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ATHENS by SOUND

Apyrtektovikn) Sev elval LOVo 10 KTIOPEVO. Ap)YITEKTOVIKT
OLYKPOTODY OAEG O1 TIOOTITES TOL XMPOU - DAIKES Kal
avhec. H atpoopaipa, oo, o1 pupwdiée, n Suvatotnta
B1a8paong peTtafh COPATOVY K.0.K. TOTEAODY OAQ TTTUYEG
TOU XMPOUL IOV HEAETA 1 EMOTHUN TNE APYITEKTOVIKIG

oe B1ebveg eninedo oe 00 ka1 avEavopevo Babuod. Se
auTd TO BIEPEVVNTIKO TVEVLA OE OYEOT] HE TO «TIEPAY TOU
kTopévou» (Architecture beyond building), emAéyovpe
VO TTPOOEYYITOLHE TOV XMPO péoa amd pia pn vAukr)
APAUETPO: TOV TYO.

"Eto, Aowtov, Snuovpyodpe vav nyntiko Siadpaotikd
xép g Abrvag, o onoiog tapovorader Bpadopata g
ATLOOPULPAG TIG TOANE HE ATPOTSOKTTOVE TPOTOUC.

Mo Ba pavtalotav kavelg éva pn-onmikd xaptn; [og

Ba prwvotav pia teputhavnon péoa oe éva Saocog and
AKOVOTIKA 710V Tailovv fxovg and onpeia tne ABrvag;
Hog Ba rav av fpokodcovy Eagvikd oe &va «}apT» Tov
Ba epgpaigotay povo dtav eal mepratobosg LEGH TOL;
Iie Ba NTav av autdg o Xapme eppavidoTay Hovo

av KaAoDOoEg Kal KAV va oe akohovBnoet;

To mepintepo g eAhnvikig oupETOYTE AvTiLeTOITIdEL
TA TAPATAVE® EPOTIUATA HETH TG HETAUOPPWOTIG
Tov 08 éva atpoo@aiptkd Sadpaotikd «rayvii», To
omoio apovaldder Bpadopata nynmkov (kat koY)
akohovBiwv g Abvag. O emokéntng ava-Snuovpyet
TOV X®PO YUP® Tov HEow ¢ 181ag Tov e mapovaiag
kau kivnong. O xapmg anokaAbmteTal Lovoy ekel ou
mepratd kai/n otav kakel éva akdpa dropo va kabioet
KOvVTa Tov. Ta COPATA TeV EMOKETTHV ahniembpoiy
1000 peTad Toug 600 Kal pe Tov id1o Tov Xhpo,
Snuovpymvrag éva Suvapuko petaairdpevo nedio.
Avti ) BoAta néoa oto mepintepo oe petapépel «exel
¢kw» oe pia «adpatn» Abnva.

To nepintepo ovolaoTka QEPVEL TNV em@paveld TIC
oye8ov anmpooTeg kal @evyahéeg MASUPES TOV XMPOU.
Alepevvd Tov 10, TIg un-onTikeg alobnoeig, Ty
ATUOCPAIPA, XWPIKES TOLOTNTES MEPAV TOL LAKOY,
népav Tov knopévou. Ilpokadel £To1 61 1OVO Ta HpIat
TG APYXITEKTOVIKNG, AAAG Kat Ta Op1a Tov Ti prtopel va
Kataypagel ko va ava-Prwbel ko i oy1...

O ¥®pog Tov mepurtépon
BOfte1 epTHHATA 08 OXEoT pe TO ‘TEPAV TOL VAIKOD wg
HEPOG TNG OUYKPOTNOTG TNG EpTtelplag Tg TOANG Kat Tov
XOPOUL yevikoTEpQ.

H emhoyr) tov fxov: g kevepiid oTotyeio piag
EVOANAKTIKTG YapToypagnong e moAng me ABnvac,

o0 1xog akpofatel oto 6p1o peTall e VAKOTITAC TOV
KTIOHEVOD KA1 TNG PN-LAIKOTNTag. AmoteAdmvag éva
and Ta faotkd yapakmplotikd e VAne (ke LAk
mapayet xai tov Sikd ou fyo), o fyoe ekapritar evbing
Qo TNV LAKOTTA ToL KTIopévou mepifaiiovTog (To
(PAIVOUEVO TG TXOVG ATTOKAADIITEL OT1 Evag XMPog AN pol
OUYKEKPIUEVES HETPIKEG TipOUTToBETEIg). Amd TNV (AN
TAELPA, Pevyakieg ko SUOKOAQ AVATapAoTHOlEg
Bpaoeig agrvovy, kal ekeiveg, avrioTowa nynTkd
anotunmpata. ‘Etot, ol ot me moAng anodidouvy
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Introduction
Spaoet
ATHENS by SOUND Mitopo
aglomo
Architecture is not only that which is built. Architecture * ygproy
is made up of different aspects, both material and
immaterial. The atmosphere, the sounds, the smells, the
possibility of interaction between human bodies: these all ¢ Aypm
constitute characteristics of space, characteristics that are dpaor
assuming an increasing importance within architectural 44 s\ai
research worldwide. Within this field of thought about yia Ay
“Architecture Beyond Building”, we focus on one aofno
particular non-material spatial phenomenon that lies emaval
‘beyond the built’: sound. KATAAC
KL TG
We have created, thus, an interactive sonic map of Athens, WITopor
which presents, in an unexpected way, fragments of the pé_'tOVJ
atmosphere of the city. o)

What would a non-visual map look like? What would it
feel like if you wandered within a forest of headphones,
playing sounds from different places in Athens? How

to be with you?

would it feel if you found yourself in a ‘map’ that only KaBoog
appeared when you walked in it? What would it be like if popel
the map only appeared when you invited one more person i poK

The Greek pavilion addresses these questions through
an atmospheric interactive ‘game’, presenting fragments
of sounds and visual sequences of Athens. The visitor re-
creates the space around him through his own presence
and movement. The map appears only where he walks,
and/or when he invites one more person to sit next to
him. The bodies of the visitors react with one another and
with the space itself, creating a dynamic, changing field.
This walk in the pavilion takes you “out there”, through
invisible Athens.

