, to slowly have 
the light trail disappear, when fewer people 
pass by. People have to discover for themselves 
what the lights on the floor mean (playful ex-
perience of discovery), and can come up with 
their own interpretations (open-ended play).

Redesign or reframing of 

design

Once a good start is made with a design, the 
cards can also be used to tweak the design 
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Strategies for the audience – My One Demand
Strategies for 
the audience – 
my one Demand
Ju Row Farr

With each project we make there is a new 
task of working out what is the most appro-
priate methods for audience engagement 
and interaction with that particular work. 
We have learnt from previous works a great 
many methods and strategies in order that the 
audiences can have the best or most optimal 
experiences – things will go wrong, it will be 
misunderstood, people will not enjoy it and 
there are things we will never know about 
until they happen or have happened and we 
find out much later. We try to plan for this – 
planning for the unplanned. Most of the time 
these things don’t faze us too much, they are 
a part of our work, our methodology. What it 
does do over and over again is to remind us 

that we too are audiences, what might we be 
likely to do or think when encountering a work 
like this, where would we drop the baton, miss 
the point, fail to understand how to do it or 
literally loose the plot.

My One Demand brings together a set of art 
forms, which make for a unique project and 
therefore a unique set of audience possibili-
ties - so our approaches need to be designed 
specifically for the work. My One Demand is 
a single continuous shot streamed live on-
line and to a TIFF (Toronto International Film 
Festival) cinema and 3 community cinemas 
in Toronto. The work was presented on three 
nights. As you watch you can interact in real 
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The Public online 

The audience interaction takes the form of 
four questions in My One Demand. When a 
question is asked, it appears on screen online 
and on the screen in the cinema as the film 
continues, it also appears on the devices of the 
audiences in the cinema, the second screen, 
and is spoken by the narrator. There are only 
four questions to suit the mood and pace of 
the work – the user experience is designed to 
be reflective, thoughtful interactions, not fast 
and furious game like exchanges. We wanted 
the audience to have enough time and space 
to think about their answers, whilst at the 
same time not loosing out on what is going on 
in the film. How much time is the right amount 
of time for your face to be turned away from 
the main screen to the second screen in the 
cinemas to answer fully or meaningfully and 
to not dip out from the narrative track? And 
how should these interactions be spaced 

throughout the work? And what are the dif-
ferences in an audience’s attention between 
the cinema go-er and the online participant? 

We decided to leave the questions on the 
screens for between 1 to 2 minutes, so that 
people could think about them while they con-
tinued to watch the film. Through many tests 
we went backwards and forwards, adding in-
teractions and audience emersion into the sto-
ries and taking them back out again. We didn’t 
want the audience to be able to change the 
story outcomes or the route of the film as this 
felt unnecessarily complicated for no real gain.
 

time on your mobile in the cinema or from 
your computer anywhere else online. The nar-
rator tells a live story of her own unrequited 
love, her involvement with the seven people 
who appear in the film who she met at Occupy 
in Toronto and her sense of activating change 
in her life. The work is partly autobiographical, 
partly documentary and partly fiction. 

Because this is a live project with many links 
in the chain where things can go wrong, get 
lost, fall out, get flaky etc. our considerations 
all the way through the development, produc-
tion and presentation of this work have been 
made in line with where and how we take care 
of the work itself and where and how we have 
to take care of the audiences experiences– 
both have to go hand in glove.

Our audience strategies for this work break 
down roughly into three distinct areas – the 
public online, the public in the cinema and the 
public on the street. As well as these three ar-
eas there is the narrator who forms important 
glue in it all, so I will start with them.

The Narrator and the 

Audience 

The narrator has her eye and mind firmly 
fixed on the audiences experiences. For over 
90 minutes she is watching the live stream 
which comes directly from the street into the 
control room 30-40 seconds after it has been 
shot. She reads from the script according to 
what is happening on the streets and this 

reaches the online and cinema audiences 15-
20 seconds later – so there is a lag or delay 
of roughly 1 minute between the live action 
and the audience. Her live voiceover is timed 
according to where the performers are on the 
route, what they are saying and/or doing, the 
weather, any spontaneous changes of plan, 
any hiatus, technical hiccups or emergencies. 
Maggie narrates according to real time, as the 
audience enters the cinema, as the lights go 
down in the auditorium and when she is ready 
and comfortable. For all of this she is cued in 
the control room by the sound mixer and the 
director and so there is a very practical lens 
through which she is performing.

The text is written and performed to create a 
relationship between you, the audience and 
her, to create connections and resonances 
between you and the performers’ stories, and 
the themes in the work. Your job as an audi-
ence is to be actively engaged, whether you 
interact or not, we want you to get into the 
stories and the atmospheres, the way the film 
looks or sounds, or works.

But also very importantly we want you to 
make connections between what is going on 
in the ideas in the work and yourself. The live 
narration is helping to bind the whole experi-
ence together and to serve it up for you, she 
talks in a particular tone that is warm and 
reassuring, she feeds your answers into her 
voiceover and thanks you personally for your 
contributions. The impact on you can change 
moment by moment, she changes volume or 
tone or pace accordingly. She ad-libs depend-
ing on what she notices and draws on a pool 
of extra material at her disposal. Her voice is 
trying to make you the audience ready to re-
ceive and engage moment by moment. 

We didn’t want the 
audience to change 
the story outcomes 

Her live voiceover 
is timed according 
to the performers
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can all see what everyone who has answered 
thinks as the work closes.

Beyond this point we email the audiences a 
questionnaire to complete to collect some 
feedback on the project. This is standard prac-
tice for us. We want to know what worked and 
what didn’t work from the audiences’ perspec-
tive. We are interested to improve the project 
and to extend its life beyond its presentations 
at the Luminato Festival.

The Public in the Cinema 

What we are dealing with here is expectation of 
a cinematic theatrical experience, predominant-
ly narrative in structure and the expectation of 
an interactive, participatory event. Along side 
buying a ticket or picking a ticket up, arriving 
on time and taking your seat, the contract for 
cinema going audiences breaks softly from its 
more conventional frame in My One Demand. 

When you enter the cinema in My One De-
mand you are given a set of instructions on 
paper by the usher about how to interact on 
your phone. You are helped if you can’t set 
your phone up and connect properly to the 
project, and the festival gives you a phone to 
join in if you don’t have one of your own or 
one that you want to use. Of course you have 
the option not to interact at all and so the 
project has to work as a standalone live film, 
as well as an interactive film. Perhaps the two 
are mutually exclusive or at the very least they 
are two forms, film and interactivity, which are 
newish companions. 

There is music playing as you enter the audi-
torium at 7.30 pm, you settle in your seat and 
the film begins. The scene is locked off. It is a 
street somewhere in Toronto. This is the intro-
duction section – you are waiting for 8pm for 
the actual film to start. We are waiting for the 

The first question in My One Demand, is de-
signed early on in the work for audiences to 
try out how interaction works – we usually 
refer to this as the red spot question, which is 
something we make that is hopefully easy to 
do and after which people should know what 
to do. The question is ‘If you feel you could 
have a connection with me, write ‘Yes’’. You 
type your answer in and when all the audi-
ences’ answers are compiled, the narrator lists 
all of the positive respondents by name and 
thanks them. The opening section of the work 
is playful and warm and so the question is de-
signed to suit this mood.

The middle two questions are designed to be 
more deeply integrated into the narrative – 
these are questions, which the narrator is ask-
ing herself and so she asks you too. Some of 
the audiences’ answers are selected and these 
are fed into her story. Your answers are reas-

suring to her story and to her character, even 
if they differ wildly from her views. It is like she 
is polling for audience opinions, possibly she 
doesn’t know what to do about these things 
in her life and she needs some other views. 

This section of the work is more serious and 
testimonial in nature – ‘How do you feel about 
the silence between two people?’ and ‘what 
are you activating in your life right now?’.

Finally, the last question the audience gets 
asked in My One Demand is ‘What is the thing 
you wish you could change but can’t?’ It is re-
ferring to both unrequited love and political 
effectiveness. And as the last shot fades to 
black all of the audiences answers to this final 
question scroll up the screen one at a time be-
fore the credits roll. It is a long and diverse list 
and for us this goes some way to giving voice 
to everyone who interacted in the work. We 
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We thought we could have particular scenes 
and scenarios where we would want groups of 
certain types of people to flood out onto the 
street to become a part of the film – for exam-
ple after a big store closed, the shoppers would 
be released onto the street, into the car park 
and then spill out further down the road, or 
maybe a local group of motor bike riders would 
come cruising down the road through a shot 
on their way to a bar for their weekly meet-
ing. We imagined a call out to local groups 
who might want to be involved and those we 
would incorporate into the film somehow. We 
imagined that it would be like a live procession 
or caravan lighting up the streets and people 
would come out of their houses to watch or 
come to key intersections to see it pass by. This 
sounded like the perfect public viewing and 
collaborative intersection between the street 
and the work – just to enjoy the theatre of a 
film being made live right on your door step, 
this seemed like it would be a strong marketing 
feature of the work as well.

