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Executive summary 

 
This report aims to investigate the pertinence of public art in people’s experiences by studying the newly 
designed urban trail ARKENWALK in Ishøj, a suburb located in Sjælland, Denmark. The analysis 
addresses how the premises of the red curved lamps placed by the Danish designer Jeppe Hein, are part 
of the intentions of improving the experience of walking from the Ishøj train station towards the Art 
Museum Arken. Because places and consumer experiences are always scripted through design by its 
creators, we want to illustrate how experiences are richly various and unpredictable. We initially discuss 
how designed public spaces and artworks can be researched, and how spaces are experienced in 
different ways. To better understand these encounters between human subjects and designed urban 
environments, we suggest using a theoretical approach based on three dimensions as a lens to 
investigate the ways in which the trail is experienced.  
 
We have examined these experiences qualitatively by observing and being in the field, through vision 
recordings using an eye-tracking technology, and with semi-structured interviews with first-time visitors 
of the trail. Acknowledging that a solely sense cannot be isolated, we instead offer an account of the 
potentials of a special focus towards the vision within an emplaced, bodily experience fed by the 
wholeness of the place. Using gathered data, our analysis explores the act of seeing through the eyes 
of the visitors. We found relevant aspects such as imagination, playfulness, ways of looking, affordances 
in materiality and natural elements important for the experience. Insights that not only can be considered 
in ARKENWALK, but also applicable for other places or projects alike. Thus, the report intends to show 
and evaluate the relevance of displaying public art in outskirt areas to improve the overall experience of 
its visitors.  
 
 
 
 
 
KEYWORDS: PUBLIC SPACE, PUBLIC ART, ART AS A LANDMARK, VISITOR EXPERIENCE, VISUAL SENSE, EYE-
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ARKENWALK as a case of study  

 
ARKENWALK PROJECT 
 

To study the relevance of art in public space and its pertinence in human perceptions, we found 
it interesting to select the newly built urban trail ARKENWALK (2021) as a case study. A route of 2,2 
kilometers of length that goes from Ishøj station to the Museum of Modern Art, Arken. This art trail was 
developed as a competition proposal in 2016 by Kristine Jensen Tegnestue, the Danish artist Jeppe Hein, 
and the art agency Creator Projects. The project later became a collaboration between Ishøj municipality, 
Realdania and Arken. It aims to create an engaging art trail by letting art, architecture and landscape 
merge (Realdania 2021a,b).  
 
Besides the novelty of the art trail the choice of ARKENWALK as the case of study is also based on the 
intersection of different intentions, making this case particular. It combines issues of urban renewal 
intended to elevate the identity of the city and the wayfinding towards Arken, but at the same time 
performs a function of lighting up the route addressing issues of safety. On the other hand, it lets art be 
an imaginative experience that embraces playfulness, a bodily and mental engagement. For instance, 
Jeppe Hein, in one of his interviews, argues that art is not supposed to be understood, but experienced 
and felt through an embodiment and a visual recognition. He hopes to bring smiles and play with ‘what 
is art’ today (TV-Ishøj 2021).  
 
ARKENWALK is composed of different areas (fig 1). The first part of the trail, starting from the train 
station, has an urban character. In this part, the path constitutes a connection between buildings and 
shops, the corridor is part of an urban square where people can move but also stay. After 0.9km, the 
space starts to change abruptly from a tunnel to a residential area where the textures and colors 
disappear, but the elements enforce the continuity of the corridor. Houses and front yards are the main 
focus of this part of the route, where the dynamics are slower and quieter. After 0.6 km, the trail turns 
into a natural landscape, where pristine grasses, plants, and trees create a natural character. Finally, 
there is placed a 78-meter-long wooden bridge designed to pass through and walk along the water 
that surrounds the museum with complementary pieces of public art. 
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Fig 1. Map of ARKENWALK and its areas  
 
THE DESIGNED ELEMENTS 
 
The trail includes characteristic designed elements that highlight the specific areas along the route; 
colors, textures on the ground and walls, selected plants in designated green areas, a wooden bridge, 
signs, lamps and pieces of art that enhance the experience (Rasmussen 2021, 19). 
 
What characterizes the route is that it involves public art pieces that have been integrated into the area. 
One of these pieces are the 32 red lamps, distributed along the route with more than just the intention 
of enlightening the space. These were created with the purpose of guiding people, but also to bridge a 
special connection with people that look at them. According to Nicholas Baume (member of the Public 
art fund in Copenhagen), Hein as an artist uses an: ‘everyday, utilitarian, urban street furniture into a 
sculpture, but a usable sculpture’ (Borrelli-Persson 2020). For him: ‘art can be both a wonderful 
imaginative experience but at the same time perform a function, and in fact perform a function in a way 
that enhances the social experience of public spaces’ (Ibid).  This is exactly how the red lamps in this 
case show the artist's intentions of multidisciplinarity in the public space.  
 
The lamps also represent an aspect of playfulness and interpretative experience. The constant 
interaction through the path and the diverse forms and movement, try to evoke a sense of amazement 
in the audience.  Regarding Jeppe’s art, for him his work must allow each viewer to: ‘embrace their sense 
of wonder; offer them new perspectives on [themselves], each other, and the spaces we have in 
common; and create the conditions that foster moments of joy, empathy, and fellowship’ (Borrelli-
Persson 2020). This means that his work is in a constant search for meaning given only by the viewers 
of his art, in this case, the red lamps. 
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THE TARGET FOR THE CONSULTANCY WORK 
 
As introduced, ARKENWALK has several interesting layers, which were beyond the scope of our study. 
But we decided to follow a brief for evaluating experiences in outskirt areas and the effect of the 
designed red lamps. This seemed to be the most appealing direction in order to understand the role of 
public art in these spaces. Therefore, the report is concerned with the intended design formulated by 
Realdania and Jeppe Hein, combined with the experience of the place performed by the visitors. This 
section assesses the philanthropic goal and intentions of ARKENWALK from the Realdania perspective. 
To elaborate later on how Jeppe Hein interpreted this assignment and what kind of experiences he 
aimed to achieve by placing the red lamps in the trail. 
 
AN EXPERIENCE OF THE PLACE- INITIATIVE BY REALDANIA 
 
Realdania is an institution that offers financial support and strategic advice, working in partnerships with 
relevant stakeholders. They assist large and small projects that contribute to their 6 philanthropic goals 
and their overall mission: to create quality of life for all through the built environment. In addition, they 
initiate projects that address challenges facing the built environment in our society (Realdania 2021c).  
 
One of their key philanthropic goals is Promoting sustainable cities (Dan. Fremme bæredygte byer). This 
centers on supporting projects in Denmark that could boost the local economy, strengthen social and 
cultural communities, promote social cohesion and green spaces, and develop green solutions that also 
can reduce climate impact (Realdania 2021d). Thus, ARKENWALK is a project addressing the strength 
of social cohesion and green spaces. Realdania selects certain places in the outskirts based on the 
argument to further establish a sustainable balance in cities, add quality of life, and create attraction for 
residents and visitors (Ibid.). Thus, Ishøj and ARKENWALK comply with these intentions. As the Program 
Manager Astrid Bruus Thomsen expresses:  
 

’ARKENWALK is an interesting urban and landscape project, where landscape architecture and 
art experience create attraction and urban quality in a suburban city, which was laid out and 
expanded in the period from the 60s to the 70s. I am very much looking forward to the 
realization of this project, which in a very nice way focuses on the importance of green spaces 
in cities and the value of the artistic and playful in a busy everyday life’ (Realdania 2020a).  
 

This indicates how Realdania wanted to focus on visitor experiences with the intersection of public art 
and the landscape. In other words, the aim was to create and enhance the experience of walking from 
Ishøj station to Arken art museum (Realdania 2021e). 
 
A SENSUOUS ENGAGEMENT- INITIATIVE BY JEPPE HEIN 
 
As a complement, Jeppe Hein works around creating happiness through the small experiences of 
everyday life, pleasing the mind and encouraging people to explore their surroundings (Borrelli-Persson 
2020). It is important to emphasize that according to Jeppe Hein, these responses are merely subjective 
where there is a possibility of creating smiles and enjoyment, or that there could be no reactions at all. 
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He is conscious about it, placing his pieces with the intention of addressing everyone, but not forcing 
them to feel something specific by saying:  
 

‘I’m trying to open a small door in each one of the people [who are] seeing and experiencing my 
work, and give them space or room for whatever they are feeling. I’m not going in saying, “You 
should feel like that,” or “No, you’re not allowed to think like that,” because that would just end 
the story. If I can add something to that story, and just accept it, then it’s very beautiful, I think’ 
(Ibid.).  
 

In this case, the red lamps in ARKENWALK are intended to add a playful dimension and a layer of 
fantasy. The aim was to give the lamps a quality of being imaginary and to arouse curiosity (Realdania 
2020a). In a way, the red lamps are creating an extension of Arken and adding an experience beyond 
than usual when getting out from the train station. As Christian Gether, museum director at Arken says:  
 

‘...The citizens of Ishøj can look forward to an artistically designed urban environment, which 
both involves, stimulates the senses and provides food for thought. At the same time, Jeppe 
Hein's whimsical streetlights help to give the experience a touch of play and imagination.’ 
(Realdania 2020a)  

 
Thus, the target of this report is to understand the experience of ARKENWALK, and how they might be 
part of a playful dimension with layers of fantasy. 
 

AN OPEN BRIEF - KEY POTENTIALITIES 
 
Considering the intentions and goals of Realdania and Jeppe Hein, the brief that we designed as a group 
is not only to give insights and recommendations to them but also other entities that are interested in 
developing an engagement of the public by using art in urban spaces. Mostly because there are some 
visual intangible engagements that are invisible to the eye that could be considered when creating these 
types of projects. This report can be helpful for entities that are working on blending cultural elements 
with existing landscapes. Places where communities aim to develop a connection between the everyday 
urban elements with their own universes and experiences. Thus, this report will help to understand: 
How can public art help stimulate the experience in and of an outskirt area? 