The pavilion brings forth the aspects of architecture
that are ‘beyond the material’: the ‘beyond the built’,
the almost unreachable, elusive aspects of space, such
as sound, non-visual senses, atmosphere. It challenges,
thus, the limits of architecture, the limits of what can be
mapped and re-located and what cannot...

The pavilion space
This sets questions about space ‘beyond the built’, as part

of what constitutes the experience of the city, and of space
in general.

The choice of sound: Sound, as the main element of

our non-conventional mapping of Athens, challenges
the limits between the built and the immaterial. Being
one of the fundamental characteristics of matter (every
material creates its own sound), the sound is directly
dependent upon the materiality of the built environment:
for example, the echo depends on the materiality of, and
distances between, material elements. On the other hand,
elusive events, not easily represented, leave sonic traces.
Thus, the sounds of the city describe events, behaviours,
thoughts and narratives. Could these qualities of sound be
employed as an alternative tool for interpreting, mapping,
or even designing space?

Sense of space through sound
Within Western civilization, sight has been the dominant
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Spaoeig, oupmeprpopée, okEperg, pNvipata, agnynoeg.
Mrmopolv 6Aeg 01 Tapamavem WB10TNTES TOL NYOL va
agomomboly wg EVAAAAKTIKA epyaieia epunveiag,
yaptoypagpnong () akopa kar otvBeong) Tov xwpov;

AigBnon yhpov pésm nyov
0 Avtikog mohtiopog Baoifetar oty kuprapyia mg
dpaong évav v ey amobfioewmy. Avayvopilovtag
T0 TAALO10 QUTO, 1) TTPOTAOT] LA ETYEIPEL VO OTPEWEL
Yt Alyo TV 1pocoy1] kKat o€ pia (AN and Tig névee
awbnoeig. Ipoxpivovrag v aiobnon mg axorg,
enavadampaypatevopaote v kupiapyn Beon mov
katahapfaver n Opaocn o1o medio TNg apXITEKTOVIKNIG
ka1 e avtidmpng tov xepov. H Suadikacia avt) Oa
WTOPOVGE VA EPITAOVTIOEL TNV EMTIEIPIA HAG OE OXEOT)
JLE TOV Y®PO, TNV EPUNVELA TOU KAL TOV XEIPIOUO TV
TOWTHTWY TOV.

(10€1¢ AVTL GUVOMKIG £ ia
0 ybpog poradel pe §aoog amd KPEPACHEVA AKOVOTIKA,
A 070la LETAPEPOLY TIXOUE NS ABNvag oto mepintepo.
KaBag 0 emokenmg kiveltan avapeod toug, mavel kal
popaer droa akovotika embupet xwpig va yvapidet
T APOKEITAL VAL aKODOEL AUTO TTOV TEAKA aKoEL elval
MMTKE Opavopata g MOANg, 7OV TOL ATOKAADTTOVV
UL TG TAVTOTNTAG TS ) TOV HETAPEPOLY OE OPLOREVD
atpoopaipa me. O ovykekpipevog xapg Sev poopépel
guvohikn emonteia. Ilowvmteg-Opadopata g moAng
amokechbrtoviay, Bripa-prpa. Katd v sepumhavnon,
EMKPATEL TO OTOLKELD TOL ATTPOTUEVOV, TNG EKTANENG
- OMWE Kat 0TV 7OAT. MOAOVOTL 01 )X01 0pyavOVOVTC
ae kavafo, oAb Svokoha evromiler kaveig Tov Nyo mov
(KOVOE TPOT)YOUHEVIE LLECA OTO SATOC TWV AKOVOTIKGMV.,

Ald on 1
0 yopog eivar - wg éva Pabuo - SiaSpaotikog: n
TAPOVOLA KAl 1) KIVI|OT] TOV E7NOKETTI EVEPYOTIOIOVY
fYoug kot erkoveg. MEoa 0Tov ¥Mpo ouvavta kaveig 25
Swonapra mplopata pe eyxifoniopéveg 0oveg, o1 omoieg
evepyomolovvTal pe Ty avBpwmvn mapovoia. 'Otav o
EMOKENTNG TANOWLoeL O £va nipiopua, ekeivo apyidel va
nailel Bivieo ouvodevdpevo and Tov avriotoryo nyo. Ta
fivieo avagpepoviar kan autd otnv ABnva péow Tov Nyov,
X0PIC va 0TOXEVOVY TNV EIKOVIKT] TNE QVAIapioTaot).

Xapng 010V 101%0
0 yapmg-kherdi g mepUTALVIONG TOU ETMOKENTI OTOV
Y0po Tponomtoteitar avihoya pe v avbpdmvn rapovaia
Kaw kivnon. H meproyn tov xaptn mov gwtidetar ke
(opa, eival exeivn oy omoia avootoyel to/ta fivieo
MOV evepyomotovvTal anod v avBpomvn mapovoia. Ta
25 fivreo mov &xovv yuplotel, avtiotorovv Sniadn oe
25 meployeg g ABnvag. O1 25 avtég meproyeg opilovral
and va tetpayeviko kavapo 5x5. O pwtevog xaptng
Setyver, Aowtov, oe mora eproy) e ABrvag «xavolhvtar»
01 emoKeTeg TG ExBeong v kdBe SeSopévn otrypn.

