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INTRODUCTION: CARTOGRAPHY VERSUS THE CARTOGRAPHIC METAPHOR

Due to the proliferation of  location-based services and geospatial technology, urban spaces in the post-digital age are overwhelmingly 

defined by generated data. The future of  cities can be conceived as being based on new informational systems, rather than new forms and 

plasticity. As speculated, 90% of  the data that has ever been produced in the world has been generated in the last two years.1 Through this 

data, buildings and cities are transforming more and more into the media of  information with the ability to tag, trace, and archive. Through 

the virtual encounter of  physically distant people, new urban society is often redefined by means of  delocalized, far-ranging digital realms 

and social networks. Cities are becoming intensely comprised of  individual preferences, behaviors, strategies, and scenarios.2 Today virtual 

space and physical reality are being fused and hybridized, rather than having a distinct border in between. Allowing a continuous inter-

changeability and seamless interaction between physical and digital mediums, the city and its digital representation gain equal importance. 

This study, in contrast, looks at urban installation projects, in which virtuality or augmented reality does not dominate, and the concepts 

of  “seamlessness” and “hybridization” do not precede. Drawing inspiration from the idea of  mapping in the post-digital age, this paper 

elaborates deliberate manifestations of  seams, edges, borders, and distinctions between the digital and the physical. 

Cartography – the study of  making visual narrations of  a territory – has been recently transformed into the cartographic metaphor and car-

tographic approach. Therefore, the idea of  data as space and the creation of  visual illustrations through nonvisual data are now designated 

as “mapping.” In the early twenty-first century, free and easy availability of  Geographic Information System (GIS) data, as well as satellite 

and map view services have encouraged the use and creation of  maps. Furthermore, cartography technologically transformed into the 

digital realm of  making available an open source of  collaborative tools, mobile mapping applications, and geo-tagging features.3 With the 

shift from cartography to the cartographic metaphor, map making has extensively gained momentum since the last decade.4 Accordingly, 

the contemporary artist and cartographer Denis Wood argues that approximately 99.99 % of  all maps ever produced have been made in the 

last hundred years.5

Today mapping emerges as an instrument of  reinterpreting and reproducing urban space, and redefining boundaries, rather than being 

merely used as an analytical and deterministic tool. As the production of  digital data visualization becomes ubiquitous, the scope of  

cartography expands its traditional boundaries through various media, such as text analysis, graphical illustrations, and interactive time-

1. Andrew Hudson-Smith, “Tracking, Tagging and Scanning the City,” Architectural Design 84, no. 1 (2014): 42.
2. Antoine Picon, Digital Culture in Architecture: An Introduction For the Design Professions (Basel: Birkhauser, 2010), 175-176.
3. Jeremy W. Crampton and John Krygier, “An Introduction to Critical Cartography,” ACME: An International E-Journal for Critical Geographies 4 No. 1 (2005): 12.
4. Catherine D’Ignazio, “Art and Cartography,” International Encyclopedia of  Human Geography Vol. 1, ed. Rob Kitchin et al. (Oxford: Elsevier Science, 2009): 203.
5. Denis Wood, “Map Art,” Cartographic Perspectives, Journal of  the North American Cartographic Information Society 53 (2006): 7.
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lines.6  Drawing inspiration from the easy availability and worldwide 

exploitation of  data, architects and artists have engaged with maps 

in various ways since the last two decades. They experiment on 

Global Positioning System (GPS) devices and monitors to track and 

interpret movements and behaviors, in addition to re-interpreting 

and deconstructing the data acquired through conventional and 

digital maps.7 

In the current enthusiasm of  geo-tagging and data sharing, the issue 

of  mapping becomes a focal point and a critical topic, affecting 

contemporary art, politics, society, and culture. This paper particu-

larly focuses on the encounters of  two-dimensional mapping pro-

cesses and three-dimensional urban spaces, using the juxtaposition 

of  analogue techniques and advanced digital technology. The aim is 

to rethink the map as a critical tool and an experimental medium to 

sketch out its narrative terrain in the contemporary artistic domain. 

In what follows, the paper traces dichotomies of  mapping and the 

cartographic metaphor, interacting with a cultural environment in 

the context of  the post-digital city. In the projects under scrutiny, 

urban spaces become the very medium of  mapping, or datascape, 

which is an experimental geography that superimposes physical 

space, material, and digital media. 

