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			Abstract

			This article examines sandboxing as a collaborative storytelling method by turning the sandbox into a place of collaborative storytelling to break open existing narratives and create new and different stories. The paper describes the method itself and the steps to be taken for using sandboxing. While simple in its setting, the process creates the foundation for a collective understanding of complex challenges. The second part of the paper analyses the final setting of a sandbox session on collaborative future-making. The analysis shows the need to connect and fuse apparent binaries and opposites, both in individuals and society at large. While the binary mostly relates to humans and gender characteristics, the division and splitting apart of entities into smaller, countable, and definable parts has been and still is part of an ongoing process in Western culture. Material storytelling in the form of sandboxing plays a small, but important role in recreating the idea of wholeness and community.

			Keywords: Sandboxing; Collaborative sandboxing; storytelling; future making; material storytelling

			Introduction

			Throughout this article, we will insert musings from our sandbox session. While we had a clear framing – creating the actual call for this edition of Academic Quarter – the process itself took the participants to many unknown and surprising places and ideas. As such, this article can be seen as a reflection on the process itself, which has no clear-cut results or conclusions but must be seen as a work in progress. In this, this article opens the gates for other methods of storytelling and future-making, some of which can be found in this 26th edition of Academic Quarter.

			The first agential cut

	
			The box is filled with white, neatly raked sand, resembling a childhood sandbox or a small beach. It is pristine and almost calls to the participants to engage with it. Around us, the room is stuffed with more sandboxes, shelves, and tables, which hold an array of different artefacts: transportation devices, natural objects, all kinds of animals, people from different jobs, cultures, and religions, décor and furniture, houses, fantasy figures from Disney to mythical beings, religious and spiritual figures, and broken or halved things. We are almost ready to begin our sandbox session on collaborative future-making.

		

			Sandboxing is one method within material storytelling methodologies. It has been developed over the past fifteen years by Strand (2010, 2012) and has mostly been used within organisational settings and challenges. Only recently, Strand has turned to further develop sandboxing as a collaborative method for creative storytelling outside an organisational setting. The main idea in material storytelling stems from Barad’s theory on quantum entanglement of matter and meaning (Barad 2007). Matter, like time and space, is seen as having an active agency in the process of materialisation, where stories are a congealing of agency (Barad 2010).

			Our sandbox session is framed within the making of a future less driven by the markings of differences and with it the fear of the Other, the estrangement that it rests upon, than the recreation of wholeness in the individual and communities. To initiate the process of becoming, an agential cut is needed. With it, the founding difference which entails cutting something or someone together-apart (Barad 2007) is made. Cutting something together in Barad’s sense means excluding (cutting apart) all other left on the outside of that which is defined as the including commonness. The estranged become the Other, the excluded. This cut matters as it sets the boundaries for what is or can be made meaningful from here on out. Some things, ideas, and arguments will be less likely to be thought, meant, felt, and acted upon once such a founding difference is installed.

			Our session on collaborative future-making takes its starting point from the call and subsequent presentation for the conference on Collaborative Future Making in Malmö, Sweden, 2-4 May 2023. The main idea is to use the session to express our ideas on the subject matter, as well as a trial on how to use sandboxing in exactly this setting. While Strand is the expert, Jensen comes from fandom research, focusing on fanfiction communities and storytelling as a way of transforming an original piece of pop culture (Jensen 2018). This sandbox session is our first collaborative storytelling project.

			Our first agential cut is a framing of the richest possible difference for our ability to collaboratively make a future for all living. One that carefully considers past mistakes in care of a new emergent story to take us truly beyond the present situation of uncaring and being uncommitted, the careless continuation of fear-based estrangement (Strand 2023; Bauman 2013).


	
	When the two-headed beast is placed beside the two love birds, something changes in the dynamic of the sandbox. The two figurines become the centre piece, re-storying the evolving tale of the other groupings. Despite the beast denoting a binary, further cemented by the apparent harmony ofthe pair of birds and contrasted in the beast’s disfigurement and disharmony, the other dualities of the sandbox merge, turning into a potential story of becoming, of sense- and meaning-making.


	
	
	
	
	
			The framing of our research emerges and clarifies during the silent setup of the artefacts and the subsequent discussion and elaboration of the setup in front of us: How material storytelling in the form of sandboxing can play a small, but important role in recreating the idea of wholeness in the individual and the community?
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						Figure 1. The almost finished configuration of the sandbox. The heart in front of the tank will be moved onto the tank.