Pate n2

‘Otav o yopogeivan kevog, Oha ta fivieo eivar ofnotd.
Oray évag avBpwmog Kiveltal, 0 Nyog Kal 1 e1kova tov
axorovbody. Otav o xwpog eival yepdtog avBpamovg,
1ote oA (1) 6Aa) Ta Bivieo kau ot Ixo1 TOUE
EVEPYOTOLOUVTAL KAl AKOVYOVTAL TAUTOXpova. 'Onmg kat
1 i61a 1 moAn, 0 xhpog xwpig ™y avBphmyn mapovoia
MAPAPEVEL KATA KATIO10 TPOTO «aAVEVEPYOS». Avtifeta,
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sense. Within this context, our proposal attempts to

draw attention towards another sense. Bringing forth the
aural sense, we challenge the dominance of seeing within
architecture; this challenge can enrich our experience of
space, our perception of it and the way in which we handle
its qualities.

Focusing in
The space of the pavilion looks like a forest of hanging
headphones, which transmit the sounds of Athens. As the
visitor walks amongst them, he can put on whichever he
likes, without being able to tell what he is going to listen
to. What he actually hears will be a sonic fragment of the
city, revealing aspects of its identity or of its atmosphere.
This particular map does not provide a complete overview.
Qualities-fragments of the city are explored step by step.
As in the actual city, the sense of the unexpected, of the
surprising, is part of the navigation process. Although the
sounds are organised upon a grid, it is very difficult for
someone to localise a sound that he has listened to earlier.

Interaction 1
The space is, to a certain extent, interactive: the presence
and movement of the visitor activate sounds and images.
Within the space there are twenty-five rectangular boxes
enclosing screens, activated by the human presence. When
the visitor gets close to one of these box-screens, it is
automatically switched on and it plays video and sound.
The videos refer to regions of Athens through sound,
without aiming at its visual representation.

Map on the wall
The key-map for the navigation of the visitor-flineur is
modified by human presence and movement. At each
moment, the map is lit at the points that correspond to the
videos being activated by a human presence. The twenty-
five videos have been filmed in twenty-five different parts
of Athens. These twenty-five regions are defined by a five-
by-five grid. The light-map, thus, indicates the region of
Athens where the visitors are ‘walking’, at each moment.

Interaction 2
When the space is empty, all the videos are off. When
only one visitor is moving around, the sounds and images
follow him. When the space is full of people, then many
(or all) of the videos and sounds will be on, playing at the
same time. The map does not merely register or reproduce
certain moments of the sonic environment. It constitutes
a comment on the relationship between the inhabitant
of the city and the city’s sound-scape. The interactive
environment of the pavilion space produces multiple
sonic qualities, intensities, layerings and densities, thus
creating the sonic identity of the space; not in the sense
of a representation, but rather in the sense of a dynamic
relation between space and people. The visitor - like the
inhabitant of the city - is responsible for the manner in
which his sonic environment (amongst other aspects of
his environment) is produced. The sonic environment
of Athens is ultimately the outcome of a certain urban
culture, the carrier of which is the visitor himself; each
one of us, “out there”.

Methodology of the sonic mapping:

In order to collect the required material, a sound mapping
process was drawn up, based upon the rational and
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xabiotatan efarpetied moAdBovog 1} moAvmoikthog ka
TOXUOTIAVTOG OIS TEPUTTMOELS IOV VITEPYENLEL ATd
Kkoopo. O xaptng Sev amotundver obte ammg avamapiiyel
OUYKEKPILEVEG OTIYHEG TOU NN TIKoD mep1BédovTog.
Amotedel eva oyOA0 0Tr oYE0T) TOV KaTolkoL e TOANG

He o NN TKo g tortio. To Siadpaonikd ohotnua Tov
XBPOU TOL TEPUTTEPOL YEVVA pia TOAAQTAGTHTA NYNTIKGOV
TOOTA TGV, EVIAOEMV, SIA0TPOUATOOEWY, TUKVOUATHV
Kl apai@pAT®V, 7100 STpnovpyoly v nynTikn Tavtdtna
OV @POY, 01 w¢ HETAPOpa aArd wg Buvapkn oyEon
XDPOV-avBPOIIOL: WS ATOTEAETLA CUYKEKPIUEVGY
KWVIOEOY KAl SPACEMY EVIOG TOL XMPOU TOL TEPITTEPOL.
0 emokénTng - 071G Kal 0 KATOKog TNE MOANC - eival
uevBuvog yia tov Tpdmo pe Tov omoio Srapoppmdvetal
TeAIK T0 TYNTIKO Tow (ke 01 povo) mepifédhov. To
nynTikd epiPariov g ABnNvag eivar tedikd poiov evog
OUYKEKPILEVOD AOTIKOD TTOAITIOUOD - (POPEQS TOL OTOL0L
elvar 0 1610¢ 0 emokénTng: OAo1 epeic «exel £Ew».

080 K T
Tpoxerpévov va ouykevtpwbet o anapaitnto vhiko,
opyavalinke pia mmuki xaptoypagnon me Abivag
nov faciomnie oTo andAuta opforoyikd kat ovditepo
oyfiua tov kavapov. 'Evag kavaBog 10X10 - pe kévtpo
v Opovora - mov «mpooyeiminke» mave oe oAdKkANpo
0 AekavonEdio MoTe va o kaAbyel amd dxpn oe dicpn
(Bovvé ken Bdhaooa) Opioe 100 onpela péoa oty TOAN.

100 fiyoL oty ABva

I OUVEXELA, KATAYPAPALE TO YEOYPAPIKO OTIYIA TRV
onuelnv auTeV kat 1) mAnpogopia avt Tpopodomaoe
éva pmyavnpa GPS, 1o omolo avédafe va katevBiver
e amoAv akpifewa v mopeia pag and onpeio oe
onueio. KaBog ta onpeia kéhumtav to Aekavonédio and
Avatodr) Tpog ADOT), ATOPAGIOTNKE VA QITOKTHTOLY AUTA
EKTOC QUTO XWPIKES KA1 XPOVIKES ouvteTaypévee. 'Eto, ot
JOPIKES HETPIKES ATOTTACELG TOUG - TIOV TIPOEKLPAY 1,5
km v otov aptn oy agnpnpévn evbeia ypauur
tov kavafov - petagppaomkay ka oe avriotolyeg
POVIKEG TOOTAOEIG TG 1,5 GPAg kat N kabe ypayiyr) Tou
kavafov avnotorylotmke oe pia Sragopenik pépa. "Eton,
TPOEKLYPAY 10 GLVEXOUEVES PEPES YOYPAPTIoE®Y (01 10
«ypappéc» Tou kavaBouv) 10 oUVEXOUEV®Y OTUELOV ATd
16 9:00 g TIg 22:30 (0110 «oTiAeg» TOL KavaPov).