But we decided not to go this way, not to 
push this. This was due partly to the story be-
ing written later than we had expected, so it 
was very difficult to plan these things to fit in 
with the writing schedule. Also, even though 
they would be fun to do, they didn’t seem to 
fit the story or the work – this was to be set 
in Toronto, with performers from Toronto, but 
every aspect of the work didn’t need to have a 
local authenticity.

What we decided to do was to concentrate 
on the more natural activities and events that 
the public do every day along the route, to go 
with this and to tackle anything unexpected 
that came into the path of the film, disruptive 
or otherwise.

So we blocked the route with the crew and the 
performers and noticed all of the stress points, 
if you like, where members of the public might 
be more obviously likely to intercept – bars, 
waiting for traffic to pass at intersections, in 
parks, busy areas. We planned a B-route in 
case the Pride festival activities overlapped 
too heavily with the film and there were just 
too many interruptions. 

Toronto is a city famous for films being made 
there and we were also nervous that the pub-
lic would be either negative or too enthusias-
tic; we had to strike a balance. The street crew 
planned the shots meticulously so that every 
few metres along the way we knew which way 
the camera was facing and because this was 
so carefully choreographed and rehearsed 
we hoped that interventions could be taken 
as opportunities or avoided. Members of the 
team were responsible for the safety of the 
public on the street, as well as the safety of 
the crew and cast, and had systems in place 
for this. 

I think it is fair to say that there was a tension 
between the planned and the live in relation 
to the audience and there were opportunities 
to be more adventurous and spontaneous that 
we chose not to go with that we will explore 
in the future. But hopefully we made the right 
decisions for – the scale and ambition of this 
work and cast and crew and hopefully it was 
the right decisions for the audiences too. 

http://www.blasttheory.co.uk/projects/my-
one-demand/ 

audience to take their seat, for the crew to get 
the all clear from the control room that the 
stream is live and strong. 

At 7.45 pm the lights in the auditorium drop 
to 50% and the camera is lifted off its stand. 
It slowly moves around the crew, who are 
making their final preparations; you see them 
wiping the lens, adjusting the focus. The live 
narrator introduces herself and plants the 
seed for the first interaction – she tells you 
a little bit about herself and wants to know 
whether you could feel a connection with her. 
On the cinema screen and your mobile device, 
the question appears, with a prompt ‘write 
here’ just below. In the comfort of your own 
seat you respond positively or negatively and 
shortly afterwards the narrator thanks the en-
tire list of people by name, live, who have said 
‘Yes’ they could feel a connection with her.

At 8 pm the house lights drop completely and 
the narrator begins proper and the film gets 
fully underway.

The experience strategies for the audience in 
this situation included thinking about the ex-
perience from a cinematic perspective mostly 
– this is a film and we want people to engage 
with the visual atmosphere. We have said 
there is a story, so there should be one and 
we are in a cinema so you might expect music 
and to be able to eat and drink. We know that 
more time spent looking at your phone means 
less time looking at the big screen and so we 

need to get the balance right – the ability to 
be able to give meaningful answers, that are 
fed in to the work, whilst still keeping you en-
gaged with the narrators story and the stories 
of the performers on screen as they unfold. And 
we know that we do not want the audiences 
anywhere to be able to change the plot – this 
is not possible unless it is aggregated and then 
the choices become very simple – do you want 
them to go left or right, for example?

This is in some ways a gentler work to take 
part in and how people interact is not as fast 
paced as our audiences are used to from our 
other works. There are definitely preconcep-
tions about what interaction means for our 
typical audiences and this is not it. Usually 
you are mobile yourself, you are in the work 
yourself, moving through the city or a world 
online, you have a mission, you are playing 
yourself in a fictional world and have to make 
decisions as you go. My One Demand literally 
presents a picture for audiences to watch. It 
is two dimensional, on a screen and you are 
called to actively engage four times. For us 
this enables you to engage with the mood of 
the piece, with the themes of power and as-
sertion, with ideas about longing and being 
longed for. The audience strategies have to fit 
this, the story has to hold. From the comfort 
of your seat you can choose to interact or not 
and this is not usually an option.
 
The Public on the Street

Originally when we were making My One 
Demand we imagined that members of the 
public on the street would be actively encour-
aged to come along to the route of the film 
on the nights it was live – we would advertise 
the route and see who turned up, we would 
try to get a big live audience along the route. 

We imagined that it 
would be like a live 
procession 
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Social interac-tion in the public space
Social inter-
action in the 
public space
Anne Nigten

This chapter deals with strategies and con-
siderations for interaction in public spaces. 
The public space on the Wilhelminapier in 
Rotterdam is the central placeholder and 
though observations, findings and strategies 
the insights gained have universal value. Tap-
io Mäkelä, from Translocal in Finland, one of 
our Live Transmission partners, compliments 
the Rotterdam experiences with his Cartoplay 
experiments in Northern Europe. 

This chapter’s contributions show that the 
challenges we are confronted with today 
shouldn’t be interpreted as pure design chal-
lenges in the traditional sense (see Venhuizen, 
2011 and IABR, 2012). The public space on the 

Wilhelminapier could be looked upon as a ste-
reotypical case study, where blue print design 
approaches have to be reconsidered in order 
to meet today’s views on integrated, socially 
lively, public spaces. The urban concept of the 
Wilhelminapier stems from the early 1990’s. 
By studying its development timeline one no-
tices that it goes hand in hand with a period 
in time, where our perception on public space, 
which has been highly influenced by technol-
ogy, has dramatically changed. Here I would 
like to highlight two striking aspects that all 
authors reflect upon: the blurring borders be-
tween public and private (or corporate) space 
and the importance of the cultural context of 
a place. The blurring of boundaries between 

Chapter introduction
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addressed in a non explicit way. Tapio Mäkelä 
discusses how to use technology to establish 
playful and critical interactions that might 
lead to alternative perceptions of the public 
space. 

Concluding thoughts and 

future steps

I conclude with sharing some after thoughts 
about the public space at the Wilhelminapier 
with you. First of all, we hope that Points of 
Departure will indeed be installed in the pub-
lic space on the Wilhelminapier. Our work with 
local and international collaborators has pro-
duced ideas for future steps. Several authors 
in this chapter refer to participative transdis-
ciplinary collaboration to create a broad sup-
port base and active engagement among all 
quadruple helix parties. In our expert meet-
ings we took the first steps towards an active 
engagement of the pier’s entrepreneurs. The 
Zadkine students and Patching Zone Young 
Professionals have mapped the weekday users 
of the pier through questionnaires, although 
this covers only one small segment of its popu-
lation. The pier’s population shifts these days 
according to their (indoor) activity schedule. 
The recent appointment of Vincent Taapken 
as the creative director of the pier provides 
us with another interface with the pier’s 
residents and businesses. The next step; to 
activate the daily interaction with residents, 
visitors, cultural institutes and businesses is 
planned in the soon to be established, Urban 
Lab at the Wilhelminpier. 

Points of Departure gives a positive twist to 
the omnipresent wind as the engine for the 
installations. This could be explored further 
with other positive attributions of the wind at 
the pier. A central question to this hands-on 

research could be: How could the wind con-
tribute to a positive image of the pier? Could 
we use the wind in a more effective way in 
regards to the regional sustainability agenda 
and Rotterdam’s climate agenda? Also we 
might want to extend this by investigating 
the opportunities for a radically different 
approach that has been identified in several 
expert meetings and workshops: The Wil-

helminapier’s public space as a high quality 
green peninsula for living and leisure. This 
could lead us to strategies that encompass 
the frequently requested call for more green 
at the pier from its residents. We therefore 
propose an activity program for the urban lab 
at the Wilhelminapier that is built around the 
outcomes of the previous years, as outlined in 
this book, to be complimented with the explo-
ration of a green and sustainable agenda for 
the public space. We propose inviting trans-
disciplinary teams of scientists, designers, art-
ists, students and representatives of the pier’s 
residents and businesses and the municipality 
of Rotterdam to detail the activity program in 
the forthcoming Urban lab. 
 

spaces is a global phenomenon that exceeds 
the local level, as we all inhabit multiple virtu-
al and physical public spaces simultaneously. 
Recently there has been a lot of writing about 
the technological possibilities for interaction 
in public space situated in the hyperreality, 
especially in regards to the so-called ‘smart 
city’ concept. 

The contributors in this chapter load the smart 
city concept with social and cultural consid-
erations. Each author brings in their own pro-
fessional expertise; that is firmly rooted in cul-
tural, urban design and artistic backgrounds. 
And by doing so this chapter’s strategies and 
new insights represent a brief impression of 
the complexity of a public space design chal-
lenge in mixed or hyperreality. Below I’ll give 
a short introduction to this chapter’s contribu-
tions, followed by some concluding thoughts 
and suggestions for the next steps in the co-
development of the public space at the Wil-
helminapier. 

The director of the Nederlands Fotomuseum, 
and chair of Stichting Culturele Partners Wil-
helminapier, Ruud Visschedijk, sketches in 
The Horizon and the Wind the development 
of the public space at the pier from the cul-
tural institutes’ perspective. In his essay Ruud 
Visschedijk informs us about the impact of The 
Wilhelminapier Experience Tour project and 
his role as participating partner. He concludes 
with stating that the pursued co-design pro-
cess has been instrumental when thinking 
about the museum’s future role in the public 
realm. 