 
Hence, we aim to research the visitor experience of designed places and critically consider public art on 
ARKENWALK. Because this project was launched in August 2021, it still remains unclear how people 
experience this route and the specific encounters with the physical elements and environment. The 
report can be helpful to understand more in detail these experiential moments of the entire walk and 
how public art can be relevant for areas like this. For this, we need to combine a set of methods to 
overcome the human memory limitations regarding the descriptions of an overall experience. Therefore, 
our research upon ARKENWALK demonstrates the possibility and potential of using eye movement 
data combined with interviews to evaluate the overall visitor experience. This is not only to plan and 
create effective designs of future projects, but also to evaluate experiences of designed areas where 
public art plays an important role.  
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OUR RESEARCH FOCUS  
 
The intention of this report is to give voice to the visitors of ARKENWALK by investigating their 
experience, more specifically how the public art shapes the experience of this trail. When we refer to 
the experience of a place, we focus on urban places experienced by visitors as temporary walkers. Thus, 
we understand the experience of the visitors as a result of the specific bodily encounters with the 
designed environment. How people experience places will be related to how their senses construct the 
reality of the place, through the combination of different senses. This is considered by Degen & Rose 
(2012) as a sensorial perception (3276-3277) which for us is crucial to define how visitors' experience 
the place. In consequence, it is also important to explore how perception plays a role in this matter, 
because it is supported by the senses, which means that ‘(...)in our everyday perception most of us “see” 
aided by the interplay of all the senses. We can only make sense of the whole when combining the 
information of all the senses’ (Degen 2002, 55). With this in mind, we are addressing the lived 
experiences of walking ARKENWALK and therefore, the research question that will guide our report is:  

 
How do visitors EXPERIENCE ARKENWALK and how does the PERCEPTION of PUBLIC 
ART contribute to this?  
 

This research will be supported by the following secondary questions:  
 

1. How does ARKENWALK affect the visitors and how are visitors responding to it? 
2. How do visitors engage with ARKENWALK? 
3. What are the urban elements that get the most attention in ARKENWALK and how does its 

materials influence visitors’ engagements? 
 

INTRODUCING OUR APPROACH 

To have a whole comprehension of the scope of our research and the recommendations developed after 
it, we believe it is important to have an acknowledgement on how we approach to analyze the 
experience of ARKENWALK. For our research we use an approach based on (1) visual reactions and 
emotional responses (2) their diversity of engagement, and (3) how the reactions, responses and 
engagements are influenced by the materials along the trail. These aspects are a blend of inspiration 
from several authors who have identified and developed research to study experiences of designed 
places and public art. We believe that studies on designed urban spaces need to be involved while 
studying a place like ARKENWALK but also research that has been done regarding public art in public 
spaces. Therefore, we used two studies of inspiration to create an approach that considers both aspects. 
Collectively, these theories enable the report to examine the experience of the visitors through: 
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Fig 2. Diagram of our approach  

What is important to understand is that experiences and perceptions are subjective and might be 
difficult to identify. We find it interesting to study the mentioned dimensions that create a whole 
relationship between the audience and the art trail. Although there is an acknowledgment of the 
diversity in engagements and perceptions, we will try to find the commonalities in the experiences while 
walking through ARKENWALK. In the section Our Approach (pg. 22) we discuss further which 
theoretical concepts we are using as inspiration to create a better understanding of the experience. 

 
Insights & recommendations 
 

As a consequence, we present our findings and recommendations as a reflection of the 
dimensions mentioned above in our approach. Which constitute the result of the applicability of 
methods, gathered data, and theory in an academic analysis. Thus, in this section we rescue the key 
findings worthy of recommendation. This to achieve the aims of this consultancy.  
 

KEY FINDINGS - THE EXPERIENCE OF ARKENWALK 
 
Therefore, we developed the most insightful key findings in the following diagram:  
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Fig 3. Diagram of the key findings  
 

RECOMMENDATIONS  
 
According to these findings, we identified weaknesses and potentialities of the place and translated 
them into proposals for recommendations. Overall, we found that public art can contribute to the 
experience of ARKENWALK. Mostly because the perception of the red lamps has a huge impact in 
stimulating the experience and engagement due to its shape and displacement together in certain 
locations. In general, we find that ARKENWALK creators have done a great job. However, we see how 
the potential of these peculiarities of the lamps can be enhanced even more. Therefore, we give some 
proposals to exploit these potentialities.  
 

ENHANCE PHYSICAL FEATURES 
 
CURVY SHAPES DISPLAYED TOGETHER 
 
Our findings show how some characteristics of the red lamps were more appreciated and meaningful 
for the experience to the individual. We detected a significant relationship between the individual with 
the curvier lamps rather than the less-coiled conventional lamps. The visitors attributed significant 
meaning to these types by the way they were triggering a better response from the audience 
(imaginative or creatively) in specific spots of the walk. Furthermore, visitors let their imagination play 
with scenes of alternative universes, generating a particular moment in their experience and creating 
memorability. Thus, we believe that the lamps should be curvier to guarantee this imaginative 
engagement. We also found a significant response between the lamps displayed together as a cluster 
and the visitors. This is reflected in regard to how visitors assess this as a meeting point, play or to 
admire its visual qualities. For this reason, the general recommendation is to group more curvy lamps 
along the trail to make more space for the imaginative state of mind throughout ARKENWALK. It is 
likely that a more positive appreciation of a group of lamps relates to its ensemble character. The lamps 
that are grouped recreating a specific scene, are the most memorable and boost people's minds 
stimulating their creativity. As part of this, we also recommend lowering some lamps, so it would make 
it accessible and possible for kids to play more with these, allowing a better physical engagement (no 
2 fig 4). 
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CREATE ENGAGING SPOTS  
 
BRING IN LIVELINESS TO UNSEEN AREAS  
 
We found out that the spatiality of the place is also important in the experience and the differences in 
perception are significant among certain areas. The more urban spots were generally assessed as 
confusing, monotonous and ordinary by the visitors. This is because our research addresses how the 
distance between the red lamps in the residential area do not work as a guiding element, which can 
make the experience of the trail confusing. Furthermore, these urban passages were also perceived by 
some visitors as uninteresting where the gazes were focused mostly in the ground. For this reason, it 
could be suitable to implement complementary urban elements as artworks at an eye-level, so 
people could perceive it easier and engage with it better (no 1 fig 4). This urban furniture could be 
useful to afford the physical playfulness of kids and possibly bring more interactions from adults, by the 
way mundane urban elements can be an attractive piece of artwork. Benches, temporary roofs, trash 
bins, or mailboxes could be involved within the same characteristic playful design, and a way to bring 
in liveliness in these certain spots of the route. We suggest these should be implemented as artworks 
along these urban passages to make them more interesting while walking. 
 
PLAY WITH NATURAL SPOTS  
 
Nevertheless, the perception of walking the natural path and the final part of the bridge is generally 
assessed as positive due to the openness, wooden surrounding, the scenic view and the perception of 
peace that it impregnates. We noticed the importance of the natural elements in the experience, which 
can be enhanced and create a relation with the designed elements such as the bridge with its wooden 
surface along the river, the artworks, and the facades of the museum. These more green and quiet areas 
were assessed as the most attractive ones. This is why we see how the red lamps can complement the 
natural areas even more as a landmark for the landscape. Therefore, we recommend the designers to 
exploit this relationship between public art and landscape even more by adding red lamps in 
different heights into the water next to the bridge or putting them in a way that they are framing 
natural views. Moreover, we also found that visitors connect specifically with the view of the water. This 
distinct area can also be framed with urban elements to afford the enjoyment of nature (no 3 fig 4). For 
this reason, we also advise to include sitting points nearby or on the bridge as an example to enhance 
the social space along the water. These additions would provide proximity of people with the water and 
would encourage visitors to take more time to enjoy the place even more. It would enhance the bridge 
as a meeting place that invites reflection, imagination, and new views and perspectives. It also will 
support the lack of light when the dark overtakes, because the red lamps in the water would still be 
guiding the visitors. 
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Fig 4. Map of recommendations located and visualized  

Public art & perception 

Public spaces are consumed and inhabited daily by society while life happens. They have 
different elements to complement people's experiences, feeding their minds and linking them to 
personal meanings. While art, according to Heidegger (1993): ‘opens up lived worlds of experience to 
meaningful insight’ (cited in Harrington 2004, 178). Public art refers more to a communal expression as 
the association of public art states:  

 
‘Public art can express community values, enhance our environment, transform a landscape, 
heighten our awareness, or question our assumptions. Placed in public sites, this art is there for 
everyone, a form of collective community expression. Public art is a reflection of how we see 
the world – the artist’s response to our time and place combined with our own sense of who we 
are’. (Association of public art 2022)  

 
When referring to public spaces, public art and its relation, we can say that the second, helps to enhance 
these spaces. According to Zebracki (2013): ‘art in public space dates back to classical antiquity and it 
has evidently been part and parcel of civil societies and urbanisation processes across the world’ (303). 
Therefore, we find it interesting to understand the fundamental aspects of public art in society, space, 
and how people interact with it. 
 
We would like to expand the understanding of the possible reactions and relations that art in public 
spaces generates within the minds of those who experience it. As Doezema and Hargrove claim: ‘its 
success is measured by its ability to soundly convey physical and mental images, namely 
representations, and elicit responses, which are multifaceted by their very nature’ (cited in Zebracki 
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2013, 303). Which makes us question the importance of the senses in the whole experience of public 
art to get an intentional statement for anyone that could inhabit and use the space.  
 
Consequently, the role of perception between the relation of public art and people differs from art in 
general ontologically, because the artwork does not consist only of the object. Public art is peculiar in 
that it integrates the site as part of the content (Zebracki 2013, 303-304). To study public art, the 
audience and the context are the frontiers that need more research. The perceived match between 
artwork and place is relevant to the extent that the public artwork and its site are perceived as suitable 
to each other (Ibid., 304-306). In the field of perception of public art, the research has been mainly 
developed from the perspective of its producers and planners (Ibid.) But other theoretical approaches 
have also been developed. A clear example is those who have focused on researching the embodied 
experience and perception of art in public spaces (Massey & Rose 2003, Degen et al. 2008), but it seems 
insufficient due to the lack of substantial data from the user’s own perspective, mainly being covered 
through observations. Nevertheless, the perception of the audience has been a neglected unit of analysis 
in public art research (Zebracki 2013, 304). Zebracki has worked on it, but there is a need to understand 
in a more profound way how people perceive public art in relation to its site and the overall experience.  
 