			
		
			The configuration

	
	
	In upper left corner, we have the tank, huge and menacing; in the opposite corner a small group of figures, denoting different religions and philosophies. A red heart is placed between the tank and the two-headed beast. In the lower left corner, figures from pop culture are placed, next to these, and as a contrast to them, is the owl, denoting universities and knowledge, with the group of religious and philosophical figures on its right. Across the sandbox, in the opposing corner of the pop cultural figurines, a paper pyramid with the seventeen Sustainable Development Goals by the UN is positioned, together with a prism, breaking the light into its different colours as a hint to a pristine read of the pyramid. Right beside these, sit a figure of “The three wise monkeys”, a few casino chips in front of them hinting at the societal gambling of non-seeing, non-hearing, and non-speaking as a disabling of the senses.

		
		The centre evolves around the two-headed beast and the love birds. Slowly, several other animals find their places, creating a larger circle, which is surrounded by other artifacts, a looking glass, an empty easel, and a nature person next to a heavy dice. The number of animals is growing. A lock is placed in front of the two-headed beast and a set of keys next to the lovebirds indicate how to unlock it. A tipped scale next to the lovebirds hints at an unbalance.
		
			

	
	
		We both stop, silently agreeing that the sandbox is finished. No new figurines will be placed, but one little change will be made. The heart between the tank and the two-headed beast is laid on top of the tank. Noting the need to use an abundance of love, of understanding, and trust to fight the conflicts of the world. The heart leaves a small heart-shaped mark in the sand. Its absence creates a surprising desolate feeling. This is just a sandbox filled with small figurines. Just something, a child would play with. How can this superficial indent in a heap of sand make us feel so lost?

			The silent choosing and placing of figurines is only the first part of the sandboxing method. It revolves around a few activities, which through their simplicity help create a collaborative storytelling process. The following steps are necessary when sandboxing is done collaboratively:


		
				Choose a relevant and common interest; while it gives a certain focus, make sure not to be too restrictive and pronounced. This is the agential cut.

				Two or more people can work in one sandbox. While the figurines are placed, everybody is silent. Each figurine becomes part of the common story field of the sandbox for the participants to work with.

				Work with the placing of the figurines until everybody stops finding new pieces and (re)placing them.

				In the process of making sense of the configuration, we notice and articulate the placing and meaning of the figurines. You can reflect on and explain their groupings, opposites, and other possible relations.

			

			
			Besides these simple steps, Strand has used the past seventeen years to collect a huge number of different figurines and objects. While working with the sandbox, the active search, the walking through the room, looking, trying to find or discover a certain kind of figurine on one of the various shelves, is part of the sandboxing method. While the arrangement of the artefacts seems random, Strand’s method demands that the eight categories of artefacts, as presented in the first paragraph of the introduction, are presented on each shelf or table. With Barad (2007) and Latour (2021) the room as space, the time and context, and the matter in the form of shelves, boxes, and artefacts are actors and acting with us, because they are there, present in the room. As Haraway (2008, p. 4): “Figures collect the people through their invitation to inhabit the corporeal story told in their lineaments.”

			Storytelling becomes a tangible venture, turning the ‘telling’ away from words to ambiguous artefacts, which can be interpreted through associations invoked by their symbolism or the concreteness of their appearances, the way they feel, their placement in the sandbox, or their proximity to other figures. You can set the object on top of the sand or bury it underneath or place it off balance. You can level the sand or build dams and dig holes. In more than one way sandboxing takes you back to your childhood, letting you play; but play using the knowledge and experiences of your adulthood.

			Now, we must make sense of the configuration in front of us. The heart-shaped dent will allow us to remember the need for caring and compassion, as the two-headed beast becomes our focus. In our interpretation, the storytelling becomes a re-storying of one of the most dominant and destructive binaries of the cutting together/apart of humans: that of cutting the feminine and masculine apart, at the same time cutting them together with stereotyped, opposite sexes.
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						Figure 2. The different opposites. Furthermore, each grouping of figurines can be seen as opposing the groups close by.

				
				
		

			The analysis?

			With Shklovsky’s (2015) term of defamiliarization we introduce the term enstrangement as a counter to the process of estrangement, the fear of the Other. Enstrangement depicts the way of making seemingly ordinary things feel strange and complex by looking at them from a different angle. Re-storying needs a moment of enstrangement and sandboxing offers that in building a miniature of the familiar in unfamiliar circumstances and in doing so, secures the enstrangement necessary for the re-storying to emerge. With enstrangement comes the possibility to ask how this setting enables us to re-see, re-story, everything around us. This element of enstrangement takes place in sandbox configurations and provides for a re-storying of the mundane, the familiar, in an unfamiliar, awakening process that unlocks us. Boje (2001) uses the term antenarrative to depict the motor of re-storying. Ante–as in an emergent pre-cedent or ante-cedent and as a bet on the future to come.