Patching Zone Young Professional, Sebastien 
Seynaeve underscores the importance of the 
pier’s cultural history as an asset for the future 

public space design of the pier in Media, Lo-
cation and Time. Sebastien Seynaeve calls for 
reflection through engagement with the pier’s 
rich history. He informs us about his choice to 
recycle found footage film fragments, and how 
this resulted in a wind driven installation that 
evolves from a distant to a more recent past. 

In Indoor/Outdoor Interaction in Public/
Private Spaces, Conceptionist and Concire & 
Partners director Carol Hol takes us on a little 
tour of the Wilhelminapier. During this walk 
he points us to the different types of interac-
tion in the public space on the Wilhelminapier. 
He furthers with identifying opportunities to 
enhance the economic and social dynamics of 
the pier and proposes strategies that could 
lead the pier into becoming an integrated in-
teractive environment. 

In Points of Departure: Horizons Patching Zone 
Young Professional, Javier Lloret emphasizes 
the pier’s former function as a departure point 
for the Holland America Line. He explains the 
ideas behind his video installation that com-
prises two facing views; the one of departing 
and the one of arriving. The unknown of one’s 
journey is visualized by mist obscuring the ho-
rizons. 

We conclude this chapter with a contribu-
tion by our Live Transmission partner Tapio 
Mäkelä, from Translocal (FI). Who shares the 
social and artistic strategies behind the mo-
bile Cartoplay platform developed by Trans-
local. In Metadesigning locative co-creation 
he investigates the potential of their develop-
ments for the exploration of public space. The 
games that are discussed in this article deal 
with pollution and ecology; another complex 
and pressing issue that has been so far only be 
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The horizon and the wind
The horizon 
and the wind
Ruud Visschedijk

When Queen Beatrix officially opened the 
Nederlands Fotomuseum in April 2007, Wil-
helminapier looked very different than it does 
today. It was an emptier, rougher place, where 
there were plenty of parking spaces and the 
wind had free rein. It wasn’t somewhere you’d 
go on a nice Sunday afternoon for a breath of 
fresh air, more a place you’d go because you 
had some reason to be there. As naive as we 
were then, we thought it was only a matter of 
time: the developers would invest and build, 
and the Wilhelminapier would begin to thrive. 
But why does it take so long for an area like 
this one to truly come to life?

Gradually we realised that project develop-
ment wasn’t the same thing as urban devel-
opment. We realised that developers mainly 
wanted to sell flats and that the city’s resi-

dents and users had to take ownership of it 
before it could truly come to life. We discov-
ered that after 20 years of investing in plans 
for urban development, the city council was 
starting to withdraw. And gradually we saw 
that the cultural institutions on the pier could, 
and must, play their part in helping to make 
the inner city a lively, thriving place. 

Carol Hol, who uses the professional title of 
conceptionist and is the director at Concire & 
partners, played a decisive part in these re-
alisations. He steered us toward analysis (why 
isn’t the pier a busy, buzzing place today?) and 
the development of a long-term vision (the 
pier as destination). To realise that vision, we 
needed to formulate achievable goals and in-
volve parties that stood to benefit (city coun-
cil, developers, residents, employers and visi-
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The same was true of the young profession-
als who took part in the project. Javier Lloret, 
Sebastien Seynaeve, Marjolein van der Meer 
and Max Dovey, hailing from various Euro-
pean countries, threw themselves into the 
problem of the Wilhelminapier with dedica-
tion and obvious pleasure. Of course, I did not 
see all their ideas and sketches – there may 
have been dozens – but the plans that ulti-
mately found their way to the commissioning 
body showed that in their installations they 
had succeeded in seeing the pier in a whole 
new light and in giving it a poetic touch. They 
found inspiration close to home, on the pier 
itself: in the ever-present wind (in Sebastien 
Seynaeve’s found-footage film); in the numer-
ous stories of arrivals and departures that 
took place here, with reference to the many 
emigrants who boarded the Holland-America 
Line’s ships bound for New York’s Ellis Island 
(in Marjolein van der Meer’s narrative audio 
walk); in a horizon that sometimes bears a sus-
picious resemblance to horizons elsewhere in 
the world (in Javier Lloret’s more formal instal-
lation, which links Rotterdam’s horizon with 
those of other big port cities), though beyond 
every horizon lies a completely different story. 

The experts and stakeholders helped me to 
see the endless complexity of the city and the 
various factors that play a part in improving 
its atmosphere. They made me realise that 
shaping a city is a laborious process that 
takes around 25 years, and that we began 
developing this one only recently, after it was 

designed in the 1980s by the urban planner 
Riek Bakker and the architect Teun Koolhaas 
and building commenced in the 1990s. As re-
cently as 2006 and 2007, hordes of people in 
Rotterdam still thought of the Wilhelminapier 
as a place where “real” Rotterdammers didn’t 
go and found the idea of it being part of the 
city centre intolerable. I also came to under-
stand that the city council is still an important 
player when it comes to the design of public 
space and the establishment of publicly acces-
sible, open, welcoming destinations at street 
level, and when it comes to striking a bal-

tors) at an early stage. He put us in touch with 
players and parties who could make a differ-
ence. One of them was Anne Nigten, direc-
tor of the Patching Zone. Her suggestion for 
developing a group of interactive installations 
in public space that would refer to the Wil-
helminapier’s present, past and future, work-
ing with a team of young artistic professionals 
supported by students from the ROC Zadkine 
vocational school, not only fit seamlessly into 
our long-term vision but could also be consid-
ered the perfect stepping stone for engaging 
various parties with the pier. The installations 
would be designed to promote activity on the 
pier and help visitors to find their way around 
while telling them about the area’s past, of 
which so few traces are visible today.

Our decision to jointly realise this idea led to 
the establishment of the Stichting Culturele 
Partners Wilhelminapier (Wilhelminapier Cul-
tural Partners Foundation), made up of the 
five arts institutions located on the pier. The 
foundation commissioned the Patching Zone 
to develop the project, which became known 
in English as the Wilhelminapier Experience. 
As the director of the Nederlands Fotomu-
seum, I became the ‘face’ of the project on 

behalf of the foundation. And I didn’t regret 
it. On behalf of the commissioning body, I was 
involved in briefings for the Zadkine students 
and instructors and the young professionals, 
in the expert meetings, and in the presenta-
tions for the other stakeholders.

With the Zadkine students and instructors, I 
saw how difficult it could be – and often how 
rewarding – to substitute project-oriented 
education for the traditional subject-oriented 
kind. Working on a real-world assignment 
with clients, a deadline and a programme of 
requirements is of course incredibly exciting 
for students. It doesn’t just call on their exper-
tise – because that isn’t enough – but above 
all on their ability to come up with a creative 
solution to a problem they are encountering 
for the first time. And because the project was 
also based in a part of the city most had never 
been to, students and instructors were forced 
to take a completely new approach, one that 
was sometimes at odds with what they’d been 
taught. The same was true for me: in the work-
ing sessions, the students often came up with 
fresh, completely unorthodox ideas and looked 
at the pier in ways I never had.

Shaping a city 
is a laborious 

process that takes 
around 25 years 
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ance between mobility and safety, between 
thoroughfares and places to linger, between 
public and private, and between commercial 
and cultural functions. So you have to com-
municate with them.

Throughout this process, I have also learned 
much about the role a museum can, and per-
haps should, play in an urban environment. A 
city museum has responsibilities. You give and 
you take. You reap the benefits of the city’s 
appeal, its mix of functions, its infrastructure, 
the atmosphere that has evolved there over 
the years. But you can also contribute, espe-
cially if the city is undergoing development. 
This project has brought focus to the way we 
think about our own building, Las Palmas. It 
has convinced us that our entryway is not as 
welcoming as we would like it to be. And so 
in summer 2015 we began a renovation de-
signed to make it more accessible and trans-

parent, to connect it more clearly to other 
buildings and the outside world, and to em-
phasise its central position on the Wilhelmi-
napier. You could also see the arrival of the 
Wilhelminapier’s ‘creative director’ as a result 
of thinking about the Wilhelmina Experience. 
On behalf of Stichting Culturele Partners Wil-
helminapier, since spring 2015, Vincent Taap-
ken has been working to bring together par-
ties who can help to improve people’s visual 
experience of the pier. He’s working on mobil-
ity, signage, the design of public space, cul-
tural programming, and street-level facilities. 
He’s also investigating how we can establish 
a temporary lab with the Patching Zone on 
Wilhelminapier. After two years of working on 
the Wilhelmina Experience, we have obtained 
a better, clearer view of all these issues. It’s 
time to put it to use. 

Photo right page: ©Fred Ernst

SILICoN VALLey:

There is that in-between moment 

when you’ve already jumped, 

but you haven’t yet been caught. 