The ideas of public art and designed spaces are already pre-established by the artists and designers. 
Zebracki (2013) talks about the missing relation between art and its environment arguing that ‘claims 
are brought forth by creators and planners of public art and they imply a set of assumptions that have 
hardly any empirical foundations to built throughout the publics’ (304). He defines it as public artopia 
where public art is a domain of various under researched claims about what art does to people and 
places (Ibid.). Unproven claims about public arts effect also indicate looking at how the artworks are 
experienced by the visitors. But instead, according to Massey and Rose (2003), ‘knowledge about public 
art, including its definition, is kept as the exclusive preserve of critics and practitioners’ (12-13). 
Furthermore, Kant refers to this as Sensus Communis (cited in Harrington 2004, 85) where the society 
judges a piece of art and then an acceptance is established. This denotes a general judgment from the 
audience experiencing a piece of art, where someone claims something about an element, and 
immediately it is recognized as a common feeling (Ibid.). Therefore, assumptions from the creators 
enhance the pieces of work, pressing on a prompt relation between the object and the audience.  
 
Nevertheless, Zebracki’s (2013) studies showed that in general people seemed to be moderately 
engaged without forming an opinion about public art. This gives us a reason to do research on the impact 
of public art, its place and its audiences (314). Specially to understand how public art is perceived in 
public spaces and how it affects the experiences of a place in general. For instance: ‘Martin Seel (...) 
argues that value in art arises from the way works of art transfigure everyday experience. Works of art 
evoke ways of seeing, ways of “making experience” out of the experience we already “have”’(cited in 
Harrington 2004, 198). An evident connection that will be explored throughout this research. 
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Methodology - a sensory ethnographic 
approach 

In this section, we will present the methods employed for data collection that would support 
our approach through the research. The logic behind our research design arises from the challenges 
presented by investigating the embodied experiences and perceptions of public art. Affect is inherently 
both temporal, immaterial and ephemeral. It might be a blurry sensory stimulation and can therefore be 
difficult to describe. Especially since public art might evoke different effects and affects in people. 
Therefore, our main approach is sensory ethnography (Pink 2009, 2011a,b), because we are not only 
considering the things that are seen, but also what is not possible to perceive through the human-eye 
such as immaterial/visual engagements from others. Taking this into account, due to the consideration 
of other elements the experience of the visitors does not come only from one source, it is the combination 
of senses that creates a unique experience. Considering this, our research design will be a triangulation 
of complementary methodologies, which are participant observations, vision recordings, and interviews. 
Therefore, we will give an account of each method and elaborate on the relevance for our research. 

 
THE ENTANGLED RESEARCHER (participant observation) 
 
How visitors respond to the designed elements and the artworks is fundamental to our understanding 
of how ARKENWALK works. To learn more about the sensory, affective responses and reactions, we 
have engaged ourselves in ethnographic fieldwork. This was first of all done with notions based on 
Sarah Pink’s work (2011) with sensory ethnography and the study of the bodily performance of the 
visitors to investigate the different responses and affects that the route provokes. Our fieldwork involved 
participation in the whole experience of the art trail, walking through it towards Arken and being in the 
environment, rather than only looking at and collecting data from a distance (271a). As Pink puts it: 
‘there are certain forms of knowledge that cannot be understood simply through observation’ (Ibid.). 
Because it is a process of learning through the ethnographer’s own multisensory experiences, it requires 
(as researchers) our own engagement to attend to the ways in which we might draw on our own existing 
experiences (Pink 2011, 266-267a). Therefore, to analyze the experience, we acknowledged our own 
entanglement alongside other visitors (Ibid., 271). We believe that this method allows us to use our 
own experiences as a route to produce academic knowledge (Pink 2009, 64) as well as a way to 
comprehend the sensory experiences that the visitors are engaging in while walking (Pink 2011, 267a). 
In order to represent it, we as researchers need to leave behind scientific notions of objectivity, certainty 
or truth, to bring ourselves closer to the affective modes of the visitors. We believe our descriptions of 
our own experiences offer appreciation of how other visitors may experience and give meaning to 
ARKENWALK.  
 
Similarly, Musante (2014, 252) argues that the method of doing participatory observations incorporates 
collection and recordings of information gained from participating in a social setting to understand what 
is happening. The participation allows one to detect the more tacit aspects of places (Ibid., 251). Making 
a preliminary visit to the trail was a way of familiarizing ourselves with the place, visitors' activities, their 
patterns of movement, and interaction between them. We argue that co-performing the place with other 
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visitors, unlocks some of the embodied experiences and the tacit knowledge of the place. Musante 
suggests that there are different forms of participation, which spread along a participant-observer 
continuum, from non-participation to complete participation (Ibid., 262). During the participant 
observations, we alternated between the moderate participation of being present at the scene without 
actively participating, to an active mode of participation of engagement in what other visitors were doing. 
Often simultaneously doing both. Overall, these participant observations are a special contribution to 
document our initial impressions of the place as well as the ways in which other visitors were walking 
and responding to the designed elements. Therefore, through being directly involved in the activities 
we, the researchers, get as close to the experience as possible. 
 
Three preliminary visits were conducted with the aim to gather information at different times: on public 
holidays, during working hours, weekends, and during different weather conditions. This to understand 
how the sensing and experiencing humans is always emplaced and experiences are always 
contextualized depending on external conditions that form the character of the space (Pink 2009, 24-
25). Our visits confirmed these differences depending on the person that has the experience, the hour 
of the day, and the weather conditions. We documented our participatory observation by writing 
fieldnotes to retain what we experienced while being on site and wrote some in post-production. These 
addressed our own feelings, thoughts and reflections on what we saw, heard, smelt and touched, while 
other visitors walked besides us. In addition, photography functioned as an aid to record and document 
the physicality of ARKENWALK, moreover, to capture how visitors performed there (Pink 2011, 1b). 
 
However, we found that our research would lack substantial data only by being in place and by walking 
alongside visitors, because we would be missing more data from their point of view. For instance, some 
visitors seemed to pass by without noticing the lamps, which made it difficult for us to define the 
engagement, since not all responses were visible. The report also acknowledges Pink’s (2011) critical 
position of alluding to photography as the only truthful representation of spatial experiences. As a result, 
we aim to adopt a specific approach to ethnography also inspired by Pink, that emphasizes videos as a 
visual way of representing elements of the experience (272a). 
 

THE WALK AT EYE-LEVEL (eye-tracking) 
 
According to Kandel: ‘half of the sensory information going to the brain is visual’ (cited in Hollander et 
al. 2020, 258), which means that vision constitutes an essential sense for the experience of the users. 
In addition, Pink (2007) discusses the idea of walking with video (240) as a phenomenological research 
method that attends to the sensorial elements of human experience. We are inspired to use this visual 
method since it appears to be appropriate to generate knowledge and ethnographic understandings of 
visitors’ experiences (Ibid., 250). By viewing subsequent video recordings, the image becomes a way of 
re-experiencing a route of others (Pink 2011, 273a). Therefore, we are adopting this with a focus on 
recording the walking done by the visitors wearing eye tracking glasses. This offers a way to explore 
our given context of research, since knowing is: ‘situated and is bound up with human engagement, 
participation and movement’ (Pink 2009, 41). 
 
The recordings are complemented by inspiration from the go-along interview developed by Kusenbach 
(2003) and its potential to access aspects of the lived experience in situ, as participants move through, 
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and interact with the physical environment (463). However, this is used as an adaptation to investigate 
our specific research. Instead of walking along the subject accessing their experiences and 
interpretations (Ibid.), we will be in their shoes by recording what users are looking at while walking 
alone. This is done with the purpose of avoiding any type of interference on the users’ experience while 
walking along with them. The integration of walk-alones with the eye-tracking technology, will enable 
us to have subjective framings of the physical environment, articulated visually in the recordings of the 
research participants. The users’ experience started upon their arrival at Ishøj station. There they were 
asked to walk-alone through ARKENWALK to experience the trail. Participants were given a brief 
explanation of what they needed to do and were directed to walk while wearing the glasses until 
arriving at the museum. We were later able to analyze these recordings to see the visual engagement 
of ARKENWALK. This approach also relies on a component of movement which is also part of our 
theoretical framework enabling us to capture the visit and study the character of the trail, which is in 
essence about movement. 
 
Furthermore, eye-tracking technology allows us to measure the human’s visual perception patterns in 
response to elements in an urban environment (Sayegh et al. 2015, 42a). With the recordings of the 
eye-tracking we can explore the relationship between the visual perception and the users’ experience 
in a detailed way. The relationship between the users’ experience and the vision will be evaluated by 
understanding the movement of the eye while visiting the place. According to Hollander et al. (2019): 
‘Eye-tracking evaluates the movement of the eyes as a person gathers information from a scene; the 
eyes tend to fixate (pause) momentarily in a particular scene area, and then saccade (move) to the next 
fixation’ (4). With the assistance of this technology, we are able to see the visual attention that the user 
had at the moment and which elements caught their attention during the walk.  

The eye-tracking glasses, which not only record what the user is looking at, but also obtains data (via 
infrared) of the pupil’s movement. This denotes precise information of what people are fixating on and 
how they scan a general view. A software that is paired to the tracker overlays the pupil map onto the 
world view to yield a clear picture of the participant’s gaze throughout the walk (Sayegh et. al. 2015, 
43a). In the screenshot (fig 5) it is possible to see how the software shows what the participants are 
looking at. In this case, the viewer is focusing on the red lamp, which is marked by the green circle 
showing what the user looked at the moment of experiencing the place. Furthermore, this software 
creates recordings where a way of coding the videos were defined by the areas of interest (AOI). This 
refers to where people fixate the gaze in a longer amount of time, and as a consequence engage more 
with a specific element. Thus, we divided the AOI in five according to its character: the urban area, the 
tunnel, the residential area, the nature path, and the bridge. These framed the specific elements and the 
commonalities that people saw during the experience in each area. Thus, the selection of elements was 
made according to the number of views of a specific object. We believe that the eye-tracking glasses is 
a tool to bridge our methods, enriching the understanding of experiences in this context. In addition, the 
importance of using eye-tracking is to identify: ‘potential inconsistencies between what the test 
participant sees and what they remember about the space’ (Sayegh et. al. 2015, 44a). We believe that 
the eye-tracking recordings would provide an insight of how various urban excitement may have an 
influence on the visitors’ experience (Sayegh et al.2015b).  
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Fig. 5 Screenshot from the Pupil Player software 
 
TALKING WITH PEOPLE (semi-structured Interviews) 
 
Talking with people using semi-structured interviews was a method conducted right after participants 
finished their walk. With an outset in Brinkmann & Kvale’s interviews (2015), we apply the method they 
introduce as a qualitative research interview in order to focus on documenting and get close to the 
immediate and situated experience of the participant’s visits. More specifically, our data collection relies 
on what the authors coin as the semi-structured life-world interview, which has: ‘the purpose of 
obtaining descriptions of the life world of the interviewee in order to interpret the meaning of the 
described phenomena’ (2015, 150). This enabled us to understand their experiences articulated verbally 
and provided a key to unlock what is in the visitors’ mind.  
 
