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Pin(k) A Place is a project that is pink and at a place. No 
kidding, it is way more. Pin(k) A Place is an installation, 
an experience, a research, a lesson, a memory and many 
more things created for and at the Oerol Festival of 2017 
on Terschelling. Fifteen multidisciplinary students from the 
faculty of architecture worked together for 10 weeks to 
create a project none of them or its visitors will forget. 

This booklet will show you our whole journey. It will start 
with introducing the course and our project explaining 
its principles, what it does and what it means. After that 
it will illustrate how the fifteen students and two teachers 
got to this design. It will give you a glimpse of how we 
brainstormed, how design choices were made, how we 
experimented, how we built on Terschelling, how the 
project was in action at the festival and how we used the 
visitors input for our results. 
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CONCLUSION

While drying the sweat from 
our brows, we can proudly 
present the conclusions of our 
research. Joining, merging, 
linking, relating and connecting 
all the results lead us to this: 
the feeling of the forest. 
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COURSE GOALS 

This booklet shows the results of a project developed at 
the TU Delft in a Master elective course offered by the 
chair of Landscape Architecture: Landscape Architecture 
ON site.  The project revolves around the realization of 
a temporary, interactive ‘design-and-build’ project in a 
landscape setting, for the yearly Oerol festival held on the 
island of Terschelling in June each year. Students research, 
conceptualize and construct an installation to be visited by 
festival public. The project combines specific landscape 
conditions of a site with the interaction of visitors and the 
dynamics of on-site construction, exploring the role of 
spatial designers in situated, interactive projects.

Place    
The recurring focus of the project is the concept of place: 
understanding how landscapes form specific places and 
what to do as a designer do to reveal and engage a ‘sense 
of place’. The concept of place – and related notions 
such as context, site and identity – form crucial themes in 
the topic of landscape and the discipline of landscape 
architecture. The varying landscapes of Terschelling, the 
island as a whole, and the Wadden sea as a region are 
ideal locales to explore these themes. Each year, students 
explore particular landscape settings in inter-disciplinary 
teams, mapping and conceptualizing spatial, ecological, 
cultural and historical conditions. Site and location also 
form a critical part of this process; students visit the site 
to map and explore the place ‘in person’, developing 
an individual interpretation of its identity, structure and 
meaning. These insights are translated into a conceptual 
project that may also elaborate on a contemporary issue, 
as well as engaging with the public in an interactive way. 
The final part of the project is about ‘design-and-build’ and 
‘curation’. Students detail the project, source materials, do 
proto-typing, manage logistics, prepare the location, build 
the installation, curate the work and communicate with the 
public in person and on-line. 

BRIEF 2017
Place & Perception 
This year the project focuses on the subject of landscape 
perception, and its role in place-making and place 
attachment. The emphasis on perception is informed by 
the relatively limited knowledge of this topic in relation to 
place and place-making. As such, the project is framed as 
‘interactive research’ to test and document different kinds 
of perception on a location on the island. In particular 
the ‘affective’ dimensions of perception – the emotions 
a particular locale awakens in us – are of interest.  What 
kinds of ‘feelings’ does a landscape have, what feelings 
does it evoke in us, and how does this affect the way a 
particular site becomes a place? The goal is to generate 
insights – a database of observations - from a broad range 
of participants. Visitor actions (and reactions) form a kind 
of ‘dynamic data-base’ enabling a multiple of perceptions 
of the site, which may also influence other visitors. Over 
the course of the festival, perceptions of the site may 
thus shift, distort and mutate under the influence of many 
different ‘voices’ narrating the site.
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In a high speed wor ld as the one we l ive in now, 
taking a moment to think, to inhale or to feel is of ten 
deemed as unnecessar y or t ime wasting. However 
this moment is very important. Our surroundings, our 
backgrounds, our age, our gender, etc. all inf luence 
what we feel and how we exper ience or perceive. 
As designers these feelings can be inf luenced to a 
cer tain ex tend. Therefore as designers, architec ts, 
landscape architects and urbanists it is imperative to 
understand these influences to be able to work with 
them, bend them or control them. Take for example 
a hospital. The space i t sel f needs to be designed 
c a r e f u l l y  t o  g i v e  p a t i e n t s  b u t  a l s o  d o c t o r s  a n d 
visitors an uplif ting experience in a place with such 
a blue connotation. This par ticular area of interest 
is called environmental psychology. More about this 
later! 

Pin(k) A Place uses this psychology to unders tand 
a n d  r e s e a r c h  w h a t  p e o p l e  p e r c e i v e ,  h o w  t h e y 
perceive and why they perceive. Not only does this 
say something abou t people,  bu t a lso abou t the 
space and the place. This is the second element of 
our project. We don’t only want to understand what 
this says about the people but also what it says about 
the location, our forest. Therefore Pin(k) A Place is 
site specific. Our research wants to find out how the 
forest makes the visitors feel, but also what this says 
about the forest itself. We call this the feeling of the 
forest. What is the meaning of this forest and what 
does it do to its visitors?  

B e s i d e s  b e i n g  a  r e s e a r c h  f o r  u s  s t u d e n t s ,  t h e 
ins tal lat ion also gives feedback to i t s v is i tors . As 
one of our main goals was to create an interac tive 
i n s t a l l a t i o n  P i n ( k )  A  P l a c e  d o e s n ’ t  o n l y  m e a n 
s o m e t h in g to  u s ,  b u t  a l s o to  t h e O e ro l  v i s i to r s . 
E x p er ien c ing t h e in s t a l la t ion s h ow s t h e v i s i to r s 

PROJECT 
INTRODUCTION 

something about themselves, but also about each 
other. Sharing their individual feelings, memories, 
percept ions,  and thought s gives them an ins ight 
in how dif ferent each of us is and how sometimes, 
w e  a r e  a l l  t h e  s a m e .  T h i s  w a y  t h e  i n s t a l l a t i o n 
choreographs a relation between the visitors and the 
forest and visitors become co-autors in this bot tom-
up inve s t iga t i ve re s earc h pro je c t .  I t  lo c a te s t he 
individual f indings and builds a collectively authored 
archive of perceptions.

The projec t operates on the sur face of the fores t . 
I t  ove r l a p s  w i t h  t h e  ex i s t i n g l a n d s c a p e w i t h o u t 
substantially modifying or erasing it. The reversible 
ins tal lat ion is impermanent for the landscape but 
s imul taneously i t  provokes reac t ions and creates 
memories thereby ir reversible and permanent for 
its visitors. Stepping aside from the classical role as 
dominant creators we instead establish a framework 
wherein in ter ac t ion i s  s t imula ted.  P in (k)  A Place 
choose a curatorial way of doing research trying to 
improve the understanding of the perception of the 
landscape – searching for the feeling of the forest.

Forest
To  f i n d  t h e  f e e l i n g  o f  t h e  f o r e s t ,  w e  n e e d  t o 
unders tand the fores t i t sel f. This year our projec t 
i s  l o c a t e d  o n  t h e  w e s t  p a r t  o f  Te r s c h e l l i n g ,  a t 
Duinmeertje van Hee. This area is par t of a complex 
dune sys tem with a long his tor y of migrat ion and 
drif t ing due to the sea and wind.  Next to the pine 
tree forest, at Duinmeer tje van Hee there is also an 
open lake contrasting to the dense adjacent forest. 
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A long t ime ago, there was jus t  water.  Then, the 
is lands arose.  Washed and shaped by the forces 
of the sea and the wind, grains of sand piled up in 
the shallow waters. The growing sand island began 
the move south-eas t with the s trong and cons tant 
west and nor thwest winds typical for the Nor th Sea, 
towards the European main land. 

Grains of sand washed up at the coas t s and were 
blown over the beaches pil ing up as soon as they 
hit obstacles and embr yo dunes are formed. Wind 
blowing over those is lands erodes sand f rom the 
windward side of the dunes and deposit s i t at the 
l e e  s i d e .  I n  a  s l o w a n d c o n t i n u o u s  p r o c e s s  t h e 
embr yo dunes move with the wind, away f rom the 
beach growing larger and larger. Those young dunes 

or ‘yel low dunes’ on Terschell ing could reach the 
height of 10m or higher. This small-scaled process of 
drif ting exposed sand is called ‘dune migration’ and 
for thousands of years causes the movements of the 
islands.