The moment in between 

goodbye and hello.
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Media, Location and Time
media, 
Location and 
Time
Sebastien Seynaeve

The Wilhelminapier stands out for its unique 
location, history and architecture and features 
many assets that continue to inspire for future 
plans. It is important to be aware of how it 
situates itself geographically, it is located in 
the south of Rotterdam and right next to the 
Erasmus bridge. The bridge forms an impor-
tant connection point between the south of 
Rotterdam and the city centre. The Wilhelmi-
napier is an area that has experienced many 
transitions, from industrial purposes to its cur-
rent focus towards business and cultural initia-
tives, but it still evokes many elements of its 
past. For example, traces of the Holland Amer-
ica Line can still be found at Hotel New York, 
the former head office of the Holland America 

Line that now operates as a boutique hotel. 
The Wilhelminapier was a place where many 
Europeans left the continent with the hope of 
finding a better life in the new world (United 
States). The Holland America Line formed a 
connection between the old continent and the 
new world and provided a way to reach this 
new world. It has been the point of departure 
for many Europeans, and later continued as 
the Holland America Line where it still served 
its purpose to accommodate travellers going 
to the United States but the economic moti-
vation switched from people leaving to find a 
better life and work, to people taking vacation 
from work to spend their money on leisure and 
travelling on cruise ships.
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and using this point of view to inspire a possi-
ble future is an important incentive for the ar-
chive video installation and helps to serve as 
a potential long-term project that could func-
tion autonomously. By using archive images, 
digital media and involving the viewer in the 
history of the location, the project becomes 
an intuitive experience that offers space for 
individual interpretation and imagination. It is 
thanks to this combination of defined histori-
cal documentation and modern open interpre-
tation that stimulates further awareness and 
discussion about the history, present and pos-
sible future of the place.

The archive video installation has been cen-
tred around the use of found footage. The 
fascination to work with archive material 
originates from the idea that there is so much 

audiovisual material around that has been 
archived in history that it is stimulating to 
work on new ways of reusing media. The re-
cycling or repurposing of found footage has a 
long tradition in the arts as it comes and goes 
with newly introduced media and nostalgias 
around old media, visions on visual aesthetics 
and times of (social) change.

“The practice of using earlier films from a va-
riety of sources – found footage – as the raw 
material for new works of film art has a his-
tory that dates back almost to the origins of 
cinema and is currently considered ‘a, if not 
the, dominant critical procedure in independ-
ent film and videomaking’. Variously known 
as compilation, archival, collage, assemblage, 
montage, or recycled films, works incorporat-
ing found footage can take a range of different 

The iconic buildings on today’s Wilhelminapier 
are the first steps into a new chapter of the 
pier, with its new aspirations these architec-
tural achievements are still to be loaded with 
history because it’s still in the making or to 
cite Paalman:

“Architecture is not a matter of meeting the 
preconditions for construction, but construct-
ing preconditions for events to take place, 
according to Bernard Tschumi (1994). In his 
view, architecture is both about space and 
the events that take place in it. Architecture 
does not determine such events, since there is 
no hierarchical cause and effect relationship. 
Such a relationship used to be the assump-
tion of the modern movement, according to 
Tschumi, but it does not correspond to the 
actual functioning and experience of archi-
tecture. Architecture enables the emergence of 
new relationships between space and events. 
This, however, happens only when architecture 
itself elaborates on actual sociocultural and 
economic conditions, and the accompanying 
media processes. Architecture, after all, should 
be experienced through events that occur in it, 
for which the architecture provides strategies. 
In the view of Tschumi, an event is a movement 
that happens between and across spatial cate-
gories. An event is an activity, even a thought. 
It is a turning point, rather than a beginning 
or an end. As such it is different from the mod-
ernist statement of form following function”. 
(Paalman, 2011)

Despite the changing functions of the Wil-
helminapier, its history continues to be re-
membered and respected and it still occupies 
a strong presence in the collective memory 
associated to the pier. The Hotel New York 
makes full use of this history through various 

pictures and decorations; everything inside 
the hotel refers to the rich past of the place. 

The archive video piece I made for Points of 
Departure makes a direct link between the 
present moment on the pier and the history 
of the place. It connects past and present in 
a real-time experience, it makes use of histori-
cal footage of the Wilhelminapier and the city 
of Rotterdam and it gradually evolves from a 
distant past (the time of the emigrants) to a 
more recent past (seventies) to help the viewer 
experience this transition in a fluid way. The 
soundtrack and the video montage were si-
multaneously achieved with the intention to 
connect fluidly the past and the present. The 
soundtrack was composed from the point of 
view of supporting and guiding archive foot-
age without overpowering it. Whilst enhanc-
ing the cinematic experience, it also helps in 
communicating to the viewer that this foot-
age has been rebuilt from a contemporary 
perspective.

In our case it is the wind that carries the im-
agery of the past. Many of these historical im-
ages represent the hopes and desires of past 
generations for a better future.

The knowledge of the past makes it possi-
ble to understand how a place has evolved 
through time, how certain circumstances have 
led to others, how one thing is connected to 
another, how one event wouldn’t have taken 
place without another. This is not different for 
the location of the Wilhelminapier, it is thanks 
to its history and connection with the United 
States that has inspired it to build further in 
this direction and to evolve to what the pier is 
now, a unique place in the architectural land-
scape of Rotterdam. Reflecting on the past 
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that offers online access to audiovisual ar-
chive material to stimulate creative reuse. The 
maximum amount of video fragments were 
collected that related to the research; once 
all the video files were collected they were se-
lected according to their relevance and visual 
quality. After that they were imported in the 
video editing software where all the small 
parts that were usable were selected for the 
archive video piece. Then they were edited 
together to form a short video about the his-
tory of the Wilheminapier or about a specific 
time period of the history of Rotterdam. Dur-
ing the editing phase I created an accompa-
nying soundtrack using electronic instruments 
and different computer software specific to 
each video sequence. The soundtrack was 
created to accompany the archive footage in 

a contemporary way and to maintain a bal-
ance between sound and image. The sound 
generation for the compositions varied from 
field recordings to electronically generated 
sounds. The field recordings were done at 
the Wilhelminapier, most of these recordings 
are of the wind on the pier in different situ-
ations. These recordings were digitally pro-
cessed to create a soundtrack for the videos. 
It was not only field recordings that were used 
in the soundtrack to the films. Much of the 
instrumentation was created with the Muta-
ble Instruments Shruthi-1 synthesizer. This a 
hybrid digital/analogue monophonic syn-
thesizer. The Shruthi-1 is not designed to be 

manufactured industrially, it uses open source 
hardware and software and is built by hand. I 
built the device that I used for the soundtrack 
during a workshop at ‘Protospace’ in Utrecht 
in March 2014. 

The process of working on this project over a 
long period of time allows for a clearer view of 
the full picture of the Wilhelminapier and how 
it has evolved through history. Having to dig 
deeper into its past through media, and be-
ing actively involved by organising events and 
interactions on the pier initiates a clearer view 
on the overall identity of the place and allows 
to see how it positions itself in time. This al-

forms. The manipulation of found footage was 
taken up by avant-garde artists by the 1930’s 
and has been widely used by experimental 
filmmakers since that time”. (Yeo, 2004)

Besides the artistic considerations it is also a 
good practice to tell something new with foot-
age that initially had a different purpose. And 
it shows that archive material can still have 
another life even after a long period of time, it 
still has potential to be reactivated for a new 
purpose, in a new context. Generally, audiovis-
ual media is made with a specific purpose and 
connected to a specific moment in time, once 
it has served its purpose it tends to disappear 
into the archives and it might re-surface only 
once in a while when this particular moment is 
being remembered. I believe it is a great thing 

to reuse audiovisual archive material because 
it gives new life and new meanings to archive 
footage and it releases it from being stuck in 
an archive and getting forgotten. Sometimes 
archives can be unappealing or inaccessible to 
the public because it has no visible connec-
tion with the present or a possible future so 
establishing a working method for re-using ar-
chive material is a great way to deal with this. 
The footage I used was captured from vari-
ous sources with different purposes ranging 
from T.V, documentary, film, etc… That have 
all been converted from their original format 
to a digital format. A lot of material originates 
from analogue film that has been converted to 
digital video. The video material has been col-
lected through the ‘Open Images’ online data-
base. Open Images is an open media platform 

A projection screen 
to visualise 

both the present 
and the past 
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lowed to sketch out possible paths and future 
scenarios for the archive video installation 
and how it could be integrated with the cur-
rent existing activities that are on the pier and 
how it could evolve in future times. The ideas 
developed from the starting point that what 
happens inside the cultural institutions should 
gain visibility in the public space on the pier 
and that people should be able to incidentally 
bump into the installation without having to 
plan or follow instructions to reach it. Another 
starting point was the omnipresent past of the 
place. This leads to integrate the past into the 
existing program of activities that are ongoing 
on the pier. By having used archive footage in 
the form of digital video our project shared 
similarities to the activities of SKVR (Stichting 
Kunstzinnige Vorming Rotterdam). The SKVR 
offer courses, workshops and events in: music, 
dance, theatre, visual art, fashion & design, 
photography, digital media and writing for all 
age groups. SKVR’s vision is to develop crafts-
manship and artistic skills and to make their 
talents visible. Courses are organised in such a 
way that people can access them during their 
free time and courses for younger people are 
organised within their respective educational 
programs. These educational courses could in-
tegrate the idea of using archive footage for 
creative and educational purposes where the 
students could reuse material according to 
their ideas. The results of the workshops could 
be integrated in the existing landscape of the 
Wilhelminapier in the form of outdoor video 
projections. This way the contemporary mod-
ern architecture of the pier would serve as a 
projection screen to visualise both the present 
and the past of the place. Another possible 
path for an extension of this installation could 
be to adapt the linearity of time of the work. 
During the exhibition of the project in late 

March 2015, it was presented as a linear video 
projection with a fixed structure and length. It 
could be extended by combining it with the 
existing technology used in the other installa-
tions in the project such as the wind sculpture. 
The wind sensor could trigger archive videos 
according to the intensity and direction of the 
wind, a certain time era of Rotterdam could 
be visualised according to the speed and di-
rection of the wind. 