The purpose of doing the interview at the same place and day, was to be able to go into details, since 
sometimes people might forget things about the recent experience. Also, we can explore deeper 
feelings, thoughts, and perceptions that could be blurry after waiting for a long time. The combination 
of this method with the eye-tracking recordings, offers the opportunity to explore the synergies between 
words and images, to consider the relationship in the analysis process (Pink 2011, 272a). Because 
sometimes people do not express in words what they do, mostly because they are not conscious of 
what they are seeing and how they are doing it.  
 
Our processes of interviewing were initiated by using an interview guide designed to serve the purpose 
of directing the interview. With inspiration from Musante (2014), this guide was developed with the 
help of our preliminary participation in the field, giving us a direction to place our particular focus of study 
(258). By this, we identified key elements to formulate main questions, such as the walk in general, 
specific areas of interest, the red lamps, and public art in general. Simultaneously, we remained open to 
change of direction and unexpected information such as other references of participants as Brinkmann 
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& Kvale suggest (2015, 150). As a supplementary method, each participant was given a map of the 
route and a pen in case they needed to elaborate an insight pointing to a specific area. The purpose of 
this was based on the photo-elicitation method, in which photographs are integrated into the interview 
process, aiming to elicit responses (Shaw 2013, 785). Therefore, the map works as a complement in 
case the interviewee wants to reveal detailed information, helping them to elaborate on their responses, 
and provide a better frame of the materiality of the place. In addition, in the analysis process, we can 
compare the interviews regarding the points marked on the map to understand the information given 
better. 

 
DATA SAMPLE 

 
Our three visits, the 6 walk-alones, and interviews were conducted at various days and times, from week 
42 to week 46 of 2021. 6 participants took part in the eye-tracking walk, each one lasting an average 
of 30 minutes. The youngest participant was 24, whereas the oldest was 34. The informants were 
selected according to different backgrounds and occupations. The idea was having various contexts so 
we could have a broad idea on how different people perceive public art and how they had an interaction 
with ARKENWALK. In addition, nationalities were also important to us in accordance with the multiple 
perceptions that cultural backgrounds could influence the experience. We conducted and analyzed 6 
participants (fig 6) which we believe were enough to cover and overlap different insights and reach data 
saturation. We are naming the informants in a different way to maintain anonymity. 
 

 
Fig. 6. Chart on the 6 participants  

 
Theory - place & experiences 

 
Such a study presupposes a theoretical support to understand what it means to experience a 

place. We shall, in the following section, endeavor to gain a theoretical understanding of relevant 
concepts which might help our understanding of the experience of a place. Our point of departure is i) 
the importance of movement within a place because of the connotation of ARKENWALK as a trail. Then 
we develop ii) the experiences and perceptions of the designed environment, where the sense of vision, 
the materiality, the affordances, and the perceptions and affections will contribute to build a proper 
acknowledgement to be addressed in the later analysis.  
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UNDERSTANDING PLACE 
 
MOVING AND WALKING (IN PLACE) 
 
A theoretical understanding of place in the project is pertinent for determining how a place, in this case 
ARKENWALK, is being encountered and experienced by visitors. To construct a concept of place we will 
take the theoretical perspective from Tim Cresswell’s (2020) and Doreen Massey’s (2001) work. They 
function as a source of inspiration, since they do not address either visitor experiences or perception of 
public art. Instead, they function as a theoretical foundation to examine the situated visitor experience 
of ARKENWALK. The guiding concept in examination of a place, would be the intersection of how a 
place is made up of objects, meanings, and the movement of visitors. 
 
Considering the importance of place in our research, we argue that because of the ARKENWALK’s 
character, we need to acknowledge the mobility in place, in this case walking within a route. Doreen 
Massey (2001) is useful to comprehend the continuous movement of people through space and its 
materiality. Movement of people is central to Massey’s understanding of place as a transformation of 
identity. For her, a: ‘place is experienced, known, and thus made by embodied practices such as walking’ 
(Ibid., 464). Moreover, ‘when you walk into an empty square you change, just a little, its nature as a 
“space”; we, and material objects, continually and jointly produce space’ (Massey & Rose 2003, 5). As a 
consequence, walking plays an important role in our research and in the comprehension of the 
experiences of ARKENWALK. Because it is the main practice in which there is an emphasis on bodily 
subjectivity and a constant process (Cresswell 2020, 122). Furthermore, when users are walking, they 
are not only doing the mere action but also a rhetorical statement that creates a specific language 
(Certeau 2011, 97-102). This denotes that the movement in place done by the action of walking, creates 
a specific meaning where users transform the spaces that were once empty into a lived place. 

 
EXPERIENCES AND PERCEPTIONS OF THE DESIGNED ENVIRONMENT 
 
THE SENSE OF VISION 
 
The first concept we build on our understanding of the experience, is the idea of the vision sense as the 
first contact to other senses. It is argued that: ‘visual experience is essential for the normal development 
of tactile spatial perception’ (Eimer 2004, 115). We focus on understanding this sense better and how 
it affords the completion of perception of a place. Moreover, because:  
 

‘Vision provides highly accurate and detailed spatial information about three-dimensional 
properties of external objects, it is used to guide spatial judgements in other modalities as well, 
and can therefore influence (and sometimes distort) our spatial perception of auditory and tactile 
events (Ibid.) 
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Although the sense of vision is the first to interact with the materiality of a place: ‘it is not a singular 
sense: it is always gained through other sensory stimuli and mediated by intersubjective relations 
between people and objects-perhaps more so in an urban setting than in any other’ (Simmel cited in 
Degen et al. 2008, 1912). Moreover, it is argued how this is the organizing sense of a particular place, 
the role and effect of the other senses (Rodaway cited in Urry & Larsen 2011,5b). As a complement, 
Urry and Larsen (2011) argue how the visual sense might be the specific way tourists perform in a 
particular place, and the way they walk around, looking for signs or go to a place for visual beauty (7c). 
Furthermore, Degen et al. (2008) develop an approach to understand these visual experiences of a 
designed environment and suggest 3 distinct ways of gazing. As a complement, Pallasmaa (2014) 
states that we experience our surroundings both through the focused vision and a peripheral, unfocused 
vision. We take inspiration from this concept to be used to understand how the character of space can 
be perceived by the visitors in different ways and in a diffuse, peripheral and unconscious manner (231).  
 
For this reason, we found these views useful to understand the different modes of gazing at 
ARKENWALK and how the sense of vision contributes to the possible experiences and perceptions that 
visitors have while walking. Furthermore, urban landscapes might be experienced through a broad 
variety of visual modalities, inflected through a diversity of other sensory registers. What makes this 
interplay of senses interesting is that seeing, for example, is affected by the experience of sound in 
space. “Aural clutter” can lead over into visual perception to generate a sense of visual clutter. Similarly, 
seeing is often connected to touching, the impulse to reach out and feel an object, a piece of fabric’ 
(Degen et al. 2008, 1912) These visual modalities can also include a way of looking through the lenses 
of photography. Thus, we use the tourist gaze as a resource to analyze how visitors look while walking 
in new places. It is through the sense of vision we construct an experience, our ‘gaze is constructed 
discursively and materially through images and performances of photography, and vice versa’ (Urry & 
Larsen 2011, 1b). This leads us to believe that there is not a single way of looking, which also will 
depend on the bodily habitus, the dispositions of the visitors (ibid., 8c) and through this, how each 
individual will be having a subjective experience. 
 
MATERIALITY & AFFORDANCES 
 
Concepts regarding the physicality of space are relevant for our research because we are interested in 
the relations between people and elements. Therefore, materiality comes to a relevance in this matter 
because we would focus on the potentialities of engagement developed by Massey & Rose (2003). In 
which they make emphasis on the resources of: ‘colour, light, shape, form, composition, sound, smell, 
change, volume, dynamism, text, (...) of an element, as characteristics that offer a range of potentialities 
with which an audience can engage’ (17). By this, we find it relevant in the role of interaction between 
the artwork, other elements of the route and the visitor.  
 
The potentialities of an object could also be overlapped with the affordances drawn by Gibson, who 
refers to them as: ‘(...) the actionable properties between the world and an actor (a person or animal)’. 
To Gibson, affordances are relationships. They exist naturally: they do not have to be visible, known, or 
desirable’ (cited in Norman 1999, 39). Thus, we claim that the artwork could give to the visitors 
unperceived possibilities of action (Ibid., 41), these could be an engagement either a response with the 
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sense of visuality or a minimal response with the gaze. This would be relevant to study deeper, because 
it is not that evident by simple observation or by interviews because these responses are involuntary. 
 
Although ‘affordances reflect the possible relationships among actors and objects’ (Norman 1999, 42), 
it is important to also develop within our analysis the perceived affordances. Because perception is 
subjective, for some individuals the effects of an element could be totally different than for others. In 
other words: ‘while a particular audience might engage in particular ways with certain of these 
potentialities, another audience, because they are working with different elements from the same 
object’s repertoire of resources, may experience that object very differently’ (Massey & Rose 2003, 17). 
By this we are interested in following up not just the affordances but what people in general understand 
from the elements disposed in ARKENWALK. This means an exploration of feedback from visitors that 
can dramatically affect the usability and understandability of the trail, but quite independently of the 
real affordances (Norman 1999, 40) expected by the designers.  
 