			It is the two-headed beast, which turns into the fulcrum of the setting. Through it, we can begin to explain and maybe even understand the different. Better yet, we can find a way to understand, to explore different possibilities for re-storying the future by unlocking the fulcrum; the congealed narratives of binaries unhelpful for a future to come.

			Like the original placing of the artefacts became a dance between the two of us, one position taken, leading to a new way of seeing the figurine in one’s hand, maybe hesitating, before putting it down, not in its intended place, but in a new one. An even better one? Or just a different one, creating a new cycle of wonder or determination. The ensuing exploration of the possible of sensemaking becomes a new dance (Strand and Sparholt 2017). This time, words are our tentative way to understand what we un/knowingly have built, slowly melting our understanding together, helping each other along the way. We come from different storytelling universes, as might be sensed in the configuration of the sandbox; we need to find words and expressions which can help us understand each other, articulating our many ways of knowing (Heron and Reason 2006).

			With the two-headed beast, we have a symbol that marks the second agential cut of a founding difference (Barad 2007). Such cuts matter as they set the boundaries for what is made meaningful from here on out, and it leaves marks on various bodies that are enabled by the field of possible becoming (Strand 2021). With the two-headed beast, the cut is still in progress. The two heads fighting each other, maybe waiting for the cut to become complete. Our initial discussion takes us into the realm of the cut society deals between the feminine and the masculine within each person. The two-headed beast becomes the symbol of the pain this cut creates. The love birds become the symbol of the beginning of a healing process, joining the two parts together to fly as one.

			However, the materiality of the sandbox configuration enables us to point towards another problem of this agential cut: healing the two parts might turn them into an oneness, which is then set in stone. Indifferent to the world around them, apparently able to fly, without having the possibility to move. Leaving a narrow window of normality and other forms of life outside, un-normal, non-existent. Embracing both sides to transcend the apparent binary, might be a first step to turn towards caring and kindness (stereotyped as feminine), away from fear and aggression (stereotyped as masculine). While the binary is a challenge, not just for society but for every single person, who is unable to embrace their whole of humanness, bringing both parts together in the individual person is just one step forward. The need for an awareness of flexibility, change, and transformation regarding gender norms and characteristics, should be an ongoing process. Cutting off certain gender characteristics denotes a limit, which imposes a threat to the wholeness of humanity. We need a new way of storying, a new way of re-storying the hero’s journey, to become the journey of life, of caring and kindness, rather than fighting and conflict. More than that, we need to understand, as Latour (2021) and Haraway (2016) point out again and again, how everything is entangled, depending on everything and everyone else.

			Dividing the binary into a female and male part, with the female being caring and kind and the male aggressive and hard, shows our dependence on existing notions and biases of gender theories. Creating a new story from our sandbox setting means surpassing this binary, at the same time needing to surpass the limits of our way of doing research, maybe even the language, we use. As the individual is cut apart from one of its inherent traits, localised in the opposite gender, we need to find a way to reconnect the parts, and more than that, to become more than our parts; synergy to become human, a truly true human human (Strand 2023).

			The two-headed beast is just one of several binaries in our sandbox. Figure 2 shows the different oppositions, often a ‘good’ (the owl = knowledge and wisdom) versus a ‘bad’ (the three ‘wise’ monkeys, here, interpreted as a way of not acknowledging the state of Earth, the climate crisis, the ongoing conflicts around the world) grouping. As such, like the gender binary, it denotes existing fears, existing preconceptions: not seeing, not hearing, not speaking, as impaired, made ignorant, conditioned by industrialism.

			Still, the sandbox, its figurines, and their placement can take us one step further. Because of the ambiguity of the different parts in play, we need to acknowledge them in another way. The enstrangement of the process means a new way of creating a story, a new way of a living storying process (Boje 2001). The sensemaking of the sandbox configuration is on-going, each time a new look on the setting brings new pieces to light. Also, you can change the placement of the figurines, depending on you and your collaborators coming to an agreement on the changes. Because of this process, sandboxing can be seen as a counterpart to the ongoing processes of division and particularisation and individualisation, we can detect in Western societies. Bauman (2013) and Latour (2021) explain about the falling apart of society into ever smaller pieces, making it impossible to act as a community. Because a community needs more than proximity, it needs the will to act on behalf of the inhabitants and agencies within said community, no matter if these themselves can act. According to Bauman (2004) a community can be defined as a group of people sharing a set of values, and a commitment to support each other. He shows how industrialisation has made it possible to divide communities, turn them into individuals who must fight for themselves. Reading Bauman through Latour and Haraway, these individuals become multi-species and agencies, interdependent in the critical zone, staying with trouble of the whole. This way, we include resources like animals, plants, infrastructure as inhabitants and agencies within the community. As Bauman and Latour show these agencies including humans are turned into a question about money (knowing the price of everything, but the value of nothing), the values of a person have been turned into the price for their labour; the money, they can use to be a ‘good’ consumer. Likewise, animals and plants, etc., can be priced and defined by metrics, efficiency, and quantity, at the expense of reducing of the senses, not-seeing, not-hearing, not-speaking, turning everything into non-sense.