The footage available on the ‘Open Beelden’ 
database is in a compressed digital video for-
mat that allows to be easily transferred for 
online purposes. A great new evolution for 
this installation would be to progress towards 
a higher standard of image quality by gain-
ing access to uncompressed imagery, which 
would allow to have an even more cinematic 
experience. To achieve this it would be neces-
sary to have access to the original films, and 
to have the opportunity to process the films to 
a digital format with high-end scanners. 
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LoNDeN:

one feeling that was 

really strong and new 

for me, was the feeling 

of how easy I could be 

forgotten: nobody knew 

where I was at that 

moment and so nobody 

could miss me.
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Indoor/Outdoor Interaction in Public/Private Spaces

Indoor/outdoor 
Interaction 
in Public/
Private Spaces
Carol Hol1)

“Action is reaction” (Isaac Newton, 1643–
1727). Where action takes place reciprocally 
and not once but repeatedly, we speak of in-
teraction – between objects, between people, 
and between people and objects. Interactions 
come in all shapes and sizes; the variation is 
endless. There is an increasing tendency for 
the spaces in which these interactions take 
place to take part in them: spaces, too, are 
becoming interactive. Digitisation is giving 
rise to technologies that are rapidly strength-
ening and accelerating this trend 2). Its spread 
is not limited to a few types of spaces or loca-

tions but is beginning to become a decisive 
factor and catalyst in area development. 
Meanwhile, traditional boundaries between 
the private and the public 3), between indoors 
and outdoors 3), and between the active and 
the passive are being ruptured, crossed, and 
transformed into lines of connection. Where 
this happens in an integrated and intensive 
way, opportunities arise for the development 
of interactive environments. I will explore this 
situation with reference to the specific case of 
the Wilhelminapier 4). I will look into the whys, 
hows and whats and give a schematic over-
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agine the interior as a beehive of interaction. 
But does De Rotterdam’s Vertical City concept 
permit this? After all, interaction seldom takes 
place vertically; it’s usually horizontal. How 
horizontal is the Vertical City? I know that on 
one storey of the tower housing the municipal 
offices there is a sort of reception floor where 
officials interact with their guests. This has 
been handled well, as far as it goes; it’s an ex-
ample of an interactive indoor space, but one 
you need a pass to get into: neither entirely 
public nor truly private but somewhere in be-
tween, what you might call privileged. I have 
not yet come across a real ‘seat-and-meet’ 
space in the building that is designed for in-
teractions, mainly business-oriented ones, and 
open to the public. 

I walk onward to the cruise ship terminal. On 
busy days, a great many diverse types of in-
teraction take place here, indoor and outdoor, 
active and passive, public and private. At 
these times, the terminal is the most interac-
tive environment on the Wilhelminapier. This 
is good for the local economy, to be sure, but 
honesty compels me to say that these peak 
times have their drawbacks: they can really 
get in the way of the business of the other par-
ties on the pier. Interactions can hinder each 
other, so the point isn’t so much that there 
should be more and more interactions but 
that they should enhance each other. What 
doesn’t have an enhancing effect, in any case, 
is that outside peak days nothing happens 
at the terminal at all. In the off hours, it’s a 
dead zone, and yet the terminal has a fasci-
nating story to tell: here, countless migrants 
began their interaction with what was then 
the New World. Their story is so much a part 
of this spot and this pier that it could serve as 
an inexhaustible source of varied interactions 

for visitors and users to the pier, which could 
involve the whole of the surroundings. At least 
one creative interaction strategy should be 
deployed in public outdoor space, then, to en-
able people to experience this story, physically 
and digitally, actively as well as passively, as 
they move along the pier. My ambition would 
be to link outdoor interaction with indoor in-
teraction, for instance inside the terminal but 
also in some of the buildings along the pier. 
Interaction would then not be limited to one 
place, and the pier would become a true inter-
active environment. 

It would be natural to involve the Las Palmas 
building across the street. Its facade is being 
altered and made more transparent, which will 
in any case facilitate more spatial interaction. 
This should also be done programmatically, 
perhaps by the cultural institutions housed 
in the building. The Nederlands Fotomuseum 
could project interactive images onto the 
street or facades that I could communicate 
with as a passerby and visitor. And what kinds 
of interactions might arise if some of the crea-
tive courses now taught indoors and privately 
at SKVR were instead held partly in the street 
and/or on a transparent ground floor? Per-
haps I and other passersby would be tempted 
to join in. Course participants could be tem-
porarily allowed to interactively programme 
public spaces on the pier. A while ago, the 
event space LP2 made a cheering attempt to 
break through Las Palmas’s indoor–outdoor 
boundary – literally set in concrete – by ram-
ming a tram straight through the facade. They 
shouldn’t just be doing this type of boundary-
crossing interactive programming in their own 
immediate surroundings; they should be doing 
it in the pedestrian tunnel, and definitely on 
Prinsendam. The Nieuwe Luxor Theater and 

view of possible strategies. I will begin with a 
tour of the pier. 

Looking for interaction 

on the Wilhelminapier

The metro stops at Wilhelminaplein, and I step 
off (‘Mind your step’) onto a somewhat slanted 
platform. The dynamism of the trains pulling 
in and out and the constant rhythm of the es-
calators moving up and down are the interac-
tions I experience here. To be sure, these inter-
actions are mechanical and visual in nature, 
but they provoke a sensory response in me for 
precisely that reason. Other than disembark-
ing, walking up the platform and stepping 
onto the escalator, I don’t have to do anything 
to experience these interactions. They are of-
fered to me for free, except for the modest fee 
deducted by my transport card, along with the 
fine spectacle of the large indoor public space 
of the underground station. This passive inter-
action continues at the top of the escalator. 
Here, I enter the pedestrian tunnel and step 
onto a moving sidewalk, headed for the Wil-
helminapier. The tunnel is pleasingly designed 
and therefore always an experience for me; all 
things considered, it can be characterised as 
an exciting interaction. What is the light at 
the end of the tunnel? The walls are adorned 
with the names of the cultural institutions on 
the Wilhelminapier: Nieuwe Luxor Theater, the 
Nederlands Fotomuseum, LantarenVenster, 
SKVR and LP2. The names are here, but that is 
the only interaction. I know these institutions 
well; otherwise, the names wouldn’t say much 
to me, and in my opinion they should. 

The mouth of the tunnel marks the division 
between indoors and out. Once I get above 
ground, I find myself on Prinsendam’s little 
square, with a view of the Erasmusbrug. This 

is an entirely different public environment, 
one where interaction is dominated by a sin-
gle movement: the sound and movement of 
the surrounding traffic. That’s fine, but it’s not 
enough. Standing on this spot, I expect to in-
teract with the whole Wilhelminapier. Now, I 
know where I need to go, but I can imagine 
what it would be like for someone coming here 
for the first time. They would have no idea of 
all the other interactions available around the 
corner. No one is going to tell them. It has to 
occur to you, and you have to figure it out. 
Here, then, amusingly, is another active type 
of interaction, one that’s involuntarily self-
generated.