PERCEPTION AND AFFECT 
 
Theoretical aspects of the senses are useful, since it can offer a baseline to examine how the landscape 
and designed elements are more than just materiality, but also the affective qualities of engaging with 
them. In order to address this bodily experience of place we turn to Juhani Pallasmaa (2014) and his 
approach to phenomenology, focusing more on the sensuous interaction and experience of a built 
environment (231). By stressing that the human experience of the world is multi-sensuous, he states 
how the human body has the faculty of reference, perception, memory, and imagination and how an 
experience fuses all these elements (Ibid.). This can be related to the term of perception, which is how 
we observe, with all our senses. It is the system we use to experience our surroundings (Tony Hiss cited 
in Pallasmaa 2014, 231). For this reason, we find Pallasmaa’s viewpoint useful to understand the 
visitor’s experience of a place. Introducing Pallasmaa to the discussion will focus on the experience of 
ARKENWALK as a multi-sensuous activity. But he also argues that perceiving a space involves 
judgement beyond the senses. He mentions examples such as orientation, balance, stability, duration, 
continuity, scale and illumination (ibid.).  
 
On the other hand, affect is a concept that would complement the comprehension of perception because 
‘affects are moments of intensity, a reaction in/on the body at the level of matter. We might even say 
that affects are immanent to matter. They are certainly imminent to experience’ (O´Sullivan 2001, 126). 
In this context, affectivity is a non-conscious and embodied way of knowing what is felt, and not even 
verbalized or interpreted yet. Affect is defined as a transformative shift in the body and vague sensory 
stimulations, which for some might feel like excitement, while for others anxiety (Van Alpen 2008, 23). 
However, affect acts as a complement to perception, and something that can produce feelings, 
emotions, and experiences. It is also necessary to clarify that: ‘each of us exists within our own 
sensecapes and we each have different affective capacities to absorb different kinds of sensory 
stimulation’ (Jones 2012, 647-648). This implies an awareness of how subjective the affects could be 
because: ‘affective capacities are unique to individuals’ (Ibid., 648). Van Alpen (2008) explains: 
 

 ‘Affects can arise within a person but they can also come from without. They can be transmitted 
by the presence of another person, but also by an artwork (...) They come from an interaction 
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with objects, an environment, or other people. Because of its origin in interaction, one can say 
that the transmission of affect is social in origin, but biological and physical in effect’ (23). 
 

In ARKENWALK, affectivity is linked to the body and the interrelations with other people, the walking, 
or interacting with artworks, and nature elements. The theoretical concepts presented above represent 
an understanding of the qualitative elements influencing the perception and experience of 
ARKENWALK. These concepts support our approach to analyze the visitor’s experience. This approach 
is introduced in the following section. 
 

Our approach 
 
Our approach is inspired by Degen et al. (2008), and Massey & Rose (2003). Degen et al. 

develop a performative approach to vision in their ethnographic research ‘designed urban environments’, 
based on how the experience of Milton Keynes mall in UK, is visually consumed. Their approach contains 
three implications for researching the urban experience of a designed environment focused on: the multi-
sensuous embedded understanding of vision (a), a practice-centered understanding of the environment 
(b), and a need for a self-reflexive understanding of the researchers' position in the fieldwork 
(embodiment)(c) (2008, 1910). Building on this, Massey & Rose’s approach to researching the role of 
public art in public spaces is oriented in a similar way. They also elaborate on three dimensions of the 
audience's response to public art as tools to investigate artworks in relation to people and to evaluate 
the impact of public art. ‘The first is the range of registers through which an artwork may evoke a 
response (d), the second is how we think of the identity of an audience (e), and the third is how we 
envisage the potentialities of an artwork (f)’ (2003, 13).  
 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
Fig. 7. Adaptation of the theoretical approach visualized in a diagram  
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Both theoretical studies pay attention to the encounters between the designed places, objects and the 
human subject. Thus, the research into the experience of designed environments overlaps our inquiry 
on the experience of ARKENWALK including public art as part of those designed environments. 
Combining these, allow us to work on a concrete level of analysis to understand the experiencing of 
ARKENWALK and the perception of the artwork. We also see this combination as a strength for this 
report, because of how they can complement each other. As an example, Massey & Rose’s concept of 
range of registers seem to only cover evident observations. In consequence, the ways of seeing from 
Degen et al. become relevant as a supplement to capture these visual responses and experiences. 
Another example is that, although Degen et al. acknowledge a strong sense of difference and variation 
in the encounters of people with public art, Massey & Rose make it clear in their second concept, how 
understanding the identities are part of how the artwork works. By combining both theoretical 
approaches we created a three-hold dissection to analyze the experience of ARKENWALK and the 
perception of the red lamps as public art. The analysis will follow the same structure of the approach, 
although we acknowledge how these in a way are intertwined.  
 
Experiencing ARKENWALK & the red lamps 

In this chapter we present an analysis grounded in our approach using the gathered data with 
the theoretical concepts discussed. It centers on the visitor’s experience of walking ARKENWALK and 
the perception of the red lamps. We analyze the experience of the trail through the triad mentioned in 
the former section: Affects and effects, Performances, and Embodiment and materiality. When 
constructing the analysis, we classified the data gathered to find similarities and differences between 
unspoken behaviors, visualities, and verbalized experiences. Therefore, we are developing the analysis 
on i) how some elements of ARKENWALK affect and create an effect on visitors, ii) how people perform 
the space affected by the elements that belong to the trail, and iii) how certain qualities of these 
elements afford a relation with the visitors. It is important to add that the analysis goes beyond the red 
lamps because the surrounding landscape is crucial during the experience of walking ARKENWALK. 
 

Affects and effects 

 
In the following section we want to emphasize the first dimension, which centers in the responses that 
the red lamps may evoke from people. We are interested in addressing the different effects and affects 
that the lamps have on the visitors and how that influences the experience. Yet through mere 
observation, it seemed some of the lamps had no apparent effect. Because those were walked past 
without an evident glance and seemed ignored. This is why in this section we want to show how visual 
and verbal responses will contradict this. We argue how the red lamps create an effect of imagery 
experiences, making the visitors play with the mind. Therefore, we want to emphasize these unseen, 
inner, and immaterial responses. In addition, we offer some evidence of how the surrounding landscape 
and the red lamps have an effect on the eye-gazes of the visitors and create two distinct ways of looking. 
These different responses are the point of departure in this section.  
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PLAYING WITH THE MIND - IMAGINATIVE RESPONSES  
 
The mind is so mysterious that sometimes it could lead us to interpret objects that are there to serve us 
differently. Objects can provoke things that would add thoughts and feelings to a specific experience 
where new meanings are created, enriching our experience. As Pallasmaa (2014) argues, ‘the acts of 
experiencing and memorizing are embodied acts in which lived embodied imagery evokes an 
imaginative reality that feels like an actual experience’ (240). We claim that these new meanings could 
be generated and boosted by the public artworks, in this case the red lamps. Because they are elements 
that allow the perception to go to different places and in consequence open alternative universes where 
a simple lamp could be an element to play with. 
 
Individual ‘universe’  
 
Jeppe Hein hopes to initiate a sense of humor and fantasy throughout art that fosters moments of joy 
and wonder (Borrelli-Persson 2020). Furthermore, Gadamer also articulates this notion of play and 
claims that: ‘art enables “play”: a work of art involves its viewers in free acts of imagination that 
contribute to the phenomenal existence of the work as an inexhaustible sensuous whole’ (cited in 
Harrington 2004, 179). Using this as inspiration, we argue that a similar notion of play happens when 
viewing the red lamps. Because they stimulate people’s minds by opening a door to the imagination. 
This happens when the visitors start to play with the elements of the trail and start creating in their 
minds certain enjoyable and ideal situations. For instance, one visitor was envisaging an optimal 
situation according to her own experience. Jo explained a certain feeling she had about the lamps:  
 

 
 
 

‘I feel that the lamps are happy (laughs) 
dancing or together. I found that they 

have some interaction, and they are 
happy. Or in love, maybe … The couple 

are in love! definitely! 
 
Ema supports the feeling of seeing the lamps dancing 
by saying: 
 

  ‘The lamps are something that is not 
common to see, there are two that seem 

to be dancing tango’ 
 

Fig. 8. Coupled red lamps  
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These statements demonstrate an enjoyable and entertaining experience, where the red lamps 
stimulate their imagination by creating a different situation depending on the form of the red lamps. 
Likewise, the lamps were a playful agent where some visitors were inspired to unravel new worlds in a 
playful state of mind while walking. The shape of the lamps defined the visitor’s way of looking, 
establishing a base for their acts of imagination and the opportunity of having a playful experience. This 
can be interpreted as an example of Gadamer’s notion (cited in Harrington 2004, 179) on how art 
enables play and how there might be different and endless ways of imagining and playing with art. In 
this case, our data showed that the relation between the red lamps and the visitors’ imagination differs 
according to the individual experiences. We found it interesting that the way they perceive, see and feel 
the lamps might depend upon their previous experiences and cultural backgrounds. Ribeiro (2014) helps 
us to understand this by saying that: ‘two individuals with distinct sets or degrees of experience may 
actually perceive different things within the same perceptual scene’ (561). This could be exemplified by 
our participants’ insights. We detected how they associated the red lamps with different characteristics 
according to their beliefs. While Jo was describing the crossing red lamps as a couple in love, Ema 
thought they were dancing Tango. This denotes a specific association of the seeing elements with their 
emotional state (because Jo is happily married) or their cultural influence (because Ema is Argentinean).  
 