SCALE VERSUS ZOOM 

Map (2006-2010) by the German artist Aram Bartholl was a public 

installation in various cities, such as Kassel, Arles, Szczecin, and Tai-

pei, which was inspired by the idea that the perception of  cities is 

increasingly influenced by geo-location services. The artist explored 

the mutual exchange of  digital and physical spaces, as he installed a 

6 m. inverted drop-shaped marker – a giant version of  the red pin 

used in the Google Maps program. The project questions the tech-

nology driven society, as it probes the impact of  the digital age on 

society. In the City Center Series, Map was installed at the exact spot

6. One of  the first studies of  contemporary issues of  art and mapping is Earth-Map-
ping by Edward Casey (Minnesota: University of  Minnesota Press, 2005). Furthermore, 
the art of  mapping has historically been referred as ‘critical cartography’, ‘psychogeog-
raphy’, ‘experimental geography’, and so on.
7. Some noticeable experimental projects related to the use of  GPS in digital mapping 
projects are SENSEable City Laboratory at MIT (senseable.mit.edu), ‘Mapping 
London’s Daily Bus Trips’ project by Joan Serras in The Bartlett Centre for Advanced 
Spatial Analysis (http://spatialdatascience.org), and ‘Chip City’ design project, 
presented as ‘The Biggest Brother’ by Shinobu Hashimoto and Rients Dijkstra (www.
hashibonu.com).

 that Google Maps identifies as the city center. The size of  the red 

marker corresponds to the size of  a Google Maps pin in maximum 

zoom. In this sense, the project points to the critical relationship of  

cartographic knowledge, digital innovations, human behaviors, and 

collective memory. The map marker in the urban space blurs the 

sense of  scale, as it appears very small on our computer screen, but 

very big compared to human scale. 

Knowing through scaling has always been an integral aspect of  

architectural and urban practice.8 Yet even though a city is planned 

on a series of  scaled drawings, it is lived at 1:1, or in full-scale. In 

contrast to a scaled planning, the full-scale engages with actors’ 

bodily performances. Conventional maps represent data through an 

appropriate scale, whereas digital maps generate data as an ongoing 

process, allowing simultaneous, dynamic, and interactive data 

accumulation by means of  an interactive interface. In a sense, they 

accord with the view that, “The image of  the city (…) becomes an 

abstraction of  the geographic reality – dynamic and changing over 

time...”9 Multimedia maps perform “pan – zoom in – click – search 

for a place / get directions / image pop-up – zoom out” consecu-

tively. Given that the pan and zoom options are dynamic, and the 

scaled manual maps are static, conventional maps become finished 

products, whereas digital maps are in progress as long as they are 

digitally available. With the maximum use of  the zoom option, map 

can be seen as being constructed almost in full-scale. Bodily perfor-

mance, such as touching the multimedia screen for zoom and pan 

options or moving from one location to another to activate GPS 

and trace one’s movements, is required to interact in the digital map. 

In fact, touching the screen fulfills the original meaning of  the term 

‘digital’, which etymologically means digitus, or finger in Latin.

8. Full-scale drawings were used as early as the ancient age. Archeological findings in 
the 1980s show that the drawings on the lower parts of  the Adytum walls of  the Apol-
lo Temple in Didyma, Turkey are scaled drawings, or primitive blueprints, used to guide 
the construction of  the ancient temple. For more information, see Lothar Haselberger, 
“The Construction Plans for the Temple of  Apollo at Didyma,” Scientific American, 253 
No. 6, (1985): 126-132. Moreover, the Ancient Roman architect Vitruvius encouraged 
the application of  full-scale and on-site constructions of  building parts, rather than 
making scaled or any other measured drawings. Yet the Renaissance theorists adapted 
Vitruvius’ design method to scaled drawings. For more information, see Mario Carpo, 
The Alphabet and the Algorithm (Cambridge, M.A., London, England: The MIT Press, 
2011), 29, 132.
9 Marco Muscogiuri, “Mapping the Invisible: Creative Cartography as a Tool for 
Representing the Changing Contemporary City,” Drawing & City: Culture, Art, Science, 
Information, ed. Anna Marotta et al. (Rome: Gangemi Editore, 2015), 1134.
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ARIAL VIEW VERSUS OBLIQUE VIEW

Drawing on Site (1990) was a public installation in Boston, Mas-

sachusetts by the American architecture and urbanism office, 

Kennedy & Violich. The architects revealed unused railways of  the 

nineteenth-century and highways of  the 1950s, which were being 

demolished at that time, and projected future plans of  infrastruc-

ture, which were being simultaneously constructed. The architects 

mapped the history, present, and future of  the urban space on the 

ground surface using old maps and current engineering plans for 

the site’s proposed development.10 Superimposing and reinvigorat-

ing urban memory, they excavated railroad beds, and extended them 

by drawing with chalk in full-scale to reveal the rail yards below. 