I walk onto Wilhelminakade along a somewhat 
closed facade. Here, as with most building 
fronts on the pier, the ground floor is not open 
to the street. There is no interaction whatso-
ever between what is taking place indoors, in 
the private space of the building, and what 
is going on outdoors, in public space. This 
is a stretch I prefer to get past as quickly as 
possible. It strikes me that there are an awful 
lot of bicycles here, taking up a great deal of 
the pavement. Not that I have a problem with 
that; on the contrary; it would be an interest-
ing factor to work with creatively. Is there any 
sort of outdoor interaction to be had with the 
bikes, perhaps in conjunction with the street 
furniture – for instance, could they be turned 
into an art installation that would passively or 
actively involve me and other passersby? 
Across the road is Rem Koolhaas’s gigantic 
building, De Rotterdam. It is a grand and 
overwhelming structure, but it does at least 
have a transparent ground level of substantial 
length and height. One can see that there is 
a hotel inside – taxis come and go – but what 
else? It is, at best, left to the imagination. I im-
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The diagram distinguishes four states, each 
of which can be a starting, middle or ending 
point. Projecting our tour onto this diagram, 
we conclude that interaction on the pier falls 
mainly into the bottom left quadrant: it is in-
doors, private and passive. I think the same is 
true of most areas. Amusement parks like Eft-
eling more closely approach the desired state 
of interactivity. Coincidentally or not, a highly 
appropriate example is the cruise ship: it has 
everything it needs and can be regarded as 
an almost perfectly integrated floating inter-
active environment. If the pier is to become 
an integrated interactive environment, all four 
states shown in the diagram must be present, 
preferably at the same time, in varying com-
binations. Where opportunities for creating 
and stabilising these circumstances can be 

identified on the pier and can be stimulated, 
they must be seized. ‘Creating’ should be un-
derstood broadly, in the senses of creatively 
bringing about and of realising through test-
ing, trialling and selection. A creative strategy 
for indoor/outdoor interactions in public/
private space is one that meets this definition. 
Applied to the case of the Wilhelminapier, this 
means that from the bottom left quadrant, 
as indicated by all the arrows, links must be 
drawn to places and spaces on the pier where 
these creative strategies will have a chance of 
success. What goes for the Wilhelminapier will 
not necessarily apply to other areas. Not every 
area needs to become a totally integrated in-
teractive environment. In some areas, applying 
creative strategies for one quadrant (or part of 
one) will suffice: e.g., an outdoor centre with 

LantarenVenster could join in, giving rise to 
a wide range of interactions, which could ulti-
mately create a dynamism all its own. 

The pier has other sources of interaction that 
could contribute to that dynamism. One is the 
Maritime Simulation Center adjacent to the 
terminal. A host of interactions are simulated 
here: sailors are trained to negotiate straits, 
pilot ships into port, and weather storms and 
high waves. However, it all takes place indoors 
and in completely private space. I understand 
the necessity of this, but might it be possible 
to bring some experience of it outside, per-
haps even to give passersby the feeling that 
they’re steering a ship into some global port? 
After that, entering into real-life interaction 
with the waters of the Nieuwe Maas sloshing 
at the edges of the pier wouldn’t be such a big 
step. I walk onward and take the water taxi 
based beside Hotel New York. We head down-
river, and I look around, moved as always by 
that single majestic sight that says it all: the 
interaction between the pier and the river.

Why?

Why am I – and so many others – so interest-
ed in interaction on the Wilhelminapier, of all 
places? You don’t have to be an expert to see 
that this is no run-of-the-mill area. Nowhere 
else in this part of north-western Europe will 
you find this majestic sight of the pier and the 
river interacting. But the view evokes an expec-
tation that we will experience a similar interac-
tion on the pier. Our tour shows that this ex-
pectation is, to put it mildly, far from fulfilled: 
interactions on the pier take place by chance, 
and they are mostly indoors and privileged 
or private, seldom outdoors or public (except 
during special events like Wereldhavendagen). 
Certainly, no interaction arises spontaneously 

between indoors and outdoors, beyond the 
public–private split. This is not an integrated 
interactive environment. Is that a bad thing, 
though? Everything is relative, but if the 
super-urbanity present in this spot is to offer 
more than a striking view, then creating such 
an environment will be absolutely necessary. 
Super-urbanity can be defined in various ways, 
but it’s clearly more than the sum of buildings, 
streets, functions and a nice skyline. It’s only 
truly present when there’s intensive mixing of 
diverse functions and people that generates a 
high density of interactions of various types, 
and vice versa, for super-urbanity comes about 
precisely through such exchange. The ques-
tion underlying the question, of course, is why 
this is so important. The ‘hard’ answer is that 
a smart, plural use of space greatly improves 
efficiency and therefore business. The ‘soft’ an-
swer is that it enhances the city’s image and, 
even more importantly, its pride. And there are 
many other answers in between: interactive en-
vironments allow for more activity and usage, 
more visitors and fewer lulls, more leisure and 
encounters, more exchange of knowledge and 
ideas, more business and transactions, more 
learning and innovation, more spending and 
added value. 

How?

Can such an environment be created, and if 
so, how? A fully integrated interactive envi-
ronment does not come about overnight, or 
according to a blueprint, or on its own. But 
there’s more than one road to Rome, and 
that’s as true for this task as it is for any other. 
Which creative strategies can be identified for 
encouraging indoor and outdoor interactions 
in public/private space? Follow the arrows in 
the diagram, which charts the interactions 
mentioned in the tour of the Wilhelminapier. 

Diagram 1) The four quadrants
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“Interactive Spaces are 
physical spaces with inter-
activity, mixing the virtual 
world with the physical 
world. Imagine walking 
into a space and having that space recog-
nize where you are in the space and have the 
space respond in some way,” says Interactive-
Spaces.org. 

A space can be anything, as can be seen in the 
diagram. The possibilities are endless – all the 
more reason to start with the spaces already 
present in an area or location, and with their 
users. Existing values should be engaged with 
as much as possible. As an example, take an 
installation situated indoors, outdoors or both 
that interacts with users. This is not a random 
example; the Patching Zone is involved in pro-
totyping such an installation, which will soon 
be placed in public space somewhere on the 
Wilhelminapier. The installation will contain 
emigrants’ colourful stories, but users (visitors 
and passersby) will be the ones who will call 
those stories forth, or parts of them, and pri-
oritise and absorb them, as they engage with 
the wind that continuously blows on the pier. 
The project was born out of a creative strategy 

linking the past with the 
future, developed by vo-
cational students, young 
European professionals, 
and students from Toron-

to, Canada, with instructors and the local cul-
tural institutions. Their interactions have sub-
stantially contributed to the creation of this 
interactive installation. And that is the whole 
point of any creative strategy imaginable:w”.

its main focus in the upper left quadrant – in-
doors, private and active; a museum park situ-
ated in the lower right quadrant – outdoors, 
public and passive; a public event site mainly 
fitting into the upper right quadrant – outdoor, 
public and active. 

What?

If activity is the essence of life (Smalhout, 
2015), interactivity is the essence of human 
life. Various definitions of ‘interactive’ exist: 
e.g., ‘designed to respond to the actions, com-
mands, etc., of a user’ (Merriam-Webster.com); 
‘in which people react to each other, or in which 
people can influence what happens’, and liter-
ally ‘going in both directions’ (Encyclo.nl).

Notes:

1.  Carol Hol is director/conceptionist at Concire & Partners BV 

Concire & Partners, they create collaborative environments 

in urban networks by developing urban concepts for busi-

ness-to-business, business-to-consumer and consumer-to-

business markets. ‘Concire’ stands for CONcepts for Citizens 

Interacting according to their demands and desires, mostly 

by means of a programme for Real Estate and public/pri-

vate spaces. 

2.  I refer to certain concepts, like ‘intelligent environments’ 

and ‘smart cities’, which for the sake of brevity I am unable 

to explain here in detail. 

3.  The concept pairs indoor/outdoor and private/public are 

not congruent: indoor is not the same as private, and out-

door and public do not coincide either. There are indoor 

public spaces (for example, the station hall at Rotterdam 

Centraal) and outdoor private spaces (e.g., exclusive golf 

courses). 

4.  The Wilhelminapier is a peninsula on the south bank of the 

Nieuwe Maas river in Rotterdam. In recent decades, the 

pier has been transformed from a single-purpose harbour 

site into a multipurpose urban area dominated by high-rise 

buildings where people live, work and, increasingly, spend 

their free time.
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BRAZIL:

It happened 

five years ago, 

and it’s still 

an on-going 

journey.

Interaction
creates

interaction

Eight	types	of	creative	strategies
1.  Strategy	aimed	at	interaction	with	private	spaces

 Private space that (alternately) creates/facilitates both 

passive and active interaction and does so not solely in-

doors or outdoors but (alternately) brings about interac-

tion between indoors and outdoors.

2.  Strategy	aimed	at	interaction	with	public	spaces 

 Public space that (alternately) creates/facilitates both 

passive and active interaction and does so not solely in-

doors or outdoors but (alternately) brings about interac-

tion between indoors and outdoors.

3.  Strategy	aimed	at	active	interaction	with	users 

 Dynamic spaces that continually activate users and/or 

vice versa: intensive communication between spaces and 

users is present and indoors and outdoors serve as dy-

namically connective spaces.

4.  Strategy	aimed	at	passive	interaction	with	users 

 Static spaces that serve users on demand and the division 

between indoors and outdoors can be ruptured as desired.

5.  Inclusive	strategy

 Inclusive connection between activating public space and 

passive private space in which indoors and/or outdoors 

can strengthen connection depending on the type of in-

teractions with users.

6.  Exclusive	strategy

 Exclusive connection between activating private space 

and passive public space in which indoors and/or out-

doors can strengthen connection depending on the type 

of interactions with users.

7.  Combined	strategy

 Combinations of 1.-6. based on concepts that can en-

hance each other with indoor and outdoor combinations 

of 1.-6.

8.  Integrated	strategy

 A total experience concept in which various combinations 

of 7. (alternately) take place integrated in an interactive 

environment which incorporates programmed indoor, out-

door and hybrid spaces. 