100 101 070 MEPINTEPQ
Oronuetaxée nyoypagpnoeig metuyaivouy va petadooovy
Bpavopata nynikng epmeipiag. O fyog amoomiTan atd
OV TPAYHATIKO XWPo kat TonoBeteitar oe éva Sdoog
wd akovoTikG pe okond va ekepevvnBel ek véou and tov
emokénT. Mropel oe éva Tétolo xwpo va avanapayei 1
aiofnom mg seprThavnong oty TOAN kAt N avarduyn
¢ Pripa-fripa;

O xaptng we ketuevo
O1hapnkerg Sraotaoeig Tov xMpPov TPOGPEPOLY TO
KkardMnho €8agog yia v avadiatakn tov apyiko
xapm. Ta 100 onueia eEamAdvovTa oTov ¥oOpo oe pia
axihoubia ov EeTuAiyel oav kovBap Tig ypappse Tov
xavaPou pia mpog pia. H akolovBia twv 100 onpeiav
00 XApTN Hotadel TmpPa va oLyKkpoTel fva «keipevo», To
omolo EetuAiyetan oTOV XWpO pe Tov Tpdmo akpiie mou
B 1o Srafade kaveic av akohovBovoe Tic ypappég Tov
xavaPov tov yaptn. O emokéntg «Siafader» Ty oA
KIVODUEVOG OF TUXQES TPOXLEG THG ETMAOYTIC TOV, avapeaa

supposedly neutral shape of a grid. A ten-by-ten grid was
drawn above Athens, up to the limits of the sea and the
mountains; the centre of the grid was placed on Ommonia
Square. This is how the one hundred spots of Athens were
determined.

100 sounds of Athens
These one hundred locations were imported on a GPS
system, which led us from one spot to the next in an
absolutely accurate way. We decided to assign them
not only spatial, but also temporal coordinates, going
from east to the west. The spatial distances from spot to
spot, one and a half kilometers between each pair, were
transcribed to one and a half hours on a scale of time.
Each horizontal line, thus, was ‘scanned’ from east to west
within one day. The sound recordings took place over ten
consecutive days from 9 am to 10.30 pm.

100 sounds in the pavilion

The sound recordings of the spots transmit fragments of
the aural experience of the original spaces. The sound has
been detached from its real environment and has been
transferred within a “forest” of cables and headphones, so
as to be re-explored by the visitor. Is it possible in such a
space to recreate the sense of navigation and of step-by-
step exploration of the city?

The map as text
The linear dimensions of the space direct the
rearrangement of the original map. The hundred spots
have been spread in space in a sequence that ‘unwraps’
the horizontal lines of the map, one by one. The sequence
of the hundred spots of the map becomes like a text that
is spread in space, as if you were ‘reading’ the horizontal
lines of the map in a temporal order. The visitor ‘reads’
the city, following random routes of his choice, between
the determined lines of the city-text that are spread on the
ground of the space.

50 headphones

There are fifty sounds - out of the original hundred

- that have been chosen for the fifty headphones of

the exhibition area. The other fifty sounds have been
transcribed and written in words on the equivalent spot of
the floor of the space. The visitor is expected to read them
and possibly reproduce them mentally. All one hundred
coordinates are printed on the ground, giving visitors the
possibility of locating on the map the particular spot of
Athens each fragment came from.

Multiple layers of reading the sound of the city

Within our own relationships with the sounds of the city
we inhabit, we can focus on our immediate perceptions
of our sonic environment; we can isolate ourselves in our
own soundtracks through i-pod headphones; we can have
the sonic experience of what is ‘here’, and also of what is
‘there’, through a discussion over a mobile phone; we can
also consciously ‘turn down’ the intensity of the sound of
the environment and focus on our own thoughts or on
something that is far away. The multiple functions of the
interactive (or augmented) environment of headphones
and printed phrases of sounds have been chosen as the
possible means of bringing forth such a “depth” of the
sonic field.
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OTIG OPIOHEVES YPAULES TOV «KEWUEVOL» TTOU AITAMVETCL
KATaKepUaTiopéve oto §dmnedo tou ympou.

50 aKOVOTIKA
A710 TOUG 100 ATOUAYVIITOPMVILEVOUG TIXOUE TG
XApTOypa@nong, emheyovTtal 50, TOL AKOLYOVTAL HEGU
Q7o TA 50 AKOLOTIKA TS eykataotaonc. Ot kot 50
amodibovral pe Tov Adyo kat ypapovtal oto Scutedo.
0 emokénmng kaheitar va toug Siafdoel kal va Toug
avamapdyet voepd. Kal ota 100 onueia mov opidovran
o1o Sanedo avaypagpoval o1 ouVTETayuéveC, o1 0mToiee
TOV EMTPENOLY Va avadi T0eL T0 avTioToTKo onpelo g
ABrvag otov xapt otov toiyo.