Personification of lamps 
 
On the other hand, this also shows how the lamps are personificated by the different visitors that ascribe 
the lamps some human characteristics. Jo's perception of a single lamp is expressed by another example 
stating: 
 
 
 
 

 
 

‘I liked the lamps that are 
distorted and the lamps that are 

falling. Some lamps seem heavier. 
They are sleeping in a way’ 

 
 
 
 
 
 
 
 
 
Fig. 9. Sleepy red lamp 
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In addition, she also refers to the clustered lamps as they were in a party because of how they are 
gathered together (fig 10). This can be explained by the way we identify a narrative about settings, 
where visitors might connect the red lamps experientially and imaginatively with something joyful, 
pleasant and inviting. Pallasmaa (2014) can help understand these kinds of imaginative responses as 
he argues that: ‘we do not judge environments merely by our senses; we also test and evaluate them 
through our sense of imagination’ (241). Thus, when people experience a spatial setting, they have an 
engagement or their imaginative skills by associating the similitudes of the lamps to for example a 
person doing something that is part of our daily lives, such sleeping or partying. In consequence we 
argue how the body is not only an element that allows the transition from a point to another, but also it 
has the faculty of imagining different universes simultaneously while walking, where the red lamps are 
a source of inspiration to evoke fantasies.  
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

          Fig. 10. Cluster of 6 red lamps as the final act  

 
 
 



 
 

 
27 

WAYS OF LOOKING - GAZE RESPONSES 
  
Another way we identified affects and effects in the participants while experiencing ARKENWALK was 
through the gazing. Seeing in urban spaces is not a uniform mode of experience, because these visual 
experiences also come in different forms (Degen & Rose 2008, 1910). Degen & Rose’s formulations of 
distinct ways of gazing in the shopping center, also has implications for gazes in ARKENWALK. In the 
following subsection we expose how people respond visually differently to the space and the red lamps. 
This to emphasize that the space and lamps could have several effects on the way visitors are looking 
by having diverse modes of gazing. Therefore, analysis of the eye-tracking leads us to affirm that there 
are two distinct ways of looking while experiencing the walk: the peripheral look and the central look. 
 
The peripheral look  
 
When re-watching the recordings of the eye-tracking, we found out that most of the time, the visitors 
were doing the peripheral look. Pallasmaa (2014) helps us understand this way of looking as an 
unfocused peripheral perception by stating how: ‘this fragmented perception of the world is our normal 
reality, although we believe that we perceive everything with precision’ (243). He emphasizes how these 
fragments and short-lived movements of the eye-gaze are caused by the unfocused active scanning, 
guided by the senses and movement (ibid.). This could be the attitude of a newcomer, characterized as 
a tourist gaze but also shares some characteristics of what Degen et al. defines as manoeuvring which 
highlights the intersection of walking and gazing (cited in Urry & Lars 2011, 7-8c). ‘This is a broad, 
surveying gaze which is used to move around objects, which acknowledges objects but does not engage 
in any depth with them’ (Degen et al. 2008, 1910). Because our data covers first-time visitors, they were 
walking towards the unknown and kept discovering new elements. This constitutes a way of recognizing 
in a general way the space that is in front of them. As Pallasmaa (2014) argues, when people enter a 
new city, they grasp its overall complex character without consciously analyzing every single detail 
(232-236). Analyzing the eye-tracking recordings, we saw how some visitors did a general scan of the 
place while walking, mainly switching between gazing at the ground and on the right or left side of the 
trail. For instance, when seeing Jacob’s recording, we noticed his repetitive way of alternating from the 
ground to some elements (like buildings or houses), and the horizon. Maneuvering an unfocused look 
with little sense of detailing (fig 11). 
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Fig. 11. Jacob's way of doing the peripheral look in an urban area 
 
However, we noticed a difference in this type of looking between the urban and residential area and the 
natural path. When visitors entered the natural landscape, their peripheral look expanded due to the 
less number of elements stimulating the sight in a consecutive way. In other words, during the walk of 
ARKENWALK the visitors sharpen their sight as the surrounding landscape uncoils. We believe that this 
is a way of looking, influenced by a natural setting, which according to Pallasmaa (2014) can elicit 
powerful emotional engagement (244). Because of the trail’s changing character, there was a change 
of focus, where Juan unconsciously widened his lenses to understand better where was going, in the 
following he recognized that he scanned the place to focus on some elements like the red lamps:  
 

‘But as soon as you only observe you see the lamps on your left so it's 
very easy to find a way so it's only like, yeah, it's only a matter of 
observing where the lamps are and then you can follow the path very 
easily’ 
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Fig. 12. Jo's way of doing the peripheral look in a natural area  
 
When seeing Jo’s recordings, we noticed how she stopped seeing to the horizon to start looking merely 
at the sky and to try to go further in the horizon, like trying to grasp the wholeness of nature (fig 12). 
Thus, we argue that the openness of the last part of ARKENWALK generate a more relaxed way of 
looking, the pace changes and the focus changes from trying to localize yourself in space to actually 
enjoy the connection with nature as Juan expresses:  
 

‘... you can feel some kind of connection with nature …’ 
 
 
While Jo expressed an emotive thought:  
 

‘When we were arriving here close to the museum when the sun 
touched the grass, and it was shining it's very amazing. The best 
part of the walking is to see this. And I am very happy. I think that 
nature is perfect. Yeah, and is it the emotion of feeling blessed’ 

 
These two statements can be examples of what Pallasmaa (2014) suggests as a powerful emotional 
engagement (244). Where people through a general look start building their own understanding of the 
place. As a consequence, the peripheral look plays an important role in creating an experience for the 
visitor. Basically, it is a way of approaching the unknown and making it part of their universe.  
 



 
 

 
30 

The central look 
 
A more focused look appears when visitors gaze at the artworks. In this subsection we address the 
central look, which is a way of looking when walking while maintaining a focused look to a specific 
element. Degen et al. (2008) refer to this type of look as the shopping look, when alluding to a more 
detailed way of engaging with an element that calls people’s attention in a mall (1910-1911). Applying 
this in our case, we noticed that some visitors sway from a thinner, unfocused gaze that helps to navigate 
the walk, to a thicker stare that involves a more focused look at the distinctiveness of the lamps (Ibid.). 
Which means that the red lamps play an important role in catching the eyes of the visitors. We also 
found that their vision was more fixated and slower to give an opportunity to detail more specific objects. 
Moreover, the eye gazes are prone to be more central to evaluate an object and the parts of it (fig13).  

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

 
 
Fig. 13. Jo's way of doing the central look in the final cluster  

 
One of the elements that was interesting for us to analyze was at the end of the trail, when the cluster 
of red lamps appeared. There the eyes start to zoom in and to attune the hard-to-miss red lamps with 
their characteristic shapes. The red lamps are grouped together, framing the museum and the landscape, 
creating a stimulus in people’s experience as an element of surprise. For instance, some of the 
informants refer to it with expressions of excitement like: ‘really cool’ or ‘how nice’. We also noticed that 
the visitors gazed in wonder at the lamps in different ways, some were looking at the top while standing 
right below, while others were framing the museum's facade with the lamps. It is an example of how 
visitors use the central look where the lamps become a focal point. Therefore, most of the participants 
had an engagement with this artwork piece by seeing different points of the lamps or actually stopping 
by to have the opportunity of detailing more (fig 13-14).  
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Fig. 14. Jo looking at the final cluster  
 

We also recognized that this type of look remains more in the memory of people when talking about the 
experience later on. Because they are paying more attention, thus some details are more memorable 
and can be communicated by the participants after being in the space. As an example, Mette expresses 
her interaction in this space as a finding that she enjoyed:  
 

‘Another thing I also discovered [looking at the map, trying to 
find something]. I think it was really cool with the artworks, the red 

lamps. There was a clustering here [Pointing at the cluster in front of 
Arken] which was really cool. You felt that this was your final 

destination in a way. I really enjoyed them’ 
 
This shows the connection between the central look and the memories that can endure in people’s 
memories. An aspect relevant in people’s experiences and the way they will express it in future 
references. The final clustering of lamps at the end of the trail becomes a kind of gate where people 
cross and walk through to arrive at Arken. It seemed like the visitors were not expecting it and they were 
pleasantly surprised to find it. These immediate responses indicate the element of surprise, how the 
group of lamps suddenly appeared in the landscape. Thus, we believe that this type of look contributes 
merely to the memory and as a result to what a person will remember about the experience after a long 
time afterwards. This can be linked to Zebracki’s research (2013) showing some people having 
memories in relation to public artworks. He argued that if the audience were undirected observers just 
passing by, thus the artwork did not seem to find itself in the mind of the audience (312-313). 
 

In this section we developed how the whole trail and the red lamps affect, and therefore create 
an effect in visitor’s visual responses. We have argued how the red lamps constitute an element of 
imagination where some of the participants create their own universe depending on their cultural 
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background. Also, how some of the red lamps incarnate specific characters according to the forms that 
each one of them are communicating. This denotes an effect in the experience because some of the 
participants relate to what they imagined while walking. On the other hand, we also claim how some 
aspects of the trail had an effect on the movement of the eyes, which suggests a touristic way of looking 
while walking. This could include a broader way to scan the whole place or a more focused way to detail 
the elements that people are attracted to. Nevertheless, these findings constitute the first dimension of 
the triad of our approach, which will be next complemented by the performances that people do while 
walking ARKENWALK. 
 
Performances 

 
The second dimension explores the performative aspects of the lived experience with an emphasis on 
the different physically embodied engagements with the surrounding landscape and with the red lamps 
(Degen et al. 2008, 1912). Moreover, we want to talk about different actions that we identified as 
relevant for the experience and how the participants did behave during the walk. As a consequence, 
firstly we will talk about the importance of social performances shaping the experience of ARKENWALK. 
Hereafter, we will develop how some behaviors, specifically in the final cluster of red lamps, were 
relevant in how people perceived the space and the affordances of it to act in a certain way. Thus, we 
want to show the small gestures and actions that were visible, making the purpose of this section an 
exploration of performances by the different kinds of visitors.  
 