Diagram 2) 
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Points of Departure: Horizons
Points of 
Departure: 
Horizons 
Javier Lloret

Horizons is a two-channel video installation 
that explores the feeling of longing to distant 
overseas destinations. The sea and the shore-
line in ports and harbours were the first sight 
for people migrating to new lands. Two oppo-
site facing large-scale vertical projections vis-
ualise two different points of view: the sight 
of the travellers’ journey before departing to 
the new world and the view of the pier itself. 
This installation is connected to the real-time 
wind data of Wilhelminapier and makes use of 
a multi-speaker sound system to represent the 
sound of the shores according to the changes 
of the direction and speed of the wind.

Inspiration

The history of Wilhelminapier, a cruise liner 
that was instrumental in the transporting of 
many hundreds of thousands of immigrants 
from Netherlands to America, was a source 
of inspiration for this installation. The misty 
visual atmosphere of the looped video pro-
jections reflect the deep uncertainty of those 
departures. 

The dense mist obscures the visibility of the 
horizon line, a motif that evokes notions of 
romanticism and ideas of the sublime (Shaw, 
2013). The abstraction of the horizon line can 
also be seen in the inspiring work of the Dutch 
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ous visual post-production techniques. Even 
though adding the mist in post-production had 
certain advantages; mainly that we would not 
have to depend on the weather conditions to 
capture the video footage and would have a 
greater control on the variations and amount 
of mist, once I recorded one particularly foggy 
day that determined to a high degree what 
the overall aesthetic would be for the Horizons 
installation. After making some recordings on 
an especially foggy day we patiently waited for 
another day with equally foggy conditions to 
recreate a similar aesthetic, some tests were 
made exploring the possibility of adding an 
artificial layer of fog in post-production, but 
they were discarded as they did not match the 
previously recorded one. 

Depending on the weather conditions for film-
ing was sometimes frustrating. But we had 
learnt from our other installations to embrace 

the element of chance, so we had to be ready 
to give up some control (see also Wind as a 
Change Element, p. 79). Fortunately, in the 
time frame of the creation of this installation, 
there were enough foggy days in Rotterdam 
that made it possible to capture the video ma-
terial required to complete the installation. In 
relation to the sound; ambient water and wind 
soundscapes were recorded on different loca-
tions. All the audio and video footage would 
be triggered by an algorithm that responded 
to the real-time data of the wind.

The real-time wind 

element

In a previous chapter of this book (Wind as 
a Change Element, p. 79), I discussed how 
the variations of the speed and direction of 
the wind of Wilhelminapier influenced the 
Soundwalk in Points of Departure. The Hori-
zons installation is also influenced by this un-

artist Jan Dibbets in the 1970’s (Verhagen, 
2012) and in the experimental film ‘La Règion 
Centrale’ by Michael Snow, where he uses a 
continuous rotary camera motion to create a 
sense of spatial disorientation (Turim, 1985). 

Two points of view

From the first moment the idea of confronting 
two views seemed important and eventually 
led to two large-scale vertical projections op-
posing one another. 

One is representative of the passengers’ last 
sight before leaving to America from Wil-
helminapier, it depicts still imagery with a 
misty horizon line from the point of view of 
Wilhelminapier. 

The second projection represents the view of 
Wilhelminapier from the outside, as if arriving 
and seeing the architecture and landscape for 
the first time. 

Other possibilities were explored during the 
creative process. Having an international 
partnership with multiple talented art col-
lectives and institutions in different conti-
nents (Blast Theory in the United Kingdom, 
OCAD University in Canada and Translocal 
in Finland) made it possible to think about 
an installation that would visualise multiple 
points of view that were connected by the 
sea from different locations. But the prelimi-
nary approach of using two points of view 
was the one that remained. Its simplicity, 

clarity and strong connection with the initial 
concept were determining factors for retain-
ing this for the installation in the exhibition. 
I decided to film and project the video in 
portrait to narrow the audiences’ horizontal 
vision.

The process 

Once it was decided that mist would be a 
consistent feature of the video for this instal-
lation, the question was to decide whether 
that element would always be captured or 
synthetically added to the footage. Adding a 
synthetic layer of fog to create the mist in the 
video footage implied the use of (more) tedi-

The passengers’ last 
sight before leaving 
to America
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predictable element. The wind influences the 
behaviour of this installation in two different 
ways.

1. On a visual level, the speed of the wind 
determines the video footage that is being 
played in the two video channels, bringing 
the audience closer or further to the pier from 
both opposite points of view. 

During a less-windy moment the imagery 
displayed would be still in both screens. The 
projection that represents the view from Wil-
helminapier to the outside would display a 
misty horizon from a static point of view. The 
other projection would depict a distant but 
constant view of the pier.

Whenever our wind sensor detects a rise in the 
strength of the wind, these videos fade out. 
The still sight from the pier starts its depar-
ture, depicting video imagery in motion and 
leaving the pier behind. In the second projec-
tion, close-ups of the symbolic architecture of 
Wilhelminapier are slowly revealed. The audi-
ence would then be transported further inside 
the pier.

2. On a sound level, Horizons uses a multi-
speaker setup that creates an immersive 
sound atmosphere. It tries to bring the sound 
experience created by the wind to the exhi-
bition space. An algorithm developed for 
the installation uses a 3D sound library that 

allows us to position pre-recorded sounds 
in concrete co-ordinates within space. The 
recorded wind sounds are positioned in the 
installation space according to the real-time 
changes of direction of the wind, allowing 
the audience to perceive where the wind is 
geographically coming from. The intensity of 
this windy soundscape in determined by the 
strength of the real-time data of the wind of 
Wilhelminapier.
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CALIFoRNIA:

I guess getting lost 

is being scared 

but also having fun.
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Metadesigning locative co-crea-tion
metadesigning 
locative 
co-creation 
Tapio mäkelä

The Live Transmission project between Blast 
Theory, The Patching Zone, OCAD University 
and Translocal explores ways in which an ex-
perience on street level may be transmitted 
and shared via mobile communication. A very 
common view of a mobile device user is that 
of a person immersed in talking or fiddling 
with the device with little sense of what hap-
pens in their immediate surroundings. Could 
smartphones be instead used to heighten 
awareness of the surrounding space and those 
who cohabit it?

I will discuss here a concept and software de-
velopment in the context of collaborative pro-
duction for Cartoplay, a platform developed 

by Translocal, with Tapio Mäkelä (myself) as 
a lead artist within the Live Transmission pro-
ject. What kind of a site for innovation is a 
workshop, where content is co-created for an 
emerging software platform? How does one 
work with a concept that is largely untested 
terrain? And lastly, what kind of potential do 
these trials point to in relation to an expan-
sion or exploration of public space? 

Moderated and non-teleological workshops
In the field of media art I have been compelled 
by the possibilities of creating contexts for 
encounter rather than objects for contempla-
tion. Unfortunately, many choose to produce 
technological objects of marvel. Technologies, 
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ries involved encounters with friends, tasty 
meals, playgrounds, school, family and other 
things from everyday life. With Liisa and San-
na, participants illustrated their stories using 
drawn comics, wax animations, and recorded 
voice narratives. 

Cartoplay software is literally cartography 
and play combined. The last decade has seen 
a number of other software programs that 
enable placing sound, image and video con-
tent according to location and then enable 
playback in respective sites. Cartoplay also 
borrows part of its concept from geocaching 
practices. Where it perhaps differs the most is 
that the software is designed for workshop use 
and includes a combination of an editor and a 
player. With the editor, workshop participants 
are able to go into the terrain, mark locations 
they find interesting, take photos and videos, 
and write comments. This material is then 
available for discussion when we get together 
to work on the content indoors. Cartoplay also 
has a playback mode app that plays for the 
non-participants, ‘the audience’, this content is 
a combination of fiction and children’s experi-
ences of their own surroundings. 

In the Sodankylä edition, the Cartoplay experi-
ence for the children’s parents and friends was 
roughly eight separate tracks presented by a 
fictional character that was created by two 
workshop participants. A site selected could 
be just a nice tree on a path in the forest, but 
for the parents they would get the kids’ sto-
ries and voice, and perhaps a monster, or an 
illustration of a squirrel that falls in love. The 
software here acts as a context for imagining 
their familiar locations differently, as well as 
giving a freedom to connect materials, char-
acters and stories in ways that would be oth-

erwise unlikely to coincide. Those who got to 
experience the stories, on the other hand, were 
mostly just positively intrigued that they got 
to try something new, and secondly, surprised 
by the content offered in an unexpected array 
of events. The end result was similar to an ani-
mated, locative children’s picture book, some-
thing that gained its final shape and content 
during the workshop. Complexity of the soft-
ware however, sets boundaries to media for-
mats and types of interactions and paths that 
can be made between content, co-creators, or 
their characters. The role of the artist here, be-
sides the design of the platform, is to moderate 
the process with workshop participants. 

One lesson learnt in this workshop was that 
the client software had too many options 
available. On reflection, it would have been 
better to offer one mode at one time, for ex-
ample, taking an image, writing or recording 
video. In other words, too many options was 
not as motivating as directing a response to a 
particular challenge using an agreed format. 
It is slightly similar to questions of how drama 
in interactive narrative is dependent on a re-
duction of choices, not necessarily their mul-
tiplication (see Laurel, 1989). Also it seemed 
that the younger the participants, the more 
eager they were to try out the software.