Dune migration creates several rows of dunes. The 
fur ther away from the coast, the older they are. The 
oldes t dunes are cal led ‘old’ or ‘grey ’ dunes. The 
dynamic natural behavior of the dunes, a constant 
process of changing and moving, made Terschelling 
and t he o t her  Wadden I s lands dr i f t  towards t he 
coas t of the main land unt i l  the Dutch set t led on 
the islands. The dunes along the coast l ine ser ves 
per fectly as a natural form of costal defense for the 
set tled Dutch. However, the wind kept blowing sand 
over the islands moving the dunes. Therefore to be 
able to stay there, man needed to stop this dynamic 
process. 

By planting vegetation on top of the young dunes, 
sand erosion and thereby the drif t ing of the young 
dunes was prevented. Subsequent ly, a black pine 
fores t was planted on top of the old dunes. Black 
p ines w i ths t and the nu t r i t ious ly  pour so i l  in  the 
o ld dunes .  S ince b lack p ine t rees are not nat ive 
species on Terschelling, they needed to plant them 
ar t i f ic ial ly. Nugget s of peat and young pine trees 
were shipped to the island and planted by hand. The 
pine tree forest anchors the old dunes in place just 
like the vegetation on the young dunes. However it 
also al ters the wind s tream channeling i t upwards 
and thus preventing dune dri f t ing. The dunes and 
therefore the is land Terschell ing s topped moving 
and the dunes became as some say ‘static dunes’. 

N o w a d a y s ,  t h e  f o r m e r l y  m o n o c u l t u r a l  f o r e s t  i s 
changing. Deciduous trees are cultivated and a rich 
f lora and fauna – including numerous birds – can now 
be seen on the island. By f irs t glance, on could not 
image the meaning and history of the forest and its 
specif ic location on top of the old dunes, but this 
hidden and invisible story of the place can cer tainly 
b e  e x p e r i e n c e d a n d P i n (k )  A  P l a c e  a i d s  t o  t h i s 
discovery. 

young dunes

old dunes

forest
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HOW DOES THE 
PROJECT WORK 

Pin (k)  A P la c e i s  a  p ro je c t  o f  many e l e m e n t s  a l l 
collaborating in moving towards our goal. With every 
element lies an interesting s tor y or theor y backing 
their necessit y. The ins tallat ion i t self exis ts of two 
par t s; the exper ience inside of the fores t and the 
collection of these experiences outside of the forest 
in the archive.  This  chapter wi l l  expla in how the 
project works in a timeline story elaborating on every 
element and design choice. 

15
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PROCESS

Rome wasn’t built in a day, 
but neither was Pin(k) a Place. 
The  6  weeks  pr ior  to  the 
Oerol festival were filled with 
raised discussions, creative 
brainstorms, in depth research, 
endless design i terat ions, 
interesting experiments and 
v a r i o u s  p ro t o t y p e s .  Th i s 
chapter will show you how all 
this combined finally got to the 
design of Pin(k) a Place. 
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BRAINSTORM AND
EXPERIMENTS

To get to the design of Pin(k) a Place, we tried to warm up 
our brain with ideas related to the theme of the festival 
–  ‘sense of place’. We started a brainstorm among us 
concerning all our ideas about the ‘sense of place’. We 
discussed the ways of how  people sense or perceive a 
place, how the meaning of a place is created. Genius loci, 
is one of the words we focussed on. We tried our best to 
understand what the genius locus of the forest is and how 
to reveal it to the visitors. We discussed the history of the 
dune forests, the brutal combat between the different 
species of the forest, how the plants and insects cooperate 
together to form this wonderful eco-system and the sound 
of the forest. We also talked about how the environment of 
the forest can raise different feelings for people and how 
we can concretize these feelings and convey them to our 
visitors and to us.

After the discussion, we started to come to an agreement 
that all the feelings and emotions of the forest are deeply 
related to the personal experience. That means that the 
genius loci of the site, the forest will differ from person to 
person because everyone has a different understanding 
of the landscape they experienced. There are always so 
many stories hidden in the landscape, no matter how the 
landscape is formed or the personal stories are related to 
the landscape. We all thought that it will be a great idea to 
disclose the hidden stories of the landscape, that’s why we 
initially called our project ‘disclosing landscapes’.

After the brainstorm, we decided to experiment with 
the “sense of the place”. In order to explore the spheres 
of ‘place’ and ‘perception’ our task was to provoke 
interaction with people and going even one step further 
to interfere with people’s behavior in the public space. We 
used 15 chairs, tape and ourselves as the tools to build 
or act something out at the very heart of Delft. First, we 
created forms with the chairs, such as circles or even more 
complex forms with internal structures, in the middle of the 

market place, hoping our ‘space in the space’ would cause 
any attention. But it did not. The only attracting elements 
were  ourselves, walking with chairs in our hands across 
the market and arranging them. But there is no interaction 
with the people at all.
Based on that, we decided to get a more provocative. 
Crossing a main walking path with a straight line of chairs, 
we hoped to get a more attention. And indeed people 
started taking pictures of us and talked to us. But it was  
still not the interaction we were looking for.

So we decided to get some spotlight on us. An arch made 
out of chairs held together by duct tape in the middle 
of the market should do the job. And yes, it did. People 
not just observed the building process, but the sculpture 
itself, took pictures and were even brave enough to walk 
through it. But still we needed more interaction between 
the people.

So on our last try, we made a chain of chairs move snake-
like in meandering curves across the whole – by now filled 
with tourists – marketplace. “What is that?” “What are you 
doing?” “Is that necessary, can you go away?” As soon 
as we interfere with people’s personal space and show 
unexpected behavior people start interacting with us.
In the end we can conclude, that people are interested 
in other people. Still the interest itself does not seem to 
be enough. In fact, active participation might be harder 
to achieve then we thought. Another thing we noticed is 
the impact of the respective space itself. While chairs and 
inconvenient behavior might not be fully appropriate to 
change people’s perception in an urban environment the 
result of this experiment would look totally different if we 
transfer it to the forest.

network
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DESIGN PROCESS

After the desk study and the excursion in the design 
location, we developed different designs in smaller groups, 
switching ideas and groups each week to reevaluate 
and further develop the ideas. This made sure that in the 
end, everyone had worked on each design idea and that 
all concepts were thought through very thoroughly. We 
started the conceptual phase by determining what we 
thought was essential for our project. We decided that our 
fascination lay in the hidden story of the forest and the 
search for the essence of the forest. We developed several 
designs based on this idea of exploration. We decided to 
reveal this hidden story to the visitors by involving them in 
the project, enhancing one vital element of the landscape. 

One of the designs was that of a tunnel, hiding the 
forest and showing only the typography of the dunes, 
the original landscape of the forest. When exiting the 
tunnel, one would find himself in the middle of the forest, 
surrounded by trees. Emphasizing the artificiality of these 
trees would create a discussion about what is real, what is 
original and whether we should appreciate the landscape 
as it is. 

Another design focussed on enhancing the sounds of 
the forest. The visitor would be encouraged to “play the 
forest” by triggering instruments that made music (rhythms  
and sounds) using forest material. These instruments were 
inspired by David Byrnes installation “Play the building”, 
which let people trigger things that made sound, using 
the architecture surrounding them. Letting visitors roam 
freely through the forest and finding those instruments 
themselves would encourage exploring and enhance the 
senses of the visitor. This would lead to a higher awareness 
of the landscape by their action and input and the reaction 
of their surrounding.

However, after the discussion we found it difficult to isolate 
one single sense in the installation. We came up with a 
new idea that the installation itself could be built by the 
visitors, so that they can disclose the hidden story during 
the process. Based on this idea, we generated the idea of 
“the beast”, which considers the installation as an artificial 
and unnatural thing inside the forest. It would grow during 
the festival with the help of the visitors that would feed 
“the beast” with information, ideas or even material, based 
on their own experience of the forest. “The beast” would 
actively change throughout the festival. 

We had many ideas that tried to wrap around the concept 
of “the beast” in different ways. One idea was to lead the 
visitor through the forest, stopping at several points and 
letting them explore and collect material from the forest 
that would be collected to form an image of the forest. 
Another idea was to tell a story of different animals that 
live in the forest, letting the visitor be the animal and walk 
a line in the forest that invites the visitor to see, smell and 
hear as the animal. In the course of this line, the visitors 
would communicate react to each other as the different 
animals would. This idea of communicating was also 
represented in an idea that let people walk through the 
forest and either show the forest to other visitors or find a 
place for themselves by placing a flag and marking a spot. 
By this, there was a sense of “you” and “me” in the forest, 
both evoking different feelings. Yet another idea was that 
of archiving the forest by sending the visitor into the forest 
with a pinhole camera and asking them to photograph the 
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essence of the forest. The photographs would be collected 
in an archive cabinet, with each drawer representing a 
quadrant in the forest. The pinhole camera, as opposed 
to taking a picture with your phone would force people to 
really choose one spot to photograph. 