			Latour shows how we need actual communities to be able to act on the crisis and conflicts, happening now and becoming even more severe soon. We are by no means isolated as an individual, instead we are part of the whole of Earth, Gaia, in Latour’s words. We can define, describe, measure, and label the world, its inhabitants, and even the Universe, without understanding the intricate interactions and dependencies between the actors. As Theweleit (2020) shows, the very way our Western culture and language works gives us an advantage when colonising new places. But it is a language and culture of death and destruction which makes it near impossible to avoid the forced submission of others. “Others” being anyone and anything which is not a white, cis, hetero male.

			Even in storytelling, we have the division into smaller parts, which can be counted, measured, explained. The hero’s journey (Vogler 2007) being one example of a structure, which can be divided into time frames, with clear instructions on what needs to happen next. This works fine when writing a story. The structure is a given, the hero’s development as well, the writer or storyteller can fill in the blank spaces, creating interesting characters (each with its own purpose for the hero and his journey), the plot can even be twisted and surprising if only it follows through and connects all the dots of the journey. This form of worldbuilding has its own set of rules, the basic framework laid out in Tolkien’s On fairy-stories (1964), a more elaborate explanation found in Wolf’s Building Imaginary Worlds (2014). These examples are taken from an Anglo-American culture, but structuring a story, including the way characters act and develop, can be found in other cultures as well. Sandboxing offers a different kind of worldbuilding, inspired by Margaret Lowenfeld’s world technique (Lowenfeld 1950).

			Concluding remarks

			All the above stands in stark contrast to sandboxing. The story structure is gone, instead the story emerges through the intra-act of matter and meaning and is therefore not so much told as it is invoked through the complex between of figures, placement, cuts, associations, in a continuous dance of meaning and mattering (Poulsen and Strand 2014). As the story congeals between the two of us, we feel our way through to an understanding, which evolves every time we revisit the configuration, every time we continue our contemplation. There is no hero, even if the two-headed beast can be seen as our pro- or antagonist. Even the opposites, we see in our sandbox, will be seen as something completely different by other participants. Their story would become different, connecting the sandbox with their experiences and life story, as the sandbox triggers their imagination and subsequent story.

			The point being, much of the opposition, of the conflict, and separation, we find in our society, might be explained by Bauman and Theweleit’s analysis of our society’s implicit need to measure and describe every little bit of being human, beginning with the world around us, our work and spare time, till now, our body, gender, and sexuality. With Barad’s agential cuts, making it possible to differentiate between the normal and usual on one hand, and the obscure and Other on the other hand, material storytelling in the form of sandboxing understands objects as socio-material knots (Haraway 2008) or onto-semantic constructs (Barad 2007), which through their relation and proximity to other artefacts gain meaning and create the story. The story, which turns into meaning through the contemplation with one another.

			The two-headed beast, about to tear itself apart, might be seen as a symbol for humans, trying to tear themselves apart, to become what is expected of them: be a real man, be a real woman, be a good worker, a good consumer, at the expense of the whole. And never a good person because you cannot measure and price value, nor the value of the whole.
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			Abstract

			The fundamental principle in experience design is a fluctuation between familiarity and unfamiliarity, which invites users to make his or her own sense of a design. This is an inclusivist attitude aiming at evoking curiosity about what is actually going on. One of the ways to generate this fluctuation is by manipulating the spatial scales as part of redesigning and restorying buildings. Through examining how novice designers handle spatial scales in their construction of an experience to come, the paper identifies four approaches, arguing that they may serve as scale-oriented design principles for restorying a building as either more familiar or more unfamiliar, more homely (“a place”) or more alien (“space”). Our argument is that these principles can be used systematically to promote this fluctuation as part of the making of future experiences of buildings and to stimulate user inclusion as a collaborate manner of future making.

			Keywords: Spatial restorying, experience design, scales in design, collaborative future making

			Why scales matter in the design of experiences

			The purpose of experience design is to create settings, situations, processes, devices, or other entities – objects in the widest sense – that generate user experiences. Experiencing something and remembering this experience presupposes a design that deviates from prior expectations. Experience design thus invites users to pose the question: ‘What’s going on?’ (Jantzen et al. 2011). This is done by manipulating one or more of the four dimensions on which bodily presence in the here-and-now relies: time, space, motion, and matter. Scaling is one way to manipulate the users’ experience of their own presence. Scaling is extending or compressing time, enlarging, or reducing space, speeding up or slowing down motion and increasing or diminishing matter. 