Ad erineba avéyvao
TOU 1)0U 104}
v ox£on pov pe Tov X0 g oAng pmopei va eonidlm
oty aueon fropatikl avidnyn Tov nynTikod pou
mePBAMOVTOC: PTopel va amoLovaVOUaL 0TOV KOO evog
ol pov soundtrack, pnag mpocwmkig pov Sadpopng
HEOQ UITO T AKOVOTIKA TOV i-pod pov- propel va &xwm
MNTKY ewretpia tov «em», ahhd lowg kat mo apesa Tov
«ekel», eoa ano v ovvopila pov oto KvTo TAEP@VO-
propet akopn kol ouveldntd va katefadm my vraot tov
MX0U To TEPLBAAAOVTOE 1OV KA VA EMKEVTPHOVOLAL 0TIV
£VTOOT) TWV OKEPEDY L0V T) OE KATL oL Ywpikd Ppioketat
aihov. H moAharhn) Aertovpyia tov SiaSpaoticot
OUOTAUATOS, TOV AKOVOTIKMY KA TOL yPartod Adyou
0TO TATWLLA TOV TEPUTTEPOL emAEyovTal wg mbavol
EVOAAKTIKOT TPOTIOL aVTamOKPIOT|G 0NV TPOKATION
me avadeigng avtod akpifag tov Baboug tov nynTiKod
Tomiov.

Ta o

Emoxentng - Snuovpyd
To Siadpactikd ovotpa opyavavetal ot Baon piag
vmodopng, tave oty onola o id10g 0 emokénTng oTvVer
10 81K0 TOV «TTayviSy. O emokénTne «yplpe» atov
X@PO TV KIVNoT) Tov, TV TEPUTAGVNOT TOV, HETK TOV
Y@V (kai Tmv KIVOULEVGV elkOV@Y) oL evepyomotel.
Aev katahapfaver amhd ympo, arhd Tov Snuiovpyet.
Evepyomotel eikova kau o, amokaAbmTTe, avakahdtel
kat Snuiovpyet Bpadopata me mdine. Méoa and éva
amhé Sabpaoctikd ovotpa,  avdpamyn kivion ka
Spaon evioylbetal, eppnvedeta, agrvel tyvr, Opadopata.
To nepintepo yiverar Siapopetid kar povadikd kibe
XPovikT oTiypr) - o1 anelpeg Srapopeticée Sratdalelg
avBpaTmVeY COUATOY Kol Kivijoemv To kabotolv éva
ouvexmg petahhaooopevo edio ywv (ko Seutepevdvime
ekOvVwv). O emokéntng alMniemSpd pe Tov XMpo kat
€ TOUG LTIOAOLTOVG EMOKENTES, Tapddinia. Me v
mapovoia, yia tapaderypa, evog tapaniave emokemm,
N «QWVI]» TOL EPITTEPOL epTAOLTICETAL, CANOIOVETAL,
Suvaumvel ket Slapoppoveta Tehkd oe ouvBuacud kat
HE TOUG TX0UG TTOL EVEPYOTOIOVVIAL QT TOVE UIOAOUTOVS
emokénTeg Tov xmpov. Eueig (wg apyitéktovee) Sivoupe
Ta gpyaieia kat to katdhnio vtoBabpo, wote o idlog
0 EMOKENTIG - 08 CLOXETIONO KAl [IE TOUE YUPEK TOU - Vet
avadnuovpynoet évav ko tov xaptn e ABnvac.
H eppnveia tov yapm avtod eEaptérar to6o0 anod tig
APYIKEG EMAOYEG TOV APYITEKTOV@Y - EMMUEAT TGOV TTOV
Bétouv toug kavoveg, 600 kat and Tov fabud Tpoowkig
EUTAOKT|G TOL emiokentn. O Beathc mabel va péver
amabng, alhd epmAEKETAL OTNY KATAOKELT] TOL ¥MPOU
Kk g (xpovika ekaptdpevng) Suvapxng tov. Ommg
Ko oV i8a v oAn, o kivioeig, o1 Sphoeig ka

Visitor — designer
The interactive system has been organized upon a
framework, within which the visitor can create his own
“game”. The visitor “draws” his movement in space
through the sounds (and images) that he activates. He
does not only occupy space; he creates it. He activates
image and sound, un-conceals, discovers and re-creates
fragments of the city. Through a simple interactive
system, human movement is enhanced and interpreted,
leaving traces behind it. The pavilion is continuously
transformed by the constantly-shifting permutations of
human bodies. The visitor interacts with the space and
also with the other visitors. The presence of one more
visitor, for example, enriches, transforms and intensifies
the sound of the pavilion; the overall sound is a spatial
and temporal combination of the sounds made and
activated by the moving visitors. We, as architects, give
the ‘tools’ and an adequate background, with which the
visitor - in correlation with those around him - re-creates
another map of Athens. The interpretation of this map
depends upon the choices of the curator-architects who
set the ‘rules’, and also on the personal involvement
of each particular visitor. The visitor is not passive;
he becomes involved in the creation of the space and
in its time-dependant dynamic. As in the actual city,
movement, events, and the complexities of the human
presence are elements that constitute significant spatial
qualities, in parallel with the material, built environment,
The built environment - in our case the cables and the
sereens - forms the necessary backdrop for human
movements and functions. These last - human functions |
and movement - are actually what ultimately constitutes
urban space. It seems that an attempt to negotiate the
non-representability of the urban space (as Lefebvre
would argue) is being formed. Thus, if we cannot actually
represent the city (of Athens), can we negotiate, or re-
create through equivalent means, the production of spati
qualities?

The immaterial - beyond the built
Our investigation deals with the broader issue of space

‘beyond the material’ in various ways - in reference to the
sensuous and the senses ‘beyond the visual’, in reference
to new technologies, in reference to human interaction, in
reference to the non-representable, and so forth. It thus
negotiates the Biennale’s theme “Out there”. The debates
around “Architecture Beyond Building”, related to the
investigation of that which is ‘beyond-the-matter’, seem
to be emerging from our critical negotiation of the formal
or of the tectonic within architectural thought. We must
mention, though, that the term ‘immaterial’ does not
always refer to the same things or conditions. It is rather
used to discuss a range of issues related to architectural
thought and production.