We found it wonderful that if “the beast” not only reflecting 
the hidden story of the forest, but also can mirror the 
different understandings of the forest, so we could collect 
a general understanding of the forest, to later analyse 
the “sense of the place” of the forest. This research would 
teach us the connection between the common sense and 
personal experiences.

So this and much more details that are too much to 
mention lead to our design. The details of it will be 
explained later on. 
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A shi f t  f rom a t radi t ional method of designing in 
which the designers take the role of sole creator to a 
more par ticipatory design process has been ongoing 
wi th several innovat ive projec t s that are popping 
up around the world. These projec ts demonstrate 
t h a t  u n p r e d i c t a b i l i t y  a n d o p e n - e n d e d n e s s  o f  a 
landscape architecture project can be embraced as 
a creat ive measure rather than an inconvenience. 
This means that a cer tain projec t never really ends 
when the construction is f inished. Active involvement 
o f  t h e  u s e r  i n  t h e  d e s i g n  p r o c e s s  p r o m o t e s 
informal and spontaneous ever yday improvements, 
t r a n s f o r m a t i o n s ,  a n d  c h a n g e  o f  p r o g r a m m e s . 
Annalisa Met ta (2015), in her essay New Prac tices, 
argues that this new paradigm means that a design is 
“continuously generated, erased, and reborn” (Metta, 
2015 p. 115).

In Pin(k) a Place, the users, or in this case the visitors, 
are involved in bui lding the ins tal lat ion f rom day 
o n e  o f  t h e  f e s t i v a l .  T h e  v i s i t o r s  a r e  a l l o w e d t o 
freely explore the fores t , search their place within 
it , and mark it with a pin. Therefore, the temporary 
trans formations the sur face of the fores t can take 
endless possibil i t ies as we, the designers, cannot 
predic t what and how the vis i tors would generate 
the installation within the forest. This transformation 
is c ircumstantial, overlaps the precedents without 
deleting or modifying them and eventually becomes 
a ‘map of opportunities’. 

M a r t in  Pro min s k i  (20 0 5)  in  h i s  p a p e r  D e s ig n in g 
L an d s c a p e a s  E vo lu t io na r y  Pro c e s s e s ,  h oweve r, 
a rgue s t ha t  in  re s p ons e to unpre dic t ab i l i t y,  t he 
ro le  o f  de s ign er s  i s  s t i l l  p i vo t a l  to  prov ide “ t h e 
o r g a n i s a t i o n a l  f r a m e w o r k ”  t h a t  a l l o w s  t h e s e 
unpredic table processes to take place (Prominski, 
2005 p. 33). The organisat ional f ramework in this 

1  CURATION, INTERACTION AND 
USER-GENERATED DESIGN

ESSAYS ON 
BACKGROUND TOPICS

c a s e i s  o u r  d e s i g n e d re s ea rc h m e t h o d i t s e l f  by 
imposing limitations of f inding a place that responds 
t o  p e r s o n a l  e m o t i o n s  a n d p e r c e p t i o n s  w i t h  t h e 
question ‘Pin the place where the fores t gives you 
the s t ronges t feel ing’ in the fores t and using the 
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R e t h i n k i n g  t h e  r o l e s  a n d  r e l a t i o n s h i p  b e t w e e n 
d e s i g n e r s  a n d  u s e r s  r e q u i r e s  s t r o n g  s o c i a l 
engagement. Matthew Carmona et al (2003) in Public 
Places – Urban Spaces s tresses the impor tance of 
p ro m o t in g a c t i ve  d ia l o g u e s  b e t we e n d e s i g n e r s 
and users in order to improve the quality of design 
scheme and generate a sense of ownership f rom 
t h e  c o m m u n i t i e s  t h e m s e l v e s  ( C a r m o n a  e t  a l , 
2003 p. 268). In Pin(k) a Place, dialogues bet ween 
t he de s igner s  and v i s i tor s  and b e t we en v i s i tor s 
t h e m s e l v e s  a r e  e m p h a s i s e d  i n  t h e  p r o j e c t  b y 
presenting the possibility for the visitors to dive into 
each other stories, feelings, and perceptions. These 
dialogues happen in the archive where all of visitor ’s 
stories can be read by anyone who is taking par t of 
the project as well as inside the forest by influencing 
each other with the presence of preceding pins.

In a bottom-up design process, the users collectively 
determine the course of design, whereas the role 
of the designers is reinvented as curators of these 
user-generated designs and translate them into a 
r ich and robus t public space. Therefore, the task 
of the designers is to develop a method or a new 
way of par ticipator y design that takes into account 
the users as co-creators of their own public space. 
In our method of research, we aim to generate the 
‘map of opportunities’ as mentioned earlier. This is a 
common feeling of the place of the site’s forest found 
by collecting, curating, and translating the results of 
visitor ’s relationship, as co-creators, to the place that 
they have chosen. The result of this research can be 
an influential factor in designing an intervention on a 
specific site. 

p inhole c amera guide the unfolding of the user-
generated installation. Thereaf ter, visitor ’s emotions 
are c lassi f ied through the wheel of emotions and 
archived. 
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H o w  d o  w e  p e r c e i v e  o u r  e n v i r o n m e n t  a n d 
par ticularly the landscape? This question is not new 
to the f ield of landscape archi tec ture and related 
d i s c i p l i n e s  s t u d y i n g  e n v i r o n m e n t a l  p e r c e p t i o n 
since the 1960s (Carmona, Tiesdell, Heath, Oc 2010, 
p.111). It is a question, which still makes designers, 
such as us, curious to get a deeper understanding 
of our environment. The curat ive research projec t 
P in (k )  a  P l a c e i s  t h e re f o re  d e s i g n e d t o  p rovo ke 
and document a consc ious involvement wi th the 
immediate landscape by the visi tors, to gain more 
knowledge of how people perceive landscape and 
thereby learn about it. 
 
T h e  i m m e d i a t e  e n v i r o n m e n t  i s  a  r i c h  a n d  v i t a l 
s o u r c e  o f  i n f o r m a t i o n .  B u t  t h e  c r u c ia l  q u e s t i o n 
is how we deal wi th this informat ion. Kaplan and 
K ap lan s t a te t ha t  “ [t] h e re la t ions h ip we humans 
have to information is […] far from neutral” (Kaplan 
& Kaplan 1989, p.5), resulting in the paradox of two 
landscapes: a general one (source of information) 
and an indiv idual one (personal interpretat ion of 
t hos e in for ma t ion) .  T he reas on for  t he d i f fe rent 
ways of seeing the same landscape – using the same 
information source – lies in the way we perceive our 
environment individually. In every interaction that we 
have, “[w]e af fec t the environment and are af fec ted 
by it” (Carmona, Tiesdell, Heath, Oc 2010, p.111). The 
mediator between the two ac tors in this synergy is 
perception (ibid). 
 
As Y i -Fu Tuan s tates in his Topophil ia: A Study of 
Environmental Percept ion, At t i tudes, and Values, 
that all human beings share common perceptions in 
a common world, but “no two persons see the same 
reality, no two social groups make precisely the same 
evaluation of the environment” (Tuan 1974, p.5). It is 
clear then that even if we look at the same elements 

2  ENvIRONMENTAL PSyCHOLOGy  
- PLACE AND PERCEPTION 

of the landscape in the same conditions, we will not 
see the same landscape. Therefore, the environment 
we perceive personally can be considered as mentally 
cons t ruc ted (Carmona, T iesdel l ,  Heath, Oc 2010, 
p.112). And this is the main issue: The landscape is 
composed not only of what lies in front of our eyes 
but of what lies within our heads (Meinig 1979, p.33f). 
There are several aspects that inf luence the way the 
environment can be perceived. The main dif ferences 
come directly from our biological characteristics like 
age, sex, physiology and temperament; elements that 
make ever yone concretely and vis ibly di f ferent . A 
more volatile cause for these perception dif ferences 
is ever yone’s social and cul tural background and 
environmental at titude (Tuan 1974, p.51-58).
 