			This article examines how the manipulation of spatial scales may serve to design experiences by exploring design novices’ manipulation of scale in restorying an existing building.

			Theoretical concepts

			The inclusivist attitude

			A scale relates the size of a specific object to the size of something else. Moore and Allen have identified four categories of relationship in scaling (Jantzen et al. 2011, 18): 1) The scale of an object relative to the whole, 2) The scale of an object relative to similar objects, 3) The scale of an object relative to usual size and 4) The scale of an object relative to human size.

			The scale intuitively applied in perceiving an object determines how this object will be experienced. The experiential value of an object depends on whether it is perceived to correspond to what was expected or not. The more it deviates from expectations the higher its experiential value. 

			This implies scales in two respects. In the first place, experiential value is related to normality. High normality corresponds with lower experiential value, while low normality – i.e., irregularity, distortion, or novelty – corresponds with higher value generating positive or negative affects. In second place, the collision of spatial scales may generate surprise and even astonishment, which are tokens of an experienced diminished normality. According to Moore and Allen, this collision occurs when some scales correspond to normality, while others deviate. 

			Architecture that promotes the oscillation between normalcy and surprise or certainty and uncertainty is characterized by an “inclusivist attitude”, because “it includes the observer by urging him or her to ask a question” (Moore and Allen 1976, 22). The design of an experience strives for the same attitude by simultaneously being known and unknown thus inviting users to ask themselves ‘What’s going on?’ (Jantzen et al. 2011). 

			”Space” and ”Place”

			This inclusivist attitude can be promoted by colliding the two fundamental forms of spatial organization suggested by Yi-Fu Tuan (1975). He distinguishes between “space” and “place”, where “place” is assigned with home-like qualities: it’s familiar, stable, certain, and well known by its users. “Place” is constructed by past experiences. “Space” on the contrary, are future possibilities. It is undetermined and therefore unpredictable, unstable, uncertain, and not yet known by its users. This distinction between “space” and “place” outlines two different strategies for experience design aiming at an inclusivist attitude. The designer could either add qualities of “space” to “place”-like surroundings or s/he could add qualities of “place” to a “space”-like environment (Jantzen & Rasmussen 2014). The first strategy implies the de-familiarization of aspects of the well-known so everyday existence may be experienced anew (Shklovsky 2012). Thus restoried. The latter strategy implies the familiarizationem> of aspects of the unknown to create some form of stability that may encourage users to explore those promises for future existence that “space” seems to make. Our paper will therefore study how novices apply scaling to create this oscillation between “space” and “place”. 

			The design of the study

			The novices

			Our population consisted of 65 students in Communication & Digital Media at Aalborg University. They were bachelor students in their 5th semester participating in an obligatory 6 weeks’ introductory design course “Experiences, time & place”. The purpose of the course was to train students to design an analog and/or digital solution for a specific building. The first half of the course mainly consisted of lectures and workshops on theoretical as well as methodological topics. The theoretical part introduced basic theories for experience design. One lecture on spatiality presented Tuan’s distinction between “space” and “place” (1975). At no point were the students initiated in the concept of scale. The methodological lectures introduced the students systematically to design theories.

			In the second half of the course, the students did PBL-based group work on their project (De Graaf & Kolmos 2003) based on a design brief co-developed by the case-partner and one of the researchers. There were 17 groups, most groups consisted of four or five students. The groups came up with a design solution and produced a written report explaining and reflecting on the theoretical and methodological underpinnings of this solution. The solution had to relate to a design brief. All students worked on the same pre-defined problem. 

			The design brief

			The case concerned the site of a former distillery in Aalborg. Most of the building’s content has already been programmed. The site will consist of an art center, a hotel, several restaurants, a micro-brewery, -distillery, and -chocolate factory as well as luxury apartments. But the future function of the former malt house is undetermined. This building has 4 decks and measures 3300 square meters in sum. The lower floor is 825 square meters, its dimensions being 68 meters long, 12 meters wide, and 7.5 meters high. 
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						Figure 1: Illustration of the malt house (Illustration by Spritten A/S)

					

					
			
		
		
			Apart from a stairwell in one end of the building, this floor is an open space with 18 concrete columns, bearing the construction of the building. The brief for the students’ projects was thus to design a proposal for this building that might add experiential value to the whole site. As a minimum, the student projects should contain a new program for the ground floor, but the other decks could also be taken into consideration. This new program should not include housing or cannibalize the programmed activities for the rest of the site.