Overall, the traced lines create a map marking the areas where indi-

vidual artists chose to install their works. 

The site was photographed by one of  the artists, taking an aerial 

photograph from up above long before the booming era of  Google 

Earth.11 Comparing traditional maps to digital maps, the former 

is usually created by an aerial view, or the bird’s-eye-view. In these 

maps, a holistic perception of  a represented territory enables the 

juxtaposition of  a set of  objects into a single image.12 Multime-

dia maps, on the other hand, usually have divergent views, which 

shift between two-dimensional and three-dimensional simulations 

consecutively or simultaneously: aerial view (map or satellite) and 

oblique view (street or ground level). In contrast to the fixed mode 

of  aerial view in conventional maps, multimedia maps easily shift 

between aerial and oblique views.

Being a wayfinding installation, Drawing on Site was created not only 

to be perceived from above, but also to be discovered on foot. In 

this sense, the project recalls the idea of  tactical and operative car-

tography, revealing and describing potentials.13 Michel de Certeau, 

the twentieth-century French social critic, highlights the tension 

between planning the city from an aerial view and walking the city 

through an oblique perspective, as he argues that, “The panorama 

city is a (…) visual simulacrum, in short a picture…”14 Since the 

10. Joan Brigham, “Reclamation Artists: A Report from Boston,” Leonardo 26 No. 5 
(1993): 382.
11. Sarah Bonnemaison and Ronit Eisenbach, Installations by Architects: Experiments in 
Building and Design (New York, N.Y.: Princeton Architectural Press, 2009), 154.
12. Gabriel Carrascal Aguirre, “The Space of  Cartography,” OverHolland (2013): 12-13. 
13. Manuel Gausa et al., The Metapolis Dictionary of  Advanced Architecture: City, Technology 
and Society in the Information Age (Barcelona: Actar, 2003), 415-416.
14. Michel de Certeau, “Walking in the City,” The Practice of  Everyday Life (Berkeley, Los 
Angeles, London: University of  California Press, 1988), 93.

aerial view is a fictional picture, which is created by looking down 

like an ‘all-seeing power’, he compares it to the celestial eye, the 

totalizing eye or a voyeur-god. As he remarks, “The ordinary practi-

tioners of  the city live ‘down below’, below the thresholds at which 

visibility begins. They walk – an elementary form of  this experience 

of  the city...”15 Similarly, the Dutch architect Rem Koolhaas argues 

that, “Working with scale puts you in an almost godlike position...”16 

Street view, on the other hand, provides fragmented perceptions of  

specific locations, as the map becomes a dynamic performance of  

interacting territories.

REPRESENTATION VERSUS EXPERIMENTATION

Tracing Pedestrians (2014) was an urban intervention project of  mine 

with a group of  architecture students in Izmir, Turkey. The area 

of  installation was a green park and a local center with many cafes 

and pubs located in the surroundings. A decade ago, the park was 

demolished and the locals have been dissatisfied with the result 

since then. The main aim of  this project was to create a database of  

locals’ ideas on the area. We put a giant net above the square, which 

nearly covered all the area, with an intention to make passers-by 

hang their notes and ideas about the old park and the new square. 

Secondly, I intended to create a full-scale behavior mapping of  

pedestrians that cross the square. To create the project, we marked 

the most used paths of  passers-by with chalk, and then emphasized 

the routes hierarchically by sticking yellow duct tape on the ground. 

We applied thick yellow lines for main arteries and thin lines for 

lesser-used walkways. The installation aimed at creating an instanta-

neous visual diagram of  the movements of  passers-by. In a sense, 

people became unexpected participants and urban catalysts. The 

yellow lines do not represent the general tendency of  motion, since 

the behavioral patterns would differ at a different time if  different 

people had passed through. Today maps show the city as we expe-

rience it; furthermore, digital maps present customized suggestions 

based on our behaviors.17  Rather than presenting stable and fixed 

data as in the sense of  conventional maps, mapping in the post-digi-

tal age reacts to the presence of  people – individually or publicly. 