W h e r e a s  t h e  b i o l o g i c a l  p r o c e s s  o f  s e n s i n g 
e n v i r o n m e n t a l  s t i m u l i  –  s e n s i n g  t h e  g e n e r a l 
information available in the immediate environment – 
through the f ive senses vision, hearing, smell, touch 
and t as te i s  wel l  ex p lored,  the h ighly  indiv idual 
proces s of  dec ipher ing that  in for mat ion i s  more 
dif f icult to grasp. Perception goes deeper than what 
we just sense. It describes the complex, unconscious 
process of sor t ing and pr ior i t iz ing informat ion in 
order to make sense of the environment (Carmona, 
T iesdell ,  Heath, Oc 2010, p.112). This means, that 
connec t ions bet ween immediate informat ion and 
prev ious informat ion are made (Kaplan & Kaplan 
1989, p.4). Stored information is linked to gain extra 
information, which is not present in the immediate 
environment – an evolutionary advantage that gives 
us the ability to anticipate events in our environment. 
 
In consequence of i t s respec tive evolutionar y use, 
each of the f ive senses mentioned provide us with 
dif ferent amounts of information. Additionally, this 
information evokes di f ferent emotional intensi t ies 
( C a r m o n a ,  T i e s d e l l ,  H e a t h ,  O c  2 0 10 ,  p .111f ) . 
Interes t ingly, our s t ronges t and mos t information 
r ich sense, the v is ion, evokes the leas t emotional 
connec t ions ( ib id) .  By spec i f ic a l ly  ask ing for the 
place, where the visitors feel the strongest within the 
forest, Pin(k) a Place reconfigures the interconnected 
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e n t i t y  o f  s e n s e s  a n d  t r i g g e r s  t h e  c o n s c i o u s 
p e r c e p t i o n o f  t h e  f o r e s t .  T h i s  l i t t l e  a s s i g n m e n t 
s t i m u l a t e s  t h e  w a y  t h e  v i s i t o r s  p e r c e i v e  t h e i r 
immediate environment, since they are not asked to 
reflect on the present information, but on the subtle 
presents of emotions unconsciously connected to the 
sensed environmental s timuli. Thereby, it shif ts the 
focus on other aspects of the landscape than just the 
predominant visual appearance and thus inf luences 
the involvement with the environment. 
 
Another impor tant aspec t regarding perception is 
the reduction of information in order to make sense 
out of  them (C armona, T iesdel l ,  Heath,  Oc 2010, 
p.112). This selective impression of our environment 
ha s  ag a in  evo lu t io nar y  a d v an t ag e s:  i t  a l l ow s u s 
to process the informat ion f rom the environment 
rapidly, giv ing us not jus t the abil i t y to ant ic ipate 
event s in the env ironment but a lso doing so in a 
minimum of time – a true lifesaver. Asking for subtle 
emotions rather than s imple informat ion, Pin (k) a 
P lace ’s  as s ignment t r ie s  to by pas s t he s e lec t i ve 
impression of landscape. Doing so, the visitors are 
t r iggered to leave the common and unconsc ious 
w ay s  o f  e x p e r i e n c i n g a n d i n s t e a d p e r c e i v e  t h e 
landscape more intensively. 
 
E m p h a s i z i n g  t h e  c o n s c i o u s  p e r c e p t i o n  a n d 
involvement, the visi tors are addit ionally asked to 
ac tively ref lec t on their emotional s tate connec ted 
to the place they choose. Pin(k) a Place not just asks 
for the place where the visitors feel the strongest, it 
goes one step fur ther and requests the classif ication 
of the emotions evoked by the individual perception 
of the respective spot the visitor chose. Categorizing 
something so intangible and unstable as emotions 
might be a paradoxically technical gesture, but it is 
par t of the successive collec t ion of data enabling 
the research. This k ind of approach has i t s root s 
in Rober t  P lu tchik ’s  theor ies .  Dur ing h is  s t udies 
a b o u t  p s y c h o e v o l u t i o n a r y  t h e o r y ,  i n  19 8 0  h e 
“conceptualized in a fashion analogous to a color 
wheel, placing similar emotions close together, and 
opposites 180 degrees apar t , l ike complementar y 

colors” (Plutchik 2001, p.349). A method that allowed 
the visitors to categorize what they felt among a wide 
range of feel ings,  and thus subsequent ly helped 
them to give a more general def ini t ion, choosing 
bet ween s ix major groups of emotions. Plutchik ’s 
“emotions wheel” tries to explain why we behave in 
a cer tain way, and where or feel ings der ive f rom. 
But i t also indicates, that our emotional s tates are 
the results of a complex sequence of events. Pin(k) a 
Place aims to put the emphasis on a cer tain moment 
o f  t h e  e x p e r i e n c e,  a n d c o n s e q u e n t l y  o n  a  v e r y 
specific emotional state.
     
T h e  P l u t c h i k  E m o t i o n  C i r c u m p l e x  3 D  a n d  2 D 
developed in 1980 by Robert Plutchik.

The Plutchik Emotion Circumplex 3D and 2D developed in 1980 by Robert 
Plutchik.
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 Apar t from the psychologic aspects, Pin(k) a Place 
a l s o  f o c u s e s  o n  a  b e t t e r  u n d e r s t a n d i n g  o f  t h e 
landscape. Because making sense of our environment 
due to in for ma t ion ga t h er ing an d pro c e s s ing i s 
not suf f icient enough for humans (Kaplan & Kaplan 
1982), “[...] we also seek opportunities to expand our 
horizon – that is, we seek and cherish the potential of 
involvement and engagement ” (Carmona, Tiesdell, 
H e a t h ,  O c 2010,  p .116) .  B e r l e a n t 's  d e f i n i t i o n  o f 
e n v i r o n m e n t  a s  b e i n g  e v e r y t h i n g  –  a  d y n a m i c 
interdependent unity between the surrounding and 
ourselves (Bell 2012, p.65f) – can also be interpreted 
as the environment as the omnipresent source of 
stimuli and opportunity to involve. The question then 
is, when and why we involve in some environments 
rather than others?
 
Fol lowing Kaplan and Kaplan, th is a l l - embrac ing 
e nv i r o n m e n t  c a n  b e  d i s t i n g u i s h e d i n  r e g a r d  t o 
di f ferent oppor tuni t ies of engagement (Kaplan & 
Kaplan 1989, p.50f). Kaplan and Kaplan’s preference 
matr ix displays a model of informational quali t ies 
o f  a  l a n d s c a p e  i n  t w o  d i m e n s i o n s  –  t i m e  a n d 
mak ing s ens e.  O rganiz ing coherence,  le g ib i l i t y, 
c o m p l e x i t y  a n d  m y s t e r y,  i t  i s  u s e d  t o  e x p l o r e 
spatial preferences in regard to the oppor tunit ies 
o f  invo lvement .  In  theor y,  the greates t  p leasure 
and thereby also engagement should derive from a 
landscape, which “[…] is coherent, legible, complex 
and has some myster y” (Bell 2012, p.104). Forming 
a landsc ape l ike this means to create an opt imal 
stimulating framework for individual experiences and 
perceptions derived from intensive involvement of 
the visitors.

Pin (k) A Place subt ly adds informat ional qual i t ies 
to the landscape temporarily. While the pine forest 
with it ’s natural sloping topography is quite coherent 
an d le g ib le –  n e e de d qua l i t ie s  to  or ien t a te an d 
make sense of the environment – ,  i t  lacks cer tain 
complexity and myster y. Both qualit ies are needed 
to entice us to fur ther exploration and collection of 
information (Bell 2012, p.89). Increasing the forest ’s 
complexity is at tempted by Pin(k) a Place through its 

assignment. The visitors are actively asked to explore 
the forest and thereby reveal it ’s hidden complexity. 
Addi t iona l l y,  t he a s p e c t  o f  my s ter y  –  t r ig g er ing 
fur ther exploration of the landscape – is developed 
by  t h e t e m p o r a r y  i n s t a l l a t i o n o n t h e s u r f a c e o f 
the fores t : Anonymous pink s t icks, placed by the 
v is i tors at the spot where they fel t the s t ronges t , 
s u b t l y  o v e r l a p  t h e  e x i s t i n g  w i t h o u t  m o d i f y i n g 
i t  s u b s t a n t i a l l y.  T h e r e by,  t h e  v i s i t o r s  t r a n s f o r m 
something fragile and ephemeral like a feeling into 
something physical. Herein l ies the impor tance of 
the subjec tivity of the assignment and the fac t that 
it emphasises what people have in their hear t rather 
than what they practically see. 
 