In the workshop, Cartoplay software acted as 
a metadesigned context for co-creation, and 
supported the moderation of making content 
and connections in a non-teleological way. 
With the combination of analogue drawn and 
animated materials and the locative experi-
ence, it is post-media in a very literal sense. 
Aesthetics of the experience lie somewhere 
between representational content, how they 
were put together, and how they were to be 

including software, at best, are creative tools 
and structures that enable contexts for social 
and critical interaction, in which aesthetics 
play a role albeit not a dominant one. One 
question that gets asked a lot is: where is 
the art in it? Olga Goriunova, in her analysis 
of online networked environments for media 
art and culture, talked about these sites and 
processes as art platforms, which turn the 
attention to organizational forms of culture 
and an organizational aesthetics (Goriunova, 
2011, p. 13). Lev Manovich has proposed that 
aesthetics should shift from a medium or a 
genre to post-media aesthetics, which “needs 
categories that can describe how a cultural 
object organizes data and structures user’s ex-
perience of this data” (Manovich, 2001, p. 5). 
Already back in 1986 Gene Youngblood con-
sidered production of content to be far less 
interesting that creating contexts. He called 
this strategy metadesign, which sets empha-

sis on social situations and empowerment 
(Youngblood, 1986). I would like to consider 
a workshop situation and usage of Cartoplay 
software designed for such as an art platform, 
which can be viewed (if so desired) as art via 
post-media aesthetics and the role of metade-
sign in the creation of these contexts.

Translocal joined a workshop in Sodankylä, 
Finnish Lapland in 2014 during the Midnight 
Sun Film Festival to provide a locative soft-
ware and a concept for collaborative content 
creation for kids between the ages of 7-14 
years. The workshop was produced by visual 
art teachers Liisa Pöllänen and Sanna Siirtola. 
I was the guest artist, and got the opportunity 
to work with them and a group of enthusiastic 
kids. We started by discussing points of inter-
est and dis-interest in their town. To assist in 
the process, a physical map was marked with 
pins and annotated using post-it notes. Sto-
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jects being part of larger configurations, and 
if they change context, their meaning, and the 
meaning of the whole, shifts. With Cartoplay 
video editor and player, I am interested in how 
simultaneity in collaborative video production 
using locative and other annotation tools can 
create an assemblage that changes with meta-
data like a kaleidoscope image.

In a Cartoplay workshop titled ‘Arctic Fever’ I 
worked with eight students from OCAD Uni-
versity in Toronto. With lead programmer Jani 
Pirisjoki at Translocal, we reduced the Carto-
play software to record only video files. The 
workshop user could also give each clip a title 
and choose from preselected keywords. The 
workshop thematic was not a local place as 
such, but a potential conflict that is a result 
of industrial arctic expansion in the Svalbad 
islands in northern Norway. This loose geo-
graphical affiliation was mapped onto a local 

Grange park in Toronto. Participants worked in 
pairs to come up with a character in the story. 
They became industrialists, a Green Peace ac-
tivist, a local Russian mother and her daugh-
ter, and an uninterested Canadian consumer. 
After quick brainstorming of storylines, 90 
minutes of video shooting produced 49 video 
clips. Besides time and location, the metadata 
included keywords such as ‘greed’ or ‘curiosity’.

After recording using the Cartoplay locative 
video editor, the results could be viewed on the 
web using a respective video player. Here one 
could choose different points of view to view 
content: to combine one to four characters, or 
for example, to view all videos tagged as ‘curi-
osity’. The player software was thus more like 
a video mixer, where the choice of metadata 
would produce differently cut, seemingly linear 
video sequences. Interesting aspects here lie in 
the accidental encounters between the char-
acters and the simultaneity of the recorded 
material. Before shooting, one knows that sur-
prising cuts and contents will be juxtaposed at 
playback. Before the recordings are done, how 
this will happen will be unknown.

In this open-ended narrative generator the 
metadesigner uses power to make some 
choices that guide and limit the action by par-
ticipants who produce the content. The par-
ticipants use their imaginations to push the 
envelope to various directions. One shot that 
I particularly liked was where the industrialist 
lands on the island on a helicopter. The shot 
is taken in a tower using one mobile phone, 
while another phone plays helicopter sound. 
In playback, that was randomly selected, this 
scene was followed by a scene where an activ-
ist carries a sign ‘save the puffins’ (birds en-
dangered by potential oil leaks).

experienced locatively. The Finnish name for 
the project was Karttapeli. 

metadata assemblages 

Jacques Ranciére argues that the politics of 
art lie in its capacity to redistribute the sen-
sible, how it suspends ‘the normal coordinates 
of sensory experience’ and how that plays a 
role in further distributing or redistributing 
places, identities, the visible and invisible 
(Ranciére, 2009, p. 24-25). For locative games 
and art, redistribution of the sensible happens 
differently for the experiencing subject, the 
closer network of people temporarily within 

the game, and the wider public on the street, 
who may be completely unaware that a game 
is taking place. 

A site and a situation mark a particular, yet 
fleeting point in time and physical space. This 
point can only be rendered meaningful (and 
become a relation) if it leans against the past 
and configures an assemblage to come. As-
semblage is a term repurposed by Bruno Latour 
and Manuel DeLanda. Originally assemblage 
was a collage or sculpture made with found 
objects (see Schwitters, Oppenheim, Rauschen-
berg). Here, loosely, assemblage refers to ob-
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tive games. Also many forms of media such 
as videos and photos are automatically geo 
annotated. Artistic uses of the medium have 
also suggested that locative media could be 
about speculative experiences that challenge 
the user to explore public space. Cartoplay at-
tempts to render maps playable, and perhaps, 

by making also content annotation more chal-
lenging and exploratory than functional, to 
offer alternative perceptions of public space.  

http://www.Cartoplay.org

One participant felt that there were too many 
options with the keywords and storyline. This 
could have to do with her background as a 
theatre director. Those who just quickly en-
gaged in doing the characters and started 
shooting short clips ended up making work 
that mixed better with other teams’ video 
clips. Narratives that were very writerly on 
the other hand, would not mix well. This cir-
cumstance is very particular and cannot point 
towards anything too general about the ways 
of making collaborative narrative using meta-
data and a recording tool. However, what this 
experiment suggests is that the more loose 
and ludic the relation one has with the medi-
um, the more the produced content is able to 
make further connections with other content. 
In a discussion on informal education, Jacques 
Ranciére depicts an ignorant schoolmaster, 
who finds ways in which everyone who is to 
be educated, finds a way to express (think and 
speak) (Ranciére, 1989). The role of a good 
educator is perhaps not to direct and limit, but 
to somehow ignore one’s own knowledge to 
better empower the student (participant) to 
discover hers/his. This does not mean that the 
educator is to become invisible. In relation to 
software, one could perhaps think along the 
lines of Matthew Fuller, for whom speculative 
software makes the very construction of soft-
ware visible (Fuller, 2003, p. 29-30). If Amazon 
bookstore kindly suggests you reading based 
on your consumer and search engine behav-
iour, Cartoplay makes the metadata attached 
to media files visible and renders the playback 
options to be managed. Yet, what exactly one 
captures and depicts with the video clips, the 
software (metadesigner) remains ignorant.

Production of video in this manner leaves the 
aesthetic choice of content to the workshop 

participant and thus does not portray me, the 
‘lead artist’ of the software and the workshop 
as an artist in the traditional sense. As a meta-
designer of the software, I no longer control 
the visual aesthetic of the outcome clips, but 
their framing. What I have controlled is the 
way in which the material was produced and 
with the emphasis of chosen metadata, how 
the playback varies. This aesthetic ignorance 
suggests that the art in this style of software 
lies in the accidental junctions and cuts, and 
the social encounters between those who en-
gage in the making and using/watching.

Many hurdles stand in the way of locative 
media to become massively popular. In West-
ern imaginations, maps and compasses have 
acted as a way to see the world from a par-
ticular vantage point. Thus media and content 
that are annotated with locations also gain 
a somewhat functional connotation. It is not 
difficult to produce video, images, audio, texts 
about places and share them. The challenge 
is to enable a person to expand from one’s 
functional way of experiencing space, into a 
creative one. This was also the main challenge 
of the Situationist movement. They critiqued 
1960’s architecture for its mere functional-
ism; what they wanted was more thrill, play 
and passion (McDonough, 2009). The same 
demand could be made regarding map-based 
applications.

Smartphones are hybrids of computers, enter-
tainment devices, portable cameras, phones 
and music players. Their use is constantly 
changing through a myriad of apps. Still, there 
are several areas where more popular uses of 
the medium are just emerging. One of these 
is locative or location based media including 
geocaching, tourist guides, and some loca-
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SWeDeN:

“It’s cold, they say that it’s cold.”(giggle)

“And they don’t open the m...” 

“Because it’s so cold, that when you are speaking 

you are consuming energy.”(both giggle)

“We are not Swedish...” 

“No!” 

“...But we are coming from Sweden.” 

“They call us... 

New Swedish... Folk...”
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