For example, the notion of architecture ‘beyond the built’
has been employed in order to describe non-conventional
materials (such as fluid, transformable or reactive
materials), or to discuss changing shape or qualities
(density, colour, transparency). Within this broad
definition, then, new or unusual materials, or even well
known materials used in an unpredictable way, can be
described as ‘beyond the built’. A characteristic example
is Diller and Scoffidio’s Blur project: a space made of
vaporising water; that is, a cloud. [J.Hill, O.Bouman,
L.Spuybroek]
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o1 ovoyeTiojiol twv avBpomwy eival Ta ototyeia wov
BlapopeavouY i0mg TIG XAPAKTN PIOTIKOTEPES XWPIKES
MOWOTTES, TAphAnAa PEfaia pe To LAKD, KTIopévo
uroPabipo. Autd - dmwg ket oV Mepintwon) g

ApdTaonG pag Ta kahodia kat Ta wpiopata - anoteled
avaykaio voBabpo yia nig avBpmmveg Kivijoele kat
Spaompom e, o1 omoieg otV ouoia cuyKkpoTOLY

Tehikd tov xhpo. Paivetar va emredeitan £8é) pia

amonepa eppnvetag kar Srampaypdrevong g pn-
AVANAPAOTACIHOTI TG TOV XMPOV THE TOANG, OMWS

Ty npéofeve o Lefebvre. Av Aowtdv Sev pmopoipe - ex

TOV TPAYHATOV - VO AVATAPAOTHCOUHE TV OAT (g
Afijvag), uopobpe Tovhayotov va Sranpaypatevtotpe 1
va avadnovpynoovpe avioToyoug TpOTOVE TApAYYIS
KaL OVYKPOTNOT|G XWPIKGOV TOW0THTGV;

To avio — wépav Tov kTIOPEVOL
Hwepebvnon pag Srampaypatevetal to evpitepo Bépa
TV «7IEpav Tov vAkob» oe Siapopa enineda - oe oxgon
Jig TNV aoBavnko T Ta KO T0 «TIEPAV TOV OTITIKOU»,
O OYE0T) |1& TIG VEEG TEXVOAOYIES, OF OYEOT LE TNV
avBpamvn Spdon ke adknheniSpaon, oe oyéon pe o un-
avanapaotnoo, kKA. Alampaypatedetal Sniadn 1o Bépa
s enivrg Biennale «Out there. Architecture beyond
building» Bétovrag we evvorohoyikt g Baon v évvoa
0V «jim) vAtkov». O tomoBetioelg kar o1 mpoPAnpatiopol
AVaQopIKA 1€ TI EVVOLES 7OV OyeTiovTal e To edio
«répav mg VANG», paivetar va mmyadovy and pia
QOMEPCL KPITIKTG QITEVAVTL OF QUOTNPA LOPPOAOYTKES
1] TEKTOVIKEG APYITEKTOVIKEG pooeyyioes, TTpémet,
pepaa, va onpeiwdel 6T n Evvora Tov «Epav Tov vAKOU»
avapipetar og Eva evpl medlo etepdrAnTwy epeuvnTIKGY
10020V ka1 TpofANUaTIOH®Y.

Ta napdderypa, avohmperg ov avagpépovar oty
TEPIOXT] «TEPAV TOL VAIKOL» £X0UV WE aTjpepa
xpnoomom Bel yia va mepryplapouvy un-ovpfatikd

VAIKd (0o, yia mapaderypa, pevotd, petafailopeva
ka S-avndpavra) | vikd petafintod oympatog
katbomrev (0mae, yia mapadeyua, mukvottag,
Ypouatog, Siagavelag). ¢ «un-vAtkés, Aoutdv, ouyva
Xapakmpifovran vea 1y uf ovvniopéva vAKd, 1) akopn
KOl yYo)OTA DAIKA Ta 0710la, Opme, ¥pnoomotodval Eave
HE EVAMAAKTIKOUG TpOTIOVG. XapaxtnploTiko mapadetypa
anotehel o Blur project tov Diller kan Scoffidio: to
obvveqo [J.Hill, 0.Bouman, L.Spuybroek] ktipto.

To «un-vAik6» epUnVevETAL £MTOTC WG TO PN-0paATO,

1) MGG T avTAnITTd pe Ghheg (eXTOC TN OTTIKIC)
awBnoes. H axor, n pupwdid, n yebon, n apr, Ba
Hopodaay - AW Kat 1 6pact) - va katevbivouy tov

- oyeblaopo kan v artotedéoouy kevtpikd aEova oo

omowo g alvBeong evog xdpov. Ta ototyeia Tov xdpov
70V avagpépovral oe aiodnoelg ekTog g Opaong, dev
QIOTUTIMVOVTAL KAl SEV QvamaploTmVIaL TO0O eVKOAA

000 Ta ok epebiopata. I autd kat Sev kuprapyovv

0g oyedlaoTika peoa ka epyaeia. Qotdoo, cuvtedoly
abap@uopimra o oAl peydro fabuo om Siaudppwon
OV TOOTNTWOV KAl NG eumelpiag tov xwpov. [B.Colomina,
ABarbara, C.Classen, M.Jay]

To «un-vhid» Exer eppnvevBel ka wg N atpodoEapa evog
POV - 10 ATAOTO, AUTO JIPOG TO OT0I0 TAVTA Teivel N
UPYITEKTOVIKT], KAl TO 071010 TavTa g Se@elyel. Minwc,
Oj0G, 1) atpdo@aipa eivan e§ oprapod mépav Tov apeca

The immaterial has also been posited as the non-visual,
or alternatively as that which is perceived by senses other
than the visual. Design may be led by sound, smell, taste
or texture, rather than simply by sight. The elements of
space that refer to something other than the visual senses
cannot be mapped or represented as easily as the visual
ones can. They do however create spatial qualities, and
can be handled by the architect as a designing element or
‘tool’. [B.Colomina, A.Barbara, C.Classen, M.Jay]