All the sticks remain traces of former visitors without 
any fur ther information and thereby also increase the 
complexity of the entire landscape. The antagonistic 
archive ou t s ide the fores t  so lves the mys ter y by 
providing all the information about the individual 
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p ercept ions o f  t he areas in  whic h t he p ins were 
placed. Since the archive has the same shape and 
propor t ions as the area under obser vat ion wi thin 
the forest, it also shif ts the scale in which the visitors 
experience the landscape and thereby increases the 
complexity of the site (Bell 2012, p.105).    
Synthesizing and enhancing those quali t ies of the 
forest gives us the opportunity to trigger the visitor ’s 
engagement wi th the landsc ape. Temporal ly and 
subtly changing the frame for personal experience 
and perception of this landscape allows us to asks 
for the spirit of the place or it ’s genius loci; to raise 
t he que s t ion:  W here do you fe e l  t he s t ronge s t? 
Provoking conscious and intense engagement with 
the landscape by slide modif ication and triggering 
assignments also allows us to observe place-making 
a lit tle closer: Identif ying (conscious ref lec tion and 
ac tive perception) and occupying space (leave the 
pin where one feels the s trongest) in a previously 
unk nown landsc ape as wel l  as g iv ing th is  spot a 
per s onal  c har ac ter  (doc ument a t ion of  t he p lace 
by the vis i tors using notes, images and emotional 
c lus ter s)  c hange s our  re la t ion to t he re s p e c t i ve 
landscape (Bell 2012, p.67). Through the engagement 
with the landscape we become at tached to this place 
– space becomes place. 
 
The tasks the v is i tors were asked to do, guided a 
m e n t a l  p r o c e s s  w h i c h c o n t r i b u t e d t o  t r a n s f o r m 
t h e  o r i g i n a l l y  o b j e c t i v e  s p a c e  i n t o  a  p e r s o n a l 
meaningful place (Tuan 1977). In the moment when 
people pinned a spot , wrote down what they fel t , 
and named it choosing from cer tain categories, they 
were ac tually conferring values to one unique spot 
in the forest . Therefore, though this psychological 
evolution, the emotional characteristics defined the 
feeling of this space that has become a place. 
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APPLICATION 

So now you have seen what we did before we came up 
with Pin(k) a Place. However within the development of 
Pin(k) a Place itself, a lot of choices were made based 
on our previous research and brainstorms. Behind each 
design choice lies a series of argumentations backing 
their necessity making sure that every element and every 
step of the design contributes to the experience we 
create for the visitors. Subsequently, for us, as students, 
these elements and steps also contribute to the results 
we collect afterwards. This chapter will explain what these 
argumentations were, diving deeper into the design of 
Pin(k) a Place, illustrating the motives and purposes of 
each component. Coming into the project, the visitors get 
a tabula rasa, a blank page for them to fill. The instructions 
we give simply provide a framework for a certain direction. 
 
Sticks
The first assignment given, is to go into the forest and to 
use the bamboo stick with a pink top to “pin the place 
where the forest gives you the strongest feeling”. The 
assignment triggers multiple things within the visitors. 
In order to find this place, visitors are stimulated to use 
all their senses activating further exploration of the 
landscape. It triggers a more conscious perception of the 
forest, looking at the landscape in a new way; perceiving 
it more intensely. Asking them where ‘the forest gives’ 
them the strongest feeling motivates them to relate to this 
forest, to this site. 

 Individually pinning a place provokes a certain connection 
to a place. By giving this assignment the visitors are 
triggered to look around them in a way  they usually 
do not . The forest is not  just a landscape anymore, it 
becomes something more personal. Marking the place, 
where the forest gives you the strongest feeling, creates a 
certain attachment; this place is mine or for me. This way 
connections are made between the usually more subtle 
presence of emotions, to the forest itself. 
 
Keeping this assignment as open as asking for ‘a feeling’ 
relates to the fact that everyone has different perceptions 
as the previous essays illustrate. It does not  only give the 
freedom to choose between a positive or negative feeling, 
but it also leaves room for memories that provoke a strong 
feeling within. 
 
The form of the sticks was chosen to represent the marking 
of ground, like the first flag on the moon or the pin on 
google maps. The gesture of pinning the stick, placing 
your feeling, letting go of it and leaving it behind for the 
forest and other visitors, creates a sense of involvement 
or engagement. Next to that you could say that the stick 
represents the individual's feeling. Therefore, when using 
the stick, something fragile and ephemeral as an individual 
feeling is transformed into something physical, something 
now part of the landscape. 
 
This involvement makes it so the visitors collectively 
determine the course of the design. Additionally, the 
landscape becomes more complex. As mentioned in the 
essay about environmental psychology, the landscape 
itself lacked a certain complexity or mystery. By leaving the 
sticks behind this complexity and mystery is introduced, 
creating a more stimulating framework to inspire active 
perception. The sticks themselves represent individual 
feelings, creating a layer of mystery to the landscape as 
one might wonder which feeling a  stick really represented. 
Also a layer of complexity is added as the forest becomes 
a new landscape with a blur of stick concentrations 
unfolding over the rolling old dune topography. 

41
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Oh, and why the pink? Colors are always tricky. Different 
associations and connections are made and thereby  they 
can get a range of various meanings. However some 
colors have a stronger common meaning than others. 
Take for instance white One of the stronger associations 
could be a memorial cemetery. Or the color orange 
which for Dutch people is strongly connected to the royal 
house. With a group of 15 students from different cultural 
backgrounds we came to pink as the one that had the 
least strong common value. Also research shows that pink 
is the color of the ‘unknown’. Another reason for the pink 
color is the way it contrasts the color scheme of the forest 
itself. Again, bringing complexity to the landscape but also 
a practical way to make them stand out to the visitors. 
 
Pinhole
The second item the visitors take with them into the forest 
is a pinhole camera. They get the assignment to use it to 
take a photo on the spot where they pinned the stick. The 
pinhole camera itself is one of the simplest and oldest 
ways to take a photo. The camera obscura consists out of 
a matchbox closed off with black tape, a hole in the front 
with a piece of cardboard shutter covering it and light 
sensitive photo paper in the back. To take a photo, the 
shutter is lifted so the light can enter the box through the 
hole. When the light enters, the image is ‘printed’ onto the 
paper. 
 
With the assignment the visitors are told that the photo 
they take is supposed to represent the source of their 
strongest feeling; the element in the landscape that made 
them choose this spot as the place where they had the 
strongest feeling. It could be a photo of a detail or of an 
overview but a selfie representing a memory was also an 
option. The fact that we ask the visitors to take a photo 
forces them to look around but also to look inside. Within 
this lies the connection between the space of the forest to 
the visitors inside. It is the step that makes the forest not 
just a space, but also a place. 
 
Now you probably ask yourself why not a digital picture? 
Everyone carries a phone with a camera, right? But 
again, we deliberately chose not to use technology. The 
analogue way of taking a photo makes it so the visitors 
only get one chance to take the photo. This makes the 
action a very conscious one and activates the visitors to 
really look, feel and then choose. We feel like this way of 
eliminating doubt enables the heart to speak rather than 
the brain. Besides that, we think that a smartphone itself 
is the very symbol of detachment of the landscape; the 

present. With your phone you can enter the whole globe 
with just one (or two) click(s). Therefore, using high end 
technical devices was no option. . 
 
Above all that, taking a picture this way gives a certain 
atmosphere. This very atmosphere also adds to the 
mysterious part of the installation. The fact, that we open a 
hole in a matchbox and a picture is taken, creates a certain 
connection to the moment. It is not some enigmatic device 
that is so beyond anything humane, it is you opening a 
hole in a matchbox showing us what made you feel. Also 
some tension is created making the visitors excited about 
how their photo will turn out as it will be developed later 
on. This creates, just like in movies, a curve of curiosity 
and wonder about what will happen next keeping the 
visitor’s minds active. It is part of the installation’s narrative, 
keeping the visitors excited. 
 
Notepaper
So now we know where the visitors  felt the most, what 
made them feel this but we also want to know what they 
feel. This is why they get a notepaper. The notepaper 
is completely empty except for the word ‘notes’ and a 
square for the pinhole photo. This way, the visitors are 
free to write or draw whatever they wanted to, giving 
them the opportunity to elaborate and to share. Bringing 
the visitors from looking outside to the forest (finding the 
spot), to inside themselves (feeling a feeling), to outside of 
the forest (taking the picture) and back inside themselves 
(describing what they felt). This creates an interplay 
between the personal and the environment, the visitors 
and the landscape. 
 
Grid 
As the installation also holds an aspect of research, we 
have to locate the sticks so we can relate the notepapers 
with their feeling and stories to the respective  place to 
make conclusions about the space. To do that, we came 
up with a grid. This grid consists out of white crosses on 
the ground representing grid points. A cross has four 
corners, each standing for one quadrant of the grid. So 
when the visitors pin the stick, take the photo write down 
their notes, they are asked to find the closest cross and 
write down the number that stands for the according 
quadrant. This simple gives us a reference we can use for 
the documentation. 
 