SOCIAL PERFORMANCES 
 
When analyzing the areas that were more evidently performed by people, we found that the wooden 
bridge and the natural part were the most popular. The bridge is a common connection where people 
are forced to interact more between each other. Through the movement, visitors negotiate and walk 
close to strangers due to the narrow width of the bridge. While walking on the bridge, people danced 
around to make room for others to pass, making people interact and recognize the existence of others. 
Besides things, memories, smells as such, Cresswell’s (2020) interpretations of place ascribes value to 
the social activities too (123). People appear to interact with the bridge differently depending on who 
they are and what they are doing (fig 15). The whole trail has a public character where its ‘existence 
depends, instead, on what happens in them, what kinds of interactions take place to create them’ (Ibid.). 
Likewise, Creswell’s (2020) point, mundane activities are a significant ingredient in place. People do 
things in place and what they do is responsible for the meanings that a place might have (117).  
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Fig. 15. Photographs from the fieldwork capturing this diversity of people and activities on the bridge  

 

‘We saw people on bikes passing through the bridge, women having an 
enjoyable walk with a child or a dog. Two men leaning over the rail to see the 
view and the surroundings, and a younger boy sitting on the tip of the bridge 
close to the water having a small conversation with a companion. Right next 

to the arrival of two women in kayaks just entering the bridge’ 
(Field notes 23/10/21) 

 
This shows how our field notes from observations gave us a hint of what usually happens on the bridge. 
All sorts of people displayed a rich range of engagements where a certain liveliness was obvious. It also 
shows how the bridge implies the notion of sociality by walking or spending time together for pleasure. 
What is important to rescue from this scene is that all visitors were engaged with nature somehow 
having a direct contact with the surrounding elements. Although their experiences might be different, 
they are all on the bridge at the same time. Which denotes how social interactions between different 
people also shape the experience through recognitions such as people greeting each other, smiling or 
even the awareness of making space for the occasional bikes coming through.  
 
In other words, the design of the bridge sets the scene for these interactional situations which becomes 
part of creating the experience. Thus, we believe that the bridge becomes a social platform by guiding 
through, connecting to nature, and bringing people together. Having discussed the experience as a way 
of being together, we now turn to a more specific activity that we detected in our observations that also 
includes an expression of sociality. 
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TOURISTIC PERFORMANCES 
 
A different audience 
 
During our observation we also noticed an activity that some visitors did that we found relevant for the 
general experience. They did it mostly in the final cluster because these lamps caused a significant 
change of engagement, and it was in this location where people interacted the most with them. 
Following Massey & Rose (2003): ‘how a particular group of people respond to an art object is of 
fundamental importance to our understanding of how that object is working’ (15). During our participant 
observations we saw how visitors were stopping, pointing and gathering in between the lamps (fig 16). 
This is an example of the change that occurs in the visitor’s experience, where the lamps become a 
surprising statement in the landscape and the overall walk. Moreover, our observations in this specific 
spot suggest that age is an interesting dimension and essential to understand how the lamps generate 
an engagement. This was illustrated by kids hanging from the lamp, using it as a monkey bar while the 
adults were standing and staring at them. This denotes that children have a more tactile relationship 
with the lamp than adults because the lamps worked as a climbing frame and a playful structure. But 
beside this, this example also shows how different people with different ages engage with the lamps 
in different ways. It demonstrates how the audience of the red lamps is diverse (Massey & Rose 2003, 
17).  
 
Photographing while walking 
 
This difference in engagement became even more visible when observing the parents taking pictures of 
the red lamps with their kids, which was also part of the performances identified during our research. 
Therefore, we are inspired by Urry & Larsen (2011, 14-15c), who look into experiences of tourist sites 
and how photography becomes an integral part of tourism, addressing the production of social relations 
worth remembering by capturing experiences photographically. According to them: ‘photography has 
been crucial in constituting the very nature of travelling and gazing, as sites turn into sights, they have 
constructed what is worth going to “sightsee” and what images and memories should be brought back’ 
(Urry & Larsen 2011, 18b). In the context of experiencing the clustering of the red lamps mentioned 
before, we observed that some visitors took photos of the view that the lamps were framing, some 
others of the lamps as a set, and others commemorated their visit by being in the photo. This underlines 
the importance of experiencing together, sharing a moment and ultimately remembering together. It 
also stresses how social relations become an element of the visitor’s experience and in this case, the 
photography as a source of sociality (Urry & Larsen 2011, 14-15c). 
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Fig. 16. How visitors engage differently with the final cluster  
 
But besides these social interactions, taking pictures can also have something to do with being drawn 
by certain elements of a place, a building or an artwork using photography as a source of pleasure (Urry 
& Larsen 2011 14-15c). Juan was reflecting upon this emotional value of the gesture of taking pictures 
of different places he likes, even though they might not be viewed again. When asking him about what 
he does when he is attracted to something in a setting, he remembered the Opera house in Sydney as 
something he was drawn to: 
 

‘If you stop there. And you start watching it. And if you like it a 
lot, you will take pictures. And if you don't like it, you’ll just pass by. So, 

it depends on you. It is very subjective. I think I took, I don’t know, 200 
pictures. But every time I went there, I just took a picture because it’s a 

nice place, every corner or every angle or perspective’. 

Although he and the other participants did not take pictures while walking, his acknowledgment 
expresses this performance of the pleasure of creating these moments of personal enjoyment. 
Furthermore, both examples help understand how not all visitors picture the lamps in the same way. 
They see on their own terms, selectively choosing engagement and capturing these different 
experiences with the lamps that resonate for them (Urry & Larsen 2011, 15c). Moreover, the authors 
argue how it is especially through the visual sense that tourists explore and experience places. Because 
it helps to organize the place in the mind, within the role and effect of the other senses (2011, 5-6c). 
They stress how the performance of taking photographs can be a pleasure bound on seeing places (Ibid). 
Thus, we believe that ARKENWALK could offer pleasure and enjoyment by being unique and 
spectacular sightseeing (Urry & Larsen 2011, 25-26a). For instance, during one of our observations, we 
noticed a young woman stopping on her bike to take a picture of the lamps (fig 16). This is a clear 
example on how photography is used to highlight certain features of the artworks that they do want to 
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commemorate through time. It is exactly what Urry and Larsen describe as the unusualness and 
distinctiveness of the visual sensations that is crucial for giving a place a unique character (2011, 5-6c).  

In consequence we argue that photographing is relevant in experiencing ARKENWALK because the 
colorful lamps dancing in the air with their unique forms, push people to do these kinds of performances. 
Somehow, the mere mundane aspect of walking becomes extraordinary because the elements stimulate 
the urge to create and commemorate something new, in this case, photographs for posterity. Moreover, 
the activity of walking becomes ‘“touristic”, when conducted against a striking or unusual visual 
backcloth’ (2011, 5c). Thus, when visitors photograph the red lamps or surroundings, these instantly 
become part of an experience. The pleasure of gathering up moments to display later as in the first 
example or the visual pleasure of creating them and a source of creativity in the last one. 

The analysis of people performing the trail denotes that socializing is a big part of the experience of 
ARKENWALK. It happens by being in a narrower place with a particular view and options of other 
activities, playing with each other or by taking pictures of a unique moment. What we noticed is that 
there are spots where this happens more easily than others because the elements on it are boosting 
these actions. In the case of the bridge, people recognize each other more in terms of negotiation of the 
space, while the final cluster becomes touristic by being a moment for memorializing with a photograph. 
Thus, the red lamps make the walk an experience of pleasure and visual interest. We believe that the 
wonders of this final cluster of lamps are important in the experience, because they are part of how 
visitors gather knowledge of the trail, start associating, and treasure moments worth remembering.  

  
Embodiment & materiality 
 
Materiality is an element worth of analysis because it implies different effects on the visitor’s experience. 
Pallasmaa (2014) suggests how this can be created by specific characteristics such as materials, color 
or illumination as: ‘strongly atmospheric, probably because of their embodied, haptic and enveloping 
nature’ (241-242). The previous sections had this third dimension implicit where the diverse physical 
and visual encounters were present with the environment. However, this section emphasizes these 
certain material qualities of the walk of the red lamps and explores how these offer what Massey & 
Rose (2003) define as potentialities with which an audience engages with (17). Therefore, we zoom in 
on the properties of the lamps to address how they afford possibilities of engagement and provide a 
range of options (Norman 1999, 39-42). 
 
THE CURVY SHAPES DISPLAYED TOGETHER 

 
We discovered that an important resource of engagement is the shape of the lamps. While observing 
people walking the trail, we noticed that not all people were responding or seemed to look at the red 
lamps. However, the evidence of an engagement was when viewing the eye- tracking recordings 
because we recognized a sense of playing in the eye gazes. Visitors repeatedly jumped their sight from 
one bulb to another, having a different visual interaction with the lights. Juan, for instance when seeing 
the lamps in the tunnel he just jumped his sight from the bulb of the left side, to the second and then 
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the third (fig 17). We believe it was a way of recognizing the amount of bulbs and the unique form of 
this red lamp. 
 
 

 
Fig. 17. Juan’s way of jumping the bulbs with his sight  
 
In other cases, the visitors tend to carefully follow the shape of the lamps with their sight making a 
movement with their eyes (fig 18). The arrows in the figure indicate the way some participants follow 
the shape. Sometimes it was from the bottom to the top by redoing the curve until the bulb, but on other 
occasions it was the other way around. In this way, the shape of the lamp is activated through this 
unconscious engagement and movement of the eye gaze that was not constant nor even perceived with 
other objects present in the trail. For instance, with the normal grey lamps, where users did not pay the 
same level of attention, because they did not fixate or even played with their gaze as we have explained.  
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Fig. 18. Sketches showing the eye-gaze direction of the coupled lamps and the looped lamp.  
 