The immaterial has also been interpreted as the
‘atmosphere’ of a space: the unreachable, the thing that
architecture always tends towards, but always escapes. But
is ‘atmosphere’, by default, beyond immediate perception?
Beyond the describable? Is atmosphere to be found in
those aspects of space that attention and consciousness
cannot grasp? [M.Wigley, M.Heidegger]

Other studies consider the immaterial as the ‘idea’ of a
building, the ‘concept’ related to the form rather than to
the materiality of a building, while still other texts break
the dipole of form versus matter, and interpret the things
or buildings as a result of exchanging forces. [G.Deleuze,
B.Massumi]

The immaterial has also been suggested to be the
processes involved in the creation of a building. In this
sense, the political and economic networks, activated

by the making of a building, are strongly related to its
tectonics or materiality, but remain invisible in the

built outcome. The building is not only the activities it
‘choreographs’ or implies, as a finished object. It is also
the procedures and events that it causes, or supports,
implies or uses, in order to be created. For example, the
places its materials come from, the way they are produced,
the groups of people that are involved in their production
and transportation: these things are also part of the
building. The whole network of procedures involves events
that are activated, (or at least re-enforced or promoted)

by the design of the building. [J.Derrida, K.L.Thomas,
D.Harvey]

New technologies, the hybrid conditions between virtual
and physical, and the electronics embedded into physical
environments have also been considered as non-material
elements of architecture. Mobile phones, GPS systems,
portable computers, digital cameras and wireless
networks: all of these technologies record, map, ‘save’,
‘remember’ and transfer spaces, actions, connections and
experiences. Although these new media are parts of the
space, their particular materiality keeps them away from
the traditional field of architectural research. The question
is, how should the architect respond and design within the
contemporary world, where space is constituted equally by
conventional materials and by wireless networks and new-
technology-gadgets? [R.Coyne, G.Flachbart, P.Weibel,
R.VanToorn, W.Mitchell]

Within this broader field of inquiries around the
‘immaterial’, we are developing questions about the

limits of architecture, of representation, of design and

of the conscious or unconscious perception of particular
elements of space. In this particular design experiment we
have focused in the issues of sound and of the sensuous,
although other aspects of the ‘immaterial’ - almost
invisibly - enter the game...
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avTinIrTod kKat tpoodiopiotpov; Mimeg n atudo@aipa
evde XMpov elval Ta YapaKTnploTIka Tov exelva, Ta oroia
8 yivovtar avrinatd amd v ouveldn T TpocoyT Kat
okéyn; [M.Wigley, M.Heidegger]

AMeg pehéteg evromiovy To «pn-vhikd» oy ida v
«Bba» evog KTpiov, oe $va evvolohoyikod shaiato Sniadn,
OV OYeTI{eTal TEPIOTOTEPO PE TNV HOPPT| TAPA HE TV
VAOTITA TV KTNpiov, evi Ahkeg Siappryvibouy To SimoAo
HopPrIc-OANE, kKatapyhvtag onowadnmote Tétola SuioTikn
avTiAnyT] Kal eppnvetiovTag Ta KT pLa g anotehéopata
anhemiSpaong uvdyiewv. [G.Deleuze, B.Massumi]

To «pn-VAlko» CLGKETIZETAL WG EVVOLa KAl pe Tig 161eg
1g Srabikaoieg tapaymyng Tov kmpiov. Ta moAmika kau
owovopkd Siktua mov evepyomotobvial akpiong armd

m Badikaoia g kataokeurg evog kmpiov Sammpoiv
avamopevkta pla otevi oxgorn pe ™y TpdEn e
owoBopnoNe - 1 aAhdg TV VAKOTNTA TOU KTNpiow - Al
RAPAREVOLY KATA KATOL0 TPOTIO «adPATA» OTO KTIOPEVO
Tehko anmoteheapa. O avBpwiot mov epydlovral oty
KOTAOKEVT] TOU KT Lo, 0 TOTOG KATAYWYNG TOUG, GT0l
KOTAOKEDAOAY T VAIKA 10U Xprotpomomonkay kat
dooL Ta petépepay ekel, epmidkovial oe Siktua o
TPOPOBOTOVVTAL AITO TNV TAPAYWYT] EVOG KTIOPEVOV
YOpov, ahAd pévouy Tehikd pn-opatd. Epwtipata mov
Tifevian oyeTidovral [e Tov pOAO TOL ApPYITEKTOVA Kl
v ayéon avapeoa ota Siktva mapaywyng ka my idia
v oUVBEOT] - TOGO OE TIPAKTIKG OO0 KAl g8 PLIAOCOPIKO
eninebo. [J.Derrida, K.L.Thomas, D.Harvey]

O1 véeg Teyvoloyieg, eite wg eEapTiparta - popnTd
AVTIKELPEVA, EITE EVOWUAT@UEVES GTOV KTIOHEVO XWPO,
kafopidovy ywpikég o0 TEG, Bnuiovpyoly guvbeoeig,
veoug «tomovey, media kar opra. Kivnta tiégava,
ovotipata GPS, popntol LTOAOYIOTES, YNPLaKeg
Kapepeg, aovpuata Siktoa internet, anoTummvoLy,
«amoBnKevOUY», «BUHOLVTALY KAl HETAPEPOLY TONOUS,
Spaaelg, ouvBEoelg kat epmelpiec. Mohovom Ta véa autd
péoa anoteholy oTolKEla TOV XOPOL, N BnTePOTTA
g LAKOTNTaE Toug Ta kabota Eéva ato cupfatikd
neblo Epevvag Tov apyrtéktova. To epompa o tibetay,
Aoutov, etvat: o10¢ etvan 0 pOAOG TOV APYITEKTOVA 0TIV
£710T) 7OV 0 ¥Mpog Snpovpyeital To00 and ovpfatika
VAkd 600 Kot amd acvppata media ka texvoloyicd
gadgets; Ti add\&ler - péoa otov uBpiikd anuepvo xmdpo
- Tov TpOmo pe Tov onoio ekeivog oxedialey; [R.Coyne,
G.Flachbart, P.Weibel, R.VanToorn, W.Mitchell]