The fact, that the visitors need to find the grid points, 
means that they have to be  visible. This visibility makes 
them part of the aesthetic experience. This experience 
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exaggerated the topography of the old dunes as the 
single points created lines over the sloping hills. Besides 
that, the grid marks the borders of the installation.
 
Archive
As the visitors come back from wandering through the 
forest, a whole new part of the installation comes into play, 
the archive. The archive consists of multiple elements.
 
The first step is to hand in the pinhole camera so the 
picture can be developed. During the  development, the 
visitors are asked to think back to what they felt in the 
forest and choose a category from the emotion wheel. This 
emotion wheel has 6 categories of emotions or feelings 
in which ‘all’ feelings can be divided. Each of these 
categories has a color. The color itself does not signify the 
feeling connected to it so the visitors are not influenced 
too much. The visitors are asked to choose the color of the 
feeling category, that best matches their strongest feeling 
in the forest. This categorization  simply makes it easier for 
us to evaluate the collected data later on. But is also makes 
the visitors feel involved as they are doing us a favor by 
abstracting their feelings and findings. 
 
In the meantime, the picture is developed and hung from 
a line on the dark room. The moment has arrived when the 
visitors can see how their photo came out. Recognizing 
or discovering what the photo shows is part of the magic 
of the archive. Since the photos do not come out like 
the photos from your phone would, a level of attention 
is required to really dive into what exactly it shows. 
Sometimes it even stays a mystery. But the important thing 

is that the photo is taken, the visitor has felt, has looked 
and had explained. 
 
Seeing the photos creates a similar atmosphere as using 
the camera. The feeling of involvement as opposed 
to detachment. However, how taking the photo was a 
moment of curiosity and tension, the receiving of the 
photo is a moment of unraveling, of reflection. This 
moment is used to close the chapter of your own feelings 
and to open up to the others. The next step is to stick the 
photo to the paper and place them on the according table 
in the archive. The tables are shaped and positioned to 
be a scaled version of the grid in the forest. The tables all 
have a number each representing a quadrant in the forest. 
According to this, the visitor knows on which table to 
place their notepaper. The leaving the paper behind in the 
archive is just like letting go of the stick and thereby your 
feeling. Now the notepaper with its personal stories is not 
just yours anymore, it is part of the installation for others to 
discover. 
 
So this paper is not only about the individual anymore. 
The notepaper itself with the pinhole picture becomes  
the mediator between the individual and the rest. The 
interplay now continues from being between themselves 
and the environment to also being between themselves 
and others. Other visitors have the chance to look at 
what others felt. But not just randomly. Here is where the 
grid comes at play again. This makes the interplay more 
interesting as the visitors not only discover other stories 
and feelings, but they discover them where they also 
felt the strongest. This moment is often very surprising. 
Realizing that every person is different beyond imagination 
and that every perception of the same landscape is not the 
same is one of the interesting lessons we but also visitors 
take home from Pin(k) a Place. 
 
The archive however offers something else too. Just 
like the sticks in the forest, it shows where the strongest 
feelings accumulate. It shows the ratio of which areas were 
popular and which ones were not. You could call this a live 
infographic. The tables with the fatter books mean more 
sticks so more ‘strongest’ feelings. The installation gives 
the visitors a direct feedback of their contribution to the 
installation and part of its results. 
 
Well, that was a lot. But now you know how every design 
choice is part of a whole. Each step and element backed 
with its own argumentation or validation, making Pin(k) a 
Place what it is. 
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BUILDING PROCESS

The construction for Pin(k) a Place began in our faculty 
one week before our venture to the island of Terschelling. 
Every part  of  the project  was made in delft  and 
transported to the island 3 days prior to the opening of 
Oerol 2017. Due to limited time, budget, and space, every 
material was designed to be minimal as well as modular 
for easy transport, construction, and deconstruction. We 
tried, failed, and try again.  Few iterations were made, 
discussed, and later improved for the best possible 
design for the project. Different materials, colours, sizes, 
and assemblages were tested before we got to the final 
design. 

Precise measurements and cuts were made on the 
construction of 74 archive tables to create a simple and 
lightweight assemblage which every piece fits together 
without the use of nails nor screws and to collectively 
form a flat surface in between the forest and the lake. 
White cones for 95 reference points inside the forest were 
designed to be just the correct size and colours for them to 
be easily spotted but not too dominant in the landscape. 
165 pinhole cameras were made using simple everyday 
materials such as match boxes, duct tapes and pins to 
be pocketable and replicated easily while maintaining 
the functionality. 5000 archive papers were designed, 
printed, and cut manually in Delft with proportional size 
to the archive tables. Bamboo sticks enough to achieve 
our target of 5000 visitors were ordered, and painted one 
by one in the secret basement dungeon of our faculty. 
Thereafter, we had a sigh of relief after finally we finished 
producing, packing, and sending all the materials to the 
island, where another huge task of building awaited. 

In Delft

74 Archive tables
95 Grid reference points
165 Pinhole cameras
5000 Archive papers
5000 Bamboo sticks

47
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In Terschelling

8 m2 Dark room
100 m2 Archive
20000 m2 Forest

No time to dip our feet in the water as we have to start 
constructing on site straight away. A 10-minute bike ride 
from the harbour to the site were filled with excitement 
that we were finally there and nervous about the site 
conditions and its problems that may rise. We arrived 
to a stormy weather on the island and had to work 
through it due to the short timeframe that we had. Using 
simple measuring tools, we studied the site, both inside 
and outside the forest, and developed a plan on how 
to proceed with the construction. Different tasks were 
delegated to smaller teams to work tirelessly as the start of 
the festival was approaching. 

The forest was mapped beforehand for us to lay down the 
grid coordinate system. Up and down the hills, through 
the tick-invested bushes and the thorns, 20m by 20m grid 
were laid out carefully inside the forest and reference 
points were precisely pinned on the ground. Outside 
the forest, next to a beautiful lake, the archive tables 
were assembled. Accurate measurement of the whole 
construction on the slope as well as strategies for working 
with the relatively unstable sandy soil were necessary to 
successfully establish an all-flat and stable tables as an 
end result. Activities both inside and outside the forest 
were time consuming as they demanded a lot of attention 
and the challenges on the site can never be predicted 
beforehand. Our lovely blue wagon was transformed into 
our basecamp of information for the visitors as well as 
a darkroom inside. The biggest challenge was to light-
proof the inside of the wagon with enough room to work. 
Outside the wagon working station for visitors were built 
and information about the project were hung. In the night 
of the third day on the island, all of the constructions were 
finished as we anticipated the start of the festival the day 
after. 
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10 DAYS AT OEROL

“It was a great adventure, we had to climb trees with holes 
in it and walk on mountains and I saw a butterfly and a 
big spider!”. The kid is around 4 years old and can’t stop 
talking about the great adventure he had in the forest. It 
is an afternoon on a sunny Saturday, the first official day 
of our expedition. There are some clouds in the morning 
left from the 3 days of rain we had while building up the 
installation. However the sky is now bright blue. There are 
people everywhere. Since the moment we are open there 
is a continuous flow of people at our site. The reactions 
that we get from them are surprising. A man was really 
enthusiastic after he heard our introduction and went into 
the forest with a big smile and full of energy. Half an hour 
later, he comes back with tears in his eyes and emotionally 
tells us that “This is really an amazing experience. Because 
of the assignment that you gave me, I was looking to every 
detail of the forest and it felt like every tree was me.” 

When we were in Delft we did some experiments that 
involved interaction with people. It was in the morning 
on a rainy weekday and most people were in a hurry and 
didn’t paid any attention to our installations. The Oerol 
visitors are the opposite of the cranky morning people 
in Delft. Everybody is free, relaxed, happy and willing 
to participate and, even more important, take time to 
experience. There is an older man, a landscape painter, 
that went in the forest with a skeptic mind. The first thing 
he said after the introduction was “Well.. that’s kind of 
spiritual”. When he comes back from the forest, he keeps 
talking for at least 10 minutes about his experience in the 
forest, how other people perceive the forest and what 
kind of influence the roots of the people and the sticks 
have on their perception. It turns out to be a very spiritual 
conversation. 

The first day is a lot of fun, a lot of hard work as well a 
bit chaotic. It takes too long to develop the pictures into 
positives therefore some visitors have to wait for more than 
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half an hour. After the first day, we decide to only develop 
the negatives which saves us a lot of time developing 
and saves the visitors a long wait.  This is an example of 
the things we had to adjust to get the organization of 
the project rolling. During the week we become a well-
organized team. Every day we make this project more of 
our own. Every student has his/her own way of explaining 
the project and the further purpose. 