But although most of the participants did not refer to the unconscious movement of the eyes, Jacob 
realized that he did it when asking what about the red lamps:  
 

‘Yes, your eyes roll and follow the shape of the lamp’ 
 
In the eye-tracking videos, we found out that this visual engagement is especially evident in some 
specific lamps identified in the following map (fig 19), in contrast to the ones that are less curvy, single 
or the grey ones (which do not have any particular design). Moreover, as stated before, there was a 
curved lamp in the cluster (No. 6 in fig 19) that afforded the possibility for a child to hang in from the 
loop, which would not be possible doing with the normal or less curvy ones. This might be a physical 
constraint in this form of behavior given that they do not have the same form or character (Norman 1999, 
40, Urry & Larsen 2011, 4-7c). This also denotes what Massey & Rose (2003) argue about different 
engagements with the same artwork: ‘while a particular audience might engage in particular ways with 
certain potentialities, another audience, because they are working with different elements from the same 
objects repertoire of resources, may experience that object very differently’ (17). This reinforces how 
different ages have two distinctive bodily capabilities as we stated previously. Moreover, Degen et al. 
(2008) complements this by saying that visual experiences are almost always accompanied by aural, 
tactile, and oral experiences; and in the case of designed urban environments, by certain spatialities such 
as form, route, and volume (1909). It is this central look and the visual experiences of the certain curvy 
shapes placed together that also involve the sense of touch and other performative engagements such 
as playing or taking photos. 
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Fig. 19. The most common lamps that people engaged with  
 
THE RED COLOR 
 
Another distinctive element of the resources of the lamp is the red color, which will be emphasized in 
the next subsection. When referring to materiality of attention we are here emphasizing how the color 
was attractive to the eye while walking. In our perception of the walk, there is a distinct guiding ability, 
as the red color suggests a clear direction. The red color of the lamps caught the visitors eye to orient 
towards the right path to arrive at the art museum. Something clearly stated by Mette:  
 

‘It is red, and it is wavy and curvy. That’s an eye-catcher’  
 
This shows how the participant deems that the red color makes the lamps interesting This is not only 
evident by what the informants said, but also when analyzing the videos and each area of the trail. It is 
the combination and the contrast of colors with the rest of the landscape where the lamps become 
distinct and highlighted. Somehow, the landscape becomes background and the red lamps an attractive 
focal point. We argue that some people saw more lamps than others but in general the color and the 
shape were outstanding in the landscaping (fig 20). 
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Fig. 20. How people fixated the red lamps because of the color  
 

In this way, it is the contrast of the colors which is having a crucial role in communicating something to 
the walker and is activating through the sight of the visitors. This is further stated by Juan telling us how 
the lamps helped him to follow the path:  

 
‘Yeah, I think that lamps, of course, it's like a very intuitive way to 
show you where the museum is. So, you don't have to look too 
much. Where to go? Or? Where do you have to go?’ 

 
In consequence the color acts as a guiding element adding to the experiential value of walking. In the 
way that the color gives the lamps the agency of catching people’s attention to obtain a reaction and 
therefore an interaction. In this case the red lamps have a strong visuality and are to perform as a guiding 
element along ARKENWALK and towards Arken Art Museum (Realdania, 2020a). However, there were 
some moments in the trail that people felt confused and lost. Because the residential area did not have 
an evident continuation of the lamps, there were some moments where the path changed its course and 
the users felt lost, needing to find the lamps again. As Mette expressed while pointing at the map: 

 

‘But I think it was a bit hard to follow in the middle of the route, 
close to Solvej and entering Strandvangen. There is a lamp here, 
and then here and then... some were hard to see from a distance’ 

 
These statements from the visitors also share the same position, in the way the lack of the lamps caused 
a confusing experience. It also seems that the color needs to be followed in the whole space. In a way 
the place and the elements are creating a need in the pedestrian to observe and use their intuition. 
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Somehow, through the lamps, users can reach their final destination, by exploring and navigating based 
on their intuition. As Patty let us know:  
 

‘I think it is great the idea of having a connection at least with the 
lamps that was something that connected the place, like an invitation 

to reach the place, because by walking it is a bit far away, the lamps 
give you that sense that the trail continues and continues (…) It gave 

me a feeling of continuity’ 
 

With the lamps distributed along the area, we could say that some people had a sense of continuity by 
starting to feel the museum before entering. In a way the artwork is also a way of preparing people for 
what is coming next. This space is an example of what Larsen & Urry (2011) refer to by new museums, 
open places where the gaze of people has changed due to involving different modes of vision and use 
(24a). In this case a trail full of red lamps that also function as urban elements such as lighting, guiding, 
or informing. These representations of the ordinary can also seem attractive by the visitors with the 
mundane forms of work (Urry & Larsen 2011, 25-26a). 
 
NATURAL MATERIALS MOVE YOU  
 
Cresswell (2020) sees a place as formed by the influences of materiality (117). In the same way, 
ARKENWALK as a walking route has a material structure, paving stones, the graveled road and the 
wooden bridge. But beside this material presence of landscape, it has things passing through (Cresswell 
2019, 176-177) such as the flying leaves in the wind or the occasional flying birds. As argued before, 
because of the changing character in its material structure, the experience is also different and influenced 
by this. Given that ARKENWALK is an outdoor experience, visitors are exposed to the weather which, 
as Pallasmaa suggests (2014), can inevitably condition the mood and the intentionality (232). 
Furthermore, we noticed that the surfaces are also influenced by the ephemeral conditions such as the 
coldness, the wind or the rain. This also becomes evident from Juan, on how the season influenced his 
experience in different ways. He expressed how: 
 

 ‘... all the water surrounding … It was a nice experience, even 
though that the day was not very sunny, and a little bit windy. And of 

course, in autumn it is cold, but it was nice...’  
 

This impact is also perceived by the seasonal elements. For example, when it rains in autumn, the forms 
of the falling leaves are naturally printed on the ground, causing a different effect that is not seen in 
another time of the year. Juan noticed this by telling us: 
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‘I saw on the floor, like some forms of  
leaves. I don't know if it was painted.  

Or maybe it was because some leaves 
 just went down during this week.  

But it was like … the form and the shape  
of the leaves, like painted on the floor’ 

 
 

 
 
 
 
Fig. 21. Leaf printed on the floor 
 
Thus, we argue that materials are affected by different kinds of weather which will alter the experience 
of walking. This is also explained by how the bodies and their sensory perceptions constantly transform 
through engagements with other entities, whether human or non-human (Latour cited in Degen et. al 
2010, 63). Another example highlighting this, is how rain also will make the steps on the wooden bridge 
slippery. This influences the experience of walking on a wooden structure, where consideration of 
stability was explained by Jacob: 

‘… the surface on the bridge was quite smooth and ... when you are 
walking and the weather is like this, it can be slippery, and you can 

slide. Also, with this in mind, you have water close to you on both sides 
and with no railings’  

The interaction with the bridge created an affective layer transmitted by the combination of the wood 
surface in a day of patchy drizzle. This is an example of how the visitors are affected and become aware 
of how their bodies move while being physically in effect (Van Alphen 2008, 23). The challenging 
change in character of the wet wooden slats of the bridge demands a bodily awareness that normally 
would not be perceived. This is an example of how people cannot rely on routinely walking without 
considering different factors like the weather. Rather, he felt a need to walk carefully to venture around 
the bridge. Somehow, this kind of changes in the materiality forces visitors to be more present and sense 
the place. It sets the stage for the experience to suddenly become physical from the moment they feel 
a different surface. 
 
The latter were examples of some materials that shape the overall experience while walking. Some 
have the affordance to create different perceptions from the visitors while others are affected by 
inevitable elements of the weather. What it is important to understand is that basic aspects of an 
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element could determine the visuality of a visitor or even to create a judgment of the whole trail by 
seeing particular things that might be attractive or not. Also, the designed elements could create feelings 
that arise while people are interacting with them plus the elements of weather. This might have a 
negative effect in the experience if they are not treated properly.  
 
Conclusions 

 
This study engages with an exploratory approach and tries to contribute to the academic 

research gap in relation to the perception of place and public art seen from the perspective of its visitors. 
It presents discussions in which the experience is impacted by public art and spatial attributes. This is 
why this report sought to answer the research question: How do visitors EXPERIENCE ARKENWALK 
and how does the PERCEPTION of PUBLIC ART contribute to this? By applying the pertinent 
methods, gathering data, and analyzing it through a proposed theoretical approach; we discovered 
different aspects regarding the elements that constitute the experience.  

 
Visitors responded to the red lamps to create new scenes in their minds, or in a more practical way to 
play with the lamps. The analysis showed how the lamps constitute an element of imagination where 
both kids and adults played with alternative scenarios according to their capacities and embodiment. 
We also discovered how distinctive lamps were more appreciated. By this we mean that the most 
peculiar shapes and curves in the red lamps were the ones that people gazed at more, recognized and 
remembered after the walk. Furthermore, we noticed that there is a difference in social proximity 
between locations. Thus, there were specific spots during the walk where there was more social 
interaction which could be considered as meeting points such as the final cluster of red lamps and the 
bridge. Whereas there were unseen spots where the visitors lost their interest during the experience 
due to a lack of continuity of the red lamps along the trail and because of the urban character. Finally, in 
our analysis we identified the importance of natural attraction and how visitors enjoyed walking along 
the nature.  
 
These findings can be used to enhance better experiences and perceptions from people and therefore, 
something that could be translated into better green spaces for citizens through public art. Thus, this 
report addresses different points that could be relevant not only for the designers of ARKENWALK, but 
also for people interested in creating this type of projects and to see the relevance of public art in outskirt 
areas.  
 

Public art as part of the experience 
 
Part of this research was also to understand what the role of public art in this experience is. We found 
that interpreting the relationship between the perception of the red lamps and visitors' experience of 
the site can be difficult to decipher to what extent the perceptions are shaped by the place itself or by 
the artwork itself. Nonetheless, we noticed that the perception of art had a huge importance in defining 
people’s experience in ARKENWALK. Therefore, it gave us insightful aspects that could be rescued to 
apply in general projects of public art within the city and also in more natural environments. For this 
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reason, we argue that public art can be relevant to the extent that the artwork creates an interaction and 
relationship with the audience. It could be by stimulating people to play, guiding them to somewhere, 
or being a meeting point. But it has to create a clear link of communication so people will understand, 
respond and therefore live an experience that can be replicated by voice, or re-lived by them in the 
future.  
 
On the other hand, we argue the importance of the context in which public art is located. The conditions 
of the space are relevant because the responses and experiences of people are affected by a spatial 
context characterized by distinctive areas. Our research shows that distinct spots in the art trail 
significantly affect the visitor’s perception and experience. For instance, green areas were more 
attractive in this case in the way they brought the feeling of calmness, serenity and happiness to the 
visitors. Therefore, it can be argued, that certain localities can support and enhance the perception and 
appreciation of art, in this case the natural scenic and calmer spots might be useful to achieve a better 
response and relation between the audience and the artwork, rather than in urban every day, busy and 
louder places where there is a myriad of stimulations at stake.  
 
Nevertheless, this report has demonstrated qualitative social research on experience and perceptions, 
which can bring knowledge to designing visitor experiences in urban outskirt areas. These findings 
provide opportunities to create public art to consciously create emotive and performative experiences. 
The discussion in regard to public art as part of a place, provides information on locations and distinctive 
areas can affect these responses of visitors and their engagement with the artwork.  
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