			Data analysis

			We addressed two data sets: firstly, PowerPoint slides handed in by the student groups and secondly their written reports. Many proposals showed similarity in that their overall idea resembled designs that already exist in late modern “Experience City” (Marling et al. 2009) while few were unique. Applying the experiential value scale to these ideas, significantly more proposals tended towards the normality than towards the abnormality pole. This scale covered the span from the familiar to the unfamiliar: from conventional suggestions, which are common in a city landscape like cafes, lounges, music stages, etc., to extraordinary and spectacular constellations. Seven proposals were close to the familiarity pole, four were close to the unfamiliarity pole, and the remaining six were somewhere in between.

			The next step was analyzing how spatial scaling could help explain this distribution by scrutinizing their written reports as annotated portfolios (Gaver & Bowers 2012). This made it possible for us to comprehend the data while still paying attention to the significant decisions made within each design proposal and accompanying these with brief textual annotations as suggested by Löwgren (2013). We individually re-read our own groups’ reports focusing on the role of scaling by examining how each proposal dealt with the four categories of relationship in spatial scaling (Moore & Allen 1976) and with “space” and “place” (Tuan 1975). From this, we deduced fundamental principle of Fluctuation and four design principles relating to scale: Compartmentalization, Condensation, Expandation, and Miniaturization.

			Scale-oriented design principles 

			Early in the course, students made a one-hour tour to the site. The developer showed them around and told them how the future of each building was programmed. The last 25 minutes of the tour was spent in the malt house, on the ground floor, and on two of the upper decks. Here, the students were confronted with “space” in the Tuanian sense. They experienced the empty vastness and indeterminacy of the ground floor. The lighting and heating contributed to this impression. 
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						Figure 2: Photography of the inside of the malt house

						(Photo by Søren Bolvig Poulsen)

					

				
			
			The spatial immensity combined with the chilliness and obscure lighting was experienced on a scale from ‘still alien to human existence’ to ‘yet infinitely open to imagination’. 

			The fundamental principle: FLUCTUATION 

			Fluctuation is the fundamental design principle when it comes to scaling in designing experiences: The inclusivist attitude invites users to perpetually shift their perspective between familiarity and unfamiliarity. Experiencing “space” as alien implies sensing it as existentially “nothing”: i.e., without contact with the observer’s own past and present, not only physically empty but also devoid of meaning. No story. From this perspective, the spatial design should focus on making “space” existentially relevant, which means turning it into something that could become sensed as “place”. “Place” is something to feel comfortable with because it meets your expectations and affords a connection. This explains why the humanizing design efforts by many of the groups tended to turn “space” into something conventional: something more usual and even quite ordinary by applying the familiarizing strategy.

			Some groups, though, came up with extraordinary design solutions that exceeded expectations and therefore could be experienced as spectacular and unique. Their point of departure was rather the openness of “space” than its alien character. “Space” was not conceived as “nothing” but as potentially “anything”: i.e., open to everything. These groups’ design effort tended towards turning this unspecified anything into a specified something but now specified unusual. “Specified unusual” means open to imagination and curiosity (unusual) but within a defined, closely delimited field (specified). Being “specified unusual” enables human agency, which is a prerequisite for the inclusivist attitude of posing the question, ‘What is this?’. Hence, invoking a story.

			Experience design could thus be characterized as a practice aimed at turning “nothing” and “anything” into something that fluctuates between the usual and unusual, between certainty and uncertainty, between “place” and “space”. Successful design of experiences is neither too usual nor too unusual, but rather something that keeps this scale in check for a possible new story to emerge.
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						Figure 3 Familiarity.

						(Illustration by Stine Geipel Frederiksen, Louise Simonsen, Clara Bolther Behrens, Isabella Oddermose Villadsen and Linda Mojtehedzadeh) and 
Figure 4 Unfamiliarity

						(Illustration by Mette Vestergaard Fomsgaard, Maria Blach Rossen Bjerring, Katrine Brix Christiansen, Annemette Rasmussen and Nanna Heidemann Jensen). Illustrations illuminating the difference between the students´ “place” and “space” making.

					

			
		
			For a new story to emerge, experience design is about challenging its users’ pre-conceptions without providing easy answers (e.g., ‘This is what it is’). But this deferral must be designed in such a way that the question posed – ‘What’s going on?’ – is nonetheless manageable by presupposing some kind of familiarity embedded in what seems unfamiliar. 

			The principle of COMPARTMENTALIZATION

				Almost all groups striving for some kind of familiarization (13 out of 14) divided the ground floor into smaller areas. We call this design principle, compartmentalization: the partitioning of space into smaller sections (rooms), each section typically dedicated to one specific activity. The purpose of this principle is to reduce the immensity of “space”. On an abstract level, the designs came to resemble a modern, suburban home, where each room has its own distinctive function. The idea was clearly to generate “place”-like qualities. For example, many proposals included a lounge. A recurrent theme for the designs was to create “third places” or a “home-away-from-home”-atmosphere (Oldenburg 1999). One proposal designed a student workspace for group work, informal places for socializing and relaxing as well as Zen-like spaces for contemplation. 