MEoQ 08 QUTO TOV EVPLTEPO TPOPANUATIONO OE OYEOT

LLE TO «|N-VAIKO», QvamTOOGOVHE EPWINLATA 08 OYEOT]

LLE Ta OPICL TG APYITEKTOVIKIE, THE Avamapiotaog,

oV oYeSiaopol Kal Tg ouveldn g 1 pn avtiAnyng
HELOVOUEVEOV OTOTYELWY TOV XOPOU ad Tov xpliom). Xtov
OUYKEKPIEVO OYEGIAOTIKG TEWPAUATIONO EMKEVIPOVOUHE
1o evlagEpov pag ato BEpa Tov KoL Ko g
awbavrikdTTag, alhd oyedov adopata kai o1 vdAOUTES

EKPAVOELLC TOV «{-DAOU» EPYOVIAL VA PITOUV OTO A VidL...

Avd emuhoyo
H oygon avapeoa oty 18éa, T0 0O, TOV XOPO KAl T
ovvBeon enavanpoodlopidetat. O Snutovpyog kpiveral
péoa amo ) Sayeipion me oxéong avtig. To un-
LAKO yivetan 1o vEo «vhikd». Ot anoBmjoeig mépav tov
OITTIKOD KPLVOVTAN QUTapaiTnTeg MAEOV Yia T AeEIkO
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Instead of a conclusion
The relations between the idea, the body, the space and
the design are being re-negotiated. The architect is judged
through the way he deals with these relations. The non-
material turns into the new ‘material’. The ‘beyond the
visual’ senses are necessary now for the new ‘vocabulary’
of architecture. The creator is being ‘translated’,
‘repositioned’, ‘re-orientated’; he is being de-materialised
through his design proposal. He draws the draft lines for
the exploration and then he is seen through his absence.
The architect faces the visitor not as an observer but as tht
one who is situated within the space and co-creates it with
his presence, providing a continuously changing space.

Our proposal, finally, negotiates the notion of the ‘beyond%l
the material’, the ‘beyond the built’, the new kinds of
materiality. It also engages with the issue of the human |
presence, through its action, movement and interaction, "‘[
as one of the main elements constituting space and its
qualities. A space formed in this manner is by nature
fluid and changing; it is constantly reformed through the
actions and the configuration of the human bodies. This
happens anyway in the actual space we live in. In the
space of the installation, though, the new technologies
and the interactive system ‘exaggerate’ and magnify the
effects of human movement in space, bringing forth anew;
questions about the creation and the interpretation of
space.

The visitor himself is invited not only to re-create the
space of the pavilion, but also to re-create and re-consider%
the possible synthesis of meanings and questions
regarding human presence, the role of the architect and
of the user, and the limits of architecture within the
contemporary, changing, and electronically augmented
inter-connected world.

The curators
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T apyriektovikig. O nuovpyog «petappaletars,
«enavatomobeteitar», «emavanpooavatoAletaly,
efabhmvetan peoa amod v mpoTaot tov. Xapddel Tig
KkatevbuvTipleg ypappee yia vy ekepetvnon kal ot
QUVEYELT KPIVETAL HECT AITO TNV AOVOIA TOV, Tapovaic
0V £pyov Tov. O EMOKENTNG AOKTA Tpdafacn oto un-
vhkod. O Snpovpyog Tov avnpetomidel 6x1 wg mapatnpnT
MG ¢ auTodv mTov Pploketal pEoa oToV XMPOo Kat

T0v Slapoppmvel e TNV mapovaia Tov kabe otiypr,
AAPAYOVTAC EVA AVOLYTO Kal ATéPUOVA HeTaBarAopevo
£pyo.

H pbtaot] pag teAikd Sraspaypatedetal Ty Evvola Tou
«IEPAV TOU LAIKOL», TOU «TIEPAV TOU KTIOUEVOL», TIC VEEC
Hoppeg vatkotnTag. Alaspaypatevetal emiong o Hepa

g avBphdmyng mapovaiag, Sphong, adinienidpaong

Kkai kiviong w¢ Baoikd otoryeio e oLykpdHTHONG

0V Y@POU Kl TV o0t Twv Tov. 'Evag xopog tov
Blagope@VETAL KATA QUTO TOV TROTIO, AVATOPEVKTA
kafiotata petafintog, pevotoe — petacynuaTideTal ka
avafapoppovetal kabe otyun avaroya pe tig Spaoeig
KOl TOUG OUOYETIONOVE TwV avOpomvey ompatmy. Avtd
oupBaiver 00TG 1 AAAWE OTOV TIPAYHATIKO XHPO aTOV
onoio {ovpe. ETOV X®PO TNG EYKATAOTAOTG - OUW®GE - O1 VEEQ
tegvohoyieg kKt To Srabpaotikd ovoTnua «vaepPdihovv»
v emibpaon (kat Tov TpoMO Kau eidog g emiSpacnc) Twv
avipOmvaV KIVIOE@WY OTOV XMPO, ENAVAPEPOVTAS LE VEO
TPOTTO TO EPMTN A TEPT TNE CLYKPOTNONE Kal eppnveiac
0V X(POU.

01610 0 £MOKEMTNG KAAelTan OY1 HOVO VA ava-
nuovpynoeL TOV XWPo TOL TEPUTTEPOL, AAAA Kal TIg
evBeyopeveg ovvBEoelg vonuatwv kan tpofAnpanopmy
0€ OyE0T) Le TNV avBpamvn apovoid, Tov poro Tov
UPYITEKTOVA KA TOV XPTOTH, TA OPLa TG ApYITEKTOVIKTG
oToV oUYYpovo, petafaloievo, TAEKTPOVIKA EVIOYVUEVO
ka S-Sk tvwpévo kdopo.

OrempehnTég
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