The visitors give us a lot of energy and good vibes. The 
best moments are the personal talks with the visitors, 
about the project and themselves. Everyone is so open 
and honest which encouraged us to be that as well, to the 
visitors and each other. It’s beautiful to see what the island, 
theater, art and freedom can do with people. After a day at 
the site we all have a lot of stories of talks with the visitors. 
“An unexpected and inexplicable tear caught me. It’s 
overwhelming to see all the feelings in the forest that the 
people before me pinned”. These stories are amazing for 
us to read. 

The 10 days of Oerol are over and we are all really satisfied 
and happy yet exhausted from this experience. Every 
day we told the same story over and over again, but the 
conversations with the visitors have all been different. The 
personal talks with the visitors were the best part of being 
on site. And every morning, when we biked to our location 
and we could see our installation facing the empty lake, 
nobody there yet, a peaceful feeling took over. We did it!
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RESULTS

As mentioned before, Pin(k) a 
Place is not just an experience, 
it is also a research. After we 
came back from the Oerol 
festival we started collecting 
all the information the visitors 
g a v e  u s .  Re a d i n g  a l l  t h e 
notes and comparing them 
to the feeling color and their 
quadrant was a long but very 
satisfying process. With the 
visitor’s input we created maps 
and statistics in order to find 
the feeling of the forest. In 
this chapter we will show the 
analysis of the visitor’s input. 
Within this analysis we will 
show any emerging patterns, 
f r u i t f u l  o b s e r v at i o n s  a n d 
interesting relations.
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DISTRIBUTION OF 
PERSONAL CHOICES

3245 sticks placed in the forest. Each of  those is 
representing a personal but anonymous relation to the 
forest. Each of them marks a place in the forest, where 
people felt the strongest; a place they relate to. But this 
installation was only of a temporary nature: After “growing” 
for 10 days we had to remove the forest’s new pink layer. 
But before that, we mapped the position of every single 
stick by hand. The grid in the forest enabled a structured 
mapping and referencing.  
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CONCENTRATIONS OF
PERSONAL CHOICES

Analysing the structure and two-dimensional distribution 
of the installation in the forest, accumulations of sticks 
could be recognized. Six different types of those dense 
spots could be identified. Each of those appeared 
repetitively in the entire structure and could be related to 
specific characteristics or elements of the forest. 

Out of the many different ways of how to analyse these 
information we decided to concentrate on the noticeable 
accumulations. A focus on the sticks placed not within 
dense accumulations could have also been a way to 
analyse the structure, but we decided to focus on the 
concentrated areas. 
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MAP OF FEELINGS

As you know, we asked people to chose one of the six 
different feeling categories. Every feeling is represented 
by its own color. In every quadrant the percentages of the 
chosen feelings are randomly shown by the ratio of the 
colored squares. 

Grey is the most common feeling. The most dense grey 
can be found at places that are mostly characterized 
by their openness and clearings. The yellow emotion 
is scattered over the whole area. The orange feeling is 
mostly chosen at high points. The pink feeling is generally 
represented when there is a higher density of bushes and 
small plants. Dark blue is present at quite specific places 
with a higher density of bushes and small plants or pits. A 
lot of light blue is used at the edges of the forest, which 
are relatively dark places within the forest.
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joyful

peaceful

powerful

mad

sad

scared
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OVERVIEW OF WORDS

This map shows a conclusion of all the keywords the 
visitors wrote down. All the notes put in the archive were 
read by the Dutch students and their keywords were 
written down. To get a result out of that those keywords 
were put together in word clouds. They were abstracted 
and simplified to obtain data from it. Not only did we 
make word clouds for each quadrant but also for each 
emotion color.These word clouds show the relation 
between bigger and smaller words and how they form 
groups in certain places. The big words are more common 
and the small words less. The more words in one square, 
the more different words are used in this square. Areas 
with corresponding keywords are combined to accurately 
visualize the most common words in combination with the 
place. The most common word used in the whole forest is 
‘rest’. 

The words itself are related to the topography of the 
forest. Some people also describe the atmosphere of the 
place they choose to place their stick. The word ‘view’ is 
most common at the north/western edges of the forest 
especially at the north edge where people can look over 
the dunes. Also wind is mentioned a lot at these sides 
like at the west side where there is an overview at a big 
monotonous valley. The dune tops at the south of the 
area also provide an overview. Curious to see is that there 
is a specific place at the west side where a lot of people 
wrote about birds. This place in the forest is quite dense 
in low and young vegetation. Visitors write about sun and 
openness at the clearings within the forest. There are a 
couple of specific places with their own characteristic 
where new words were used like ‘life and death’, ‘sereen’ 
or ‘thousand thoughts’. These are more specific or 
exceptional words. 

Something else visible on this map is the division of words. 
You recognize that some area were more in compliance 
with one word and others were really divided.  
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50 %

40 %

Peaceful is the most common feeling 
that the visitors choose, we considering 
therefore peaceful as the strongest 
feeling. This feeling is associated with 
features of  the forest. The visitors 
descr ibe the atmosphere and the 
surrounding of the place and write down 
the characteristics. Most of the visitors 
conclude that the things that they wrote 
down makes them quiet. The densest 
grey is visible at the edges of the forest. 
The most dense grey can be found at 
places that are mostly characterized by 
their openness and clearings. 

Yellow people wrote a lot about 
nostalgic and memories about 
their youth. People describe the 
atmosphere of the place and relate 
it to a certain memory. A lot of 
people mentioned birds, light and 
sun. The yellow emotion is scattered 
over the whole area.

People that chose orange, chose 
spots at high points, feeling is 
characterized by descriptions about 
view and overview.

ANALYSIS OF 
FEELINGS

10%

0%

0 %

10 %

36%

0%

T h e  m a d  f e e l i n g  i s  m o r e 
represented when there is a higher 
density of bushes and small plants. 
People associate it with chaos, 
death, crowds and tension

This feeling is represented in a 
smal ler  amount  compared to 
the other feelings. Dark blue is 
present at quite specific places 
with a higher density of bushes 
and small plants or pits. People 
write about their fears, insecurities, 
death and mention the shelter and 
overwhelmingness of the place

A lot of sad is used at the edges of 
the forest, which are relative dark 
places within the forest. People 
wrote memories about loved ones 
that passed away. People share 
their grieve, lost and loneliness. 
And mention the silence of the 
place.v
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1 PATH

Along the existing paths in the forest large concentrations 
of pins could be recognized. Floating up and down the 
rolling topography, existing paths allow an exploration of 
the forest without getting lost. 

Following the paths through the different parts of the 
forests provides a good understanding of the landscape 
- it’s coherence and structure. The accumulations along 
the paths can directly be linked to the high legibility and 
coherence of the forest, which is exploited by the paths. 

The relative percentage distribution of different emotional 
states along those paths correlates to the path’s nature: 
Moving through the forest and therefore illuminating 
different places, structures and atmospheres within the 
landscape.

pink sticks accumulating 
along existing paths

wordclouds of the example accumulation 

percentage distribution of emotions 
 in the example accumulation

ANALySIS OF STICK 
CONCENTRATIONS

69



72

High Points (tops or ridges of the old dunes), providing 
a good overview over the forest or outlook, have been 
chosen repeatedly. Notes taken by the visitors underpin 
the assumptions, that those spot have been chosen for the 
view  and atmosphere they offer.

It is no coincidence that those spots have been chosen 
repeatedly: High Points allow overviews, helping us to 
recognize landmarks (legibility), decode the landscape’s 
complexity and recognize it’s structure (coherence). Thus, 
high points provide orientation.

The overview also supports the human urge to  position 
him or herself in relation to the landscape. Recognizing 
scale is also a striking aspect in giving preference to High 
Points.

2 HIGH POINTS

high points with a good overview 
or outlook were preferred locations

percentage distribution of emotions 
 in the example accumulation

wordclouds of the example accumulation 
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Asynchronously to the High Points, we could recognize 
Hollows, which show a very little number of pins or non at 
all. 

The avoidance of  Hollows underpins the need for 
orientation as shown in the High Points. But even more 
interestingly it brings up the assumption, that the need for 
overview and thereby the understanding of the landscape 
might be bigger than the need for shelter - typically 
associated with womb-like forms. 

The low number of emotions referred to orange, which 
was shown to be particularly linked to high points, 
underpins this assumption in the area displayed. 