			The principle of CONDENSATION

			Only one group with a more conventional proposal did not explicitly apply compartmentalization. These students envisaged a wintergarden-like design with flowers, bushes, tree, trails, benches, etc.. This, too, would seem a familiar idea to most visitors. The unusual size of the ground floor was in this case not tackled by partitioning it, but by filling it with objects. We call this design principle, condensation: the eradication of emptiness by accumulating objects that are familiar relative to their usual size (flowers, bushes, trees) as well as the human size (trails, benches). 
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						Figure 6: Principle of condensation (Illustration by Julia Juma Pedersen, Jeppe Højfeldt Jørgensen, Amanda Würtz Bunk, Ida Isager Veng Valentin, and Sander Toscano Pedersen). The students filled the ground floor to eradicate the emptiness and invoke an atmosphere of place.
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						Figure 5: Principle of compartmentalization (Illustration by Emma Bollerup Christensen, Josefine Marie Bengtsen, Daniel Kaj Taylor, and Benedicte Ambæk Flach). The students often created compartmentalization by dividing the ground floor into smaller areas as seen in this illustration of the interior design for a flower workshop.

					

					
			
			The principle of EXPANDATION

			Four designs took an opposite approach to the “space”-like qualities of the ground floor. Rather than reducing the immensity or turning the emptiness of “space” (“nothing”) into something “place”-like (i.e., something more usual), these few designs transformed infinite possibilities (“anything”) into something specific while maintaining “space”-like aspects (i.e., something “specified unusual”). The relative sparsity of this type of proposal does not allow for any exhaustive mapping of design principles that preserve remnants of unfamiliarity in the scaling of the design. Nonetheless, we could identify the outline of two distinct principles.

			The first one operated as the opposite of compartmentalization by extending the unusual scale of the ground floor. This “space” became part of an even larger scale, expanding beyond the physical limits of the original ground floor. We call this design principle, expandation: its basic idea is not to rein “space” by partitioning or densifying it, but by showing that it is part of an even larger, conceivably even more uncontrollable “space”. Two of the proposals used large scale audiovisual projections on the walls to illustrate this effect. In the first case landscapes and natural phenomena were projected: e.g., a mountainous area, a wildfire, or a tempest at sea (see fig. 7).
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						Figure 7: Principle of expandation (Illustration by Rebekka Luna Risom, Marc Nielsen, Peter Dahl Andersen, and Mike Bromberg Olsen). A more unusual proposal where space is expanded beyond the physical confines of the ground floor by means of audio-visual projections.

					

			
				These projections extended the immensity of “space” by making it part of a larger scenery. It became a “place” in “space” either as some privileged vantage point from where the distant landscape could be contemplated and its details scrutinized or as the center in a vertigo, the last point of stability in an engulfing or enraging storm nearby. This overwhelming effect was even more pronounced in the second case, where the scenery was neither at a safe distance or threatening close. Inspired by Carrières des Lumières (Les Baux-de-Provence, France), the visitor was immersed in the audiovisual installation, which dramatized the life of workers at the former distillery (see fig. 4). The projections were not only on the walls but also on the ceiling, the pillars, and the floor. The projections seemed to encapsulate and penetrate the spectator by submerging them in the audiovisual universe. Abstract “space” became an actual place where spectators were made aware of their own bodily presence, their existence in a here-and-now – a “place”. In these proposals, forces of nature and the lives of others were made sensually palpable. This purpose was also evident in the third proposal, a water exhibition, which comprised the whole building. The centerpiece of this design was an installation descending from the roof to the ground-floor in the middle of the building, “Nedfaldet” (“the Downfall” or “the Downpour”). 

			This installation required big holes in the ceilings of each floor, thereby connecting and extending the experience of the ground floor to potentially encompassing the whole building. 
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						Figure 8: Principle of expandation (Illustration by Mia Ramskov Poulsen, Maja Rasmussen, Sofie Rindom, and Johannes Grunnet Sørensen). A rather unique proposal where the space was expanded by creating a centered shaft through the entire building allowing for a downpour of water.

					

			
			In this case, the unusual scale was expanded, invoking curiosity about the activities on the upper floors as well as beneath the fall.