3 HOLLOWS

against run-up assumptions, hollows 
were avoided to a great extent

percentage distribution of emotions 
 in the example accumulation

wordclouds of the example accumulation 
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High ly  remarkable  were  accumulat ions  among 
Outstanding Objects. All those objects have in common, 
that they disturb the predominant structures of the 
landscape: A fallen tree breaks the vertical structure of 
the forest. An oak in a pine forest, man-made structures 
or specially shaped pines cause attention, due to the 
disturbance. 

In that sense these objects improve the legibility of the 
forest since they act as noticeable landmarks - places to 
orientate. At the same time they make the entire landscape 
more complex - enticing our urge to explore. But beside 
that, they also add the mystery component to the forest. 

The quite high number of yellow categorized emotions in 
the example stresses the mystical aspect of those places, 
since many people mentioned personal memories and 
special atmospheres at those places.

4 OUTSTANDING OBJECTS 

accumulations of pink sticks among 
outstanding objects, disturbing the forests 

coherent structures 

percentage distribution of emotions 
 in the example accumulation

wordclouds of the example accumulation 
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Accumulations of sticks were also recognized among 
glades in the forest. Similar to the Outstanding Objects, 
Glades also break the predominant dense and vertical 
structure of the forest. 

The sudden opening in between the trees as well as 
the change of light and shadow makes them noticeable 
landmarks. Therefore, they also contribute to the legibility 
of the forest. 

According to the visitor’s notes, they also contribute to 
the mystery component of the forest. Again a quite large 
number of yellow categorized emotions in the example 
indicates that many people relate personal memories to 
and/or recognize special atmospheres at those places. 

5 GLADES

pink sticks accumulating along 
existing paths

percentage distribution of emotions 
 in the example accumulation

accumulations of pink sticks among glades, 
emphasizing the existing landmarks in the forest

wordclouds of the example accumulation 
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Those concentrations of sticks are different form the other 
ones discussed so far: Accumulations in this category 
lack noticeable or traceable reasons for their appearance. 
There were no elements in the forest that could explain 
those accumulations. 

In accordance to the notes of the visitors it can only be 
assumed, that special atmospheres or the play of shadow 
and light triggered particular personal relations (quite 
large number of yellow categorized emotions).  

6 ANOMALIES

pink sticks accumulating along 
existing paths

percentage distribution of emotions 
 in the example accumulation

pink sticks accumulated at places for no apparent 
reason

wordclouds of the example accumulation 
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TyPICAL PLACES OF
STICK CONCENTRATIONS
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CONCLUSION

While drying the sweat from 
our brows, we can proudly 
present the conclusions of our 
research. Joining, merging, 
linking, relating and connecting 
all the results lead us to this: 
the feeling of the forest. 
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CONCLUSION

In this conclusion chapter it is all about showing the 
meaning of the connections, relations and patterns 
showed in the results. What do the wordclouds say? How 
does this relate to the landscape? What is the connection 
between the location of the sticks and the colors of the 
feelings? What does this say about the spaces in the forest 
and what does this do to the feelings? What does it mean 
when one quadrant only has one general feeling? Or a 
rainbow? How do the stories relate to the feelings and 
places? We asked ourselves questions like these when we 
examined the results in order to find conclusions. 

Even though we do draw conclusions from our research 
we would like to call them not truths but grounded 
suspicions. With the research we did, we can never now 
exactly what the reason behind every chosen feeling was 
for example and therefore we want to point out to see the 
conclusions as recognized patterns or findings. 

So what is the feeling of the forest? From the results we 
found that the biggest feeling in the forest was peaceful. 
Therefore we can say that this forest is peaceful. It is 
interesting to see how the forest reveals its feeling. It only 
became visible when people used their sticks to turn an 
immaterial feeling into a material stick. The sticks and what 
they represent together form the feeling of the forest. 
But only when combined. Without the sticks together, the 
feeling is merely an individual’s perception of the forest or 
a perceived feeling. 

However, this feeling is not the only conclusion we could 
make. The word chosen the most was ‘rest’, but also ‘birds’ 
and ‘view’ was used a lot. In the word cloud map it showed 
that the word ‘view’ was mostly chosen at the north and 
west edges of the forest. These were places where the 
dunes and the forest became visible from a higher point 
and the density of the space was lower. At the lower 
vegetation the word ‘birds’ was mentioned more. This 
makes sense as the birds could be closed to the people 
in the younger vegetation. In the quadrant where one 
word was chosen most by far. We suspect that in these 
places the characteristics of the forest were so strong that 

e.g. personal backgrounds, moods, ages, weather didn’t 
influence the visitors as much as at other places. This is an 
interesting observation as this shows us how a person’s 
feeling can be influenced by the space. In these areas the 
word ‘rest’ was really common. 

The way the colors are scattered and grouped in the 
landscape shows us something too. The grey peaceful 
feeling was mostly chosen in areas characterized by 
their openness which means that something about this 
openness puts people at ease. The yellow happy feeling 
which related to memories a lot was scattered over the 
whole forest. This seems logical als people's childhood 
memories are very personal and thereby connected to a 
range of elements in the landscape. The pink mad color 
was often used in areas of low vegetation and bushes 
and the people who chose it used the words ‘chaos’ and 
‘tension’. Does this mean these bushes were bothering 
the visitors making it hard for them to move? Did they 
get irritated by that? Could be. The fact that the orange 
powerful emotion is seen a lot on the higher points being 
characterized by view and overview also seems valid. Just 
like how Simba was carried into the sky by Rafiki in the 
Lion King, we also feel this strength on higher grounds as 
having an overview gives you certainty and safety. 

The difference in the way the visitors described their 
feelings for the different colors is also interesting. Peaceful 
people described an atmosphere and sad people more 
specific elements. This could mean that different emotions 
come from different scales of the landscape.

As shown in the results we defined 6 types of areas where 
the sticks accumulated. While analyzing we found out 
that on most of the accumulations can be explained by 
the need of overview or legibility. Also from the words 
in the wordclouds connected to the feelings, we notice 
that when an area is chaotic, dark or crowded the more 
negative feelings were chosen.  

So the forest next to Duinmeerte van Hee is peaceful. 
The words ‘rest’, ‘overview’ and ‘birds’ were used a lot. 
Sticks accumulated at areas of  overview and legibility. As 
designers we learn that we have to deal with subjective 
and objective things. The subjective being the memories 
people have and the connections they make to the space 
or the elements in the space. And the objective being 
the legibility, orientation and coherence of the space. It is 
important to understand that we can influence people’s 
perception to a certain extend, but we cannot always 
predict what they will feel. However what we did find, is 
that the forest reveals its feeling only when we feel inside 
of it. 
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THE TEAM

Max:“The things we 
see are the same 
things that are within 
us. There is no reality 
except the one 
contained within us - 
H. Hesse”

Eva W:“At Oerol 
people are so 
enthusiastic, open 
and honest. This 
vibe stuck to me the 
whole time there”

Mael:”I’ve 
experienced Oerol 
as an inspiring week. 
The chats with the 
visitors that are 
familiar with the 
topics we’re dealing 
with”

Federica:“It was 
amazing to create 
a new ephemeral 
pattern in the forest 
through peoples 
emotions”

Lukas:“It was 
surprising to try 
landscape 
architecture and to 
dive in the sense of 
place”

Ilya:“A patchwork of 
experiences, 
implementations 
and connections. 
With people, place 
and own beliefs”

Eva V:“Great to see 
how open minded 
people are. Makes 
me feel appreciated 
as an architecture 
student”

Tim:“Unique 
yet awesome 
experience working 
as part of Oerol and 
enjoying the 
happenings on the 
island”

Michelle:“I enjoyed 
to dive in the 
unconsciousness 
process within a 
persons mind, that is 
actually the reason 
why people see the 
world as they do”

Lin:”I’ve never 
communicate with 
so many strangers 
within a few days. 
Thank you! All the 
amazing visitors! 
I liked it so much!”

Bella:”I was 
surprised and 
touched by the 
enthusiasm, 
openness and 
willingness to 
cooperate from the 
visitors and artists”

Yao:“Oerol gives 
me a chance to be 
closer to nature 
and people. It’s a 
challenge but also 
an unforgettable 
memory”

Denise René

Jan Gerk:
“Timelessness”

Hong:“An unique 
experience to build 
a real project and 
explore a study 
topic with collective 
process”

Liang:”Fantastic! 
Like a failed survival 
training with a 
loooot of fun! 
Worth to learn and 
experience!”
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SPONSORS

93



95