			The principle of MINIATURIZATION

				We found one example in the design proposals of another design principle, miniaturization. The working of this principle is comparable to condensation in that it neither partitions nor enlarges “space”, but rather veils it by using objects as props for creating a different scale. Whereas condensation blurs the emptiness of “space”, “space” in miniaturization becomes the frame for magnifying the human body. This is the attraction of Legoland and similar miniature scales. Objects that normally appear large compared to the human body (houses, roads, trains, etc.), suddenly appear smaller and therefore more manageable. One of the proposals, “Play around the world”, utilized this principle by presenting a diminished and radically edited version of the world. Only some few highlights from across the globe were presented, and this was done in a starkly reduced form. The world was compressed to fifteen locations, France was reduced to the Eiffel Tower and Greenland to an iceberg, both objects miniature representations of the real thing (figure 9). 

			
					
						[image: ]

						Figure 9: Principle of miniaturization (Illustration by Julie Bo Jonsson, Emma Kjærsgaard Worup, Henry Phong Pham, Peter Pjengaard Pedersen, and Nicklas Johannes Holk). In the proposal of Play around the world, the design reduces space in an unfamiliar way with the effect of magnifying the human body.

					

			
			This is mentally gratifying because it appears to make human agency the locus of control over objects that are usually difficult to manage. At the same time, the illusion is apparent, thereby creating a doubled perspective: the world that is presented to me, is virtual and unreal, but I, in my bodily existence, am present in this world – and I am real. I am true to size, and even though the surrounding “space” is oversized compared to me, the objects contained within it are distinctly undersized. 

			Two strategies, four principles 

				Fluctuation is the fundamental principle of experience design. Experience design should ideally strive for an oscillation between perceptual uncertainty and some clearly perceptible order. Two different strategies help generate this oscillation: familiarization and de-familiarization. The four additional scale-oriented principles are ways to either familiarize or de-familiarize a design proposal. Familiarizing principles aim at transforming “space” into “place”: i.e., to make something immense and empty – a nothingness, alien to human existence – more homely. Compartmentalization and condensation make “space” more usual. They adapt space to a human-like scale, thereby enabling the observer to relate it to his or her own existence. This generates some form of perceptual stability. De-familiarizing principles, on the other hand, prolong perceptual instability by keeping the spatial lay-out unusual or by tampering with the relationship of objects to the human size. These principles aim at turning the infinite possibilities of “space” – being potentially anything – into something specific, but still unusual: something “specified unusual”. De-familiarizing principles produce a doubled perspective of simultaneous certitude and incertitude, of bodily reality and virtuality. The principles of expandation and miniaturization both pursued this de-familiarizing strategy.

				Of these four principles, two of them operate on the immensity of “space”. The first one, compartmentalization, reduces this immensity to smaller, more usual parts. The second one, expandation, enlarges the dimensions by simulating that this “space” is but a part of a gigantic immensity transforming the original “space” (a whole) into a “place” amidst a much larger “space” (a new, even more gigantic whole). The two other principles operate on the emptiness of “space”. The first one, condensation, fills “space” with objects of their usual size that by their sheer mass veil the vacancy of “space”. The second one, miniaturization, fills space with objects of an unusual, much smaller size, thereby enlarging the appearance of the human size and making “space” a habitable “place”.

			The logical relationships between these four principles is summarized in the following table that shows the similarities and the differences between each of them:
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						Table 1: The four restorying and scale-oriented design principles.

					

					
			
			At first glance, opting for de-familiarizing scale-oriented principles might seem the obvious way for experience design to go. But scale-oriented principles based on familiarization may also produce successful designs of experiential value. Manipulating spatial scales is just one way of upsetting expectations. Tampering with the location, the material qualities (with for example their substance and weight), the habitual sequence, the accustomed order or the ordinary movement of objects may also make these objects seem unusual, resulting in an oscillation between familiarity and unfamiliarity.

			On the other hand, this oscillation requires some stabilizing counterbalance when applying de-familiarizing scale-oriented principles in experience design. The “specified unusual” is still in need of some recognizable features to be manageable. In our students’ more extraordinary proposals, this counterbalance was typically created by their selection of objects for adorning or dressing-up the spatial design. These objects were easily recognizable for what they were: e.g., bushes and benches were of a shape and scale like shrubbery and furniture in the ‘real’ world (see fig. 7). They thus prevented the design from becoming altogether ‘alien’. This highlights an important point in the inclusivist attitude: this attitude is promoted not by transgressing all expected scales, but only by violating some of them.

			CONCLUSION

			The purpose of this paper has been to identify how spatial scaling might be used to restory an environment. By studying the work of design novices, we analyzed how scaling was applied in constructing a coherent proposal and learned about the natural way in which scales are utilized when the task of managing space for the design of future experiences must be solved. Five principles emerged from our research, which could provide a systematic method for restorying a building as either more familiar or more unfamiliar, more homely (“a place”) or more alien (“space”).
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