15. Michel de Certeau, Ibid.
16. Rem Koolhaas and Bruce Mau, S, M, L, XL: O. M. A., ed. Jennifer Sigler (New 
York: The Monacelli Press, 1995), 1114.
17. Picon, Digital Culture in Architecture, 192.
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In the project, we made stencils of  the phrases ‘I wish... (Keşke)’ 

and ‘Fortunately... (lyi ki)’ on yellow lines randomly in order to en-

courage people to hang their notes on the net above. The project 

operated as an open collaboration, rather than a complete and 

definite document. Traditional maps that represent site analysis 

illustrate an analytic study of  collecting environmental informa-

tion in order to make a critical and creative reading of  architec-

tural and urban spaces.18 In parallel, maps are conventionally seen 

as stable, accurate, indisputable representations of  reality, which 

provide a logical and analytical basis for future decisions.19 In 

contrast to traditional behavioral mapping and site analysis studies 

that present general and holistic data, full-scale mapping in this 

project is momentary, spontaneous, and experimental.

The dichotomy of  representation versus experimentation demon-

strates a shift from a world of  static and fixed forms to a world 

of  interventions, happenings, and scenarios.20 The observed urban 

space emerges as the very medium of  mapping, or a datascape. As 

the contemporary Dutch architect Winy Maas explains, datascape 

is a spatial visualization of  invisible flows and forces that put 

enormous effects across territories.21 Mapping refers to a process 

of  an ongoing, incomplete and indeterminate research.22 With a 

shift in the relationship between perception and representation, 

visuality and information no longer precede one another. Through 

the dematerialization of  urban space, the city is ‘inventoried’ 

rather than ‘described.’23 In this sense, the project questioned the 

distinction between mapping as an instrument of  knowledge and 

a medium of  experimentation.

18. “The surface of  the map functions like an operating table, a staging ground or a 
theater of  operations upon which the mapper collects, combines, connects, marks, 
masks, relates and generally explores.” See, James Corner, “The Agency of  Mapping: 
Speculation, Critique and Invention,” Mappings, ed. Denis Cosgrove (London: Reak-
tion Books, 1999), 215.
19. Ibid., 250.
20. Kanarika, “Art-Machines, Body-Ovens and Map-Recipes: Entries for a Psy-
chogeographic Dictionary,” Cartographic Perspectives: Journal of  the North American 
Cartographic Information Society, 53 (2006): 25.
21. Corner, “The Agency of  Mapping,” 246.
22. Janet Abrams and Peter Hall, “Where/Abouts,” Else/Where Mapping - New Cartog-
raphies of  Networks and Territories, ed. Janet Abrams et al. (Minneapolis: University of  
Minnesota Design Institute, 2006): 12.
23. Simon Dawes, “Representing the City: Non-Representation, Digital Archives 
and Megacity Phenomena,” Theory, Culture & Society 31 No. 7-8 (2014), accessed 
July 1, 2016, https://smdawes.wordpress.com/2014/09/17/article-represent-
ing-the-city-non-representation-digital-archives-and-megacity-phenomena/
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CONCLUSION

Throughout history, maps have dictated the borders of  a territory 

in relation to power. They were known as places that substitute 

physical territory or as representative spaces of  analogy and ab-

straction.24 Today artists make a critique of  power through maps by 

probing its definition and scope. Maps are no longer seen as mere-

ly the representatives of  territory, but are conceived as producers 

of  it.25 They construct territories and redefine boundaries that turn 

into our realities. 

There has been a shift in the current conception of  cities from 

material to immaterial reality, since today everything can be clas-

sified and archived as data. The articulation of  a city through the 

media of  maps, images, and texts precedes its physical experience, 

turning it into a network of  virtual space. Technologies of  visual 

representation are challenging the fundamental dichotomies of  

the seen and the unseen, the obvious and the blurry, the stable 

and the loose, the exterior and the interior.26 The city emerges as a 

multiplicity of  probable fragments, both spatial and temporal, such 

as random meetings, instantaneous events, momentary conditions, 

and possible scenarios. It is redefined not by physical walls and 

borders, but by encounters, contacts, relations, accumulations, and 

so on. In this sense, the post-digital city consists of  transitions, 

junctions, intersections, but also discontinuities, boundaries, holes 

and bumps – always subject to change and being redefined. 

In the case studies under scrutiny, artists challenge the concep-

tion of  seamless interface. As they produce mappings based on 

instantaneous movements and bodily interactions, they restore 

the presence of  the human being as a catalyst. Confronted with 

physical materials, in these projects, drawing/painting and making 

become simultaneous processes that catalyze action. Altering 

the materiality of  urban space, the projects represent specific 

performances and motions as graphical data, and present urban 

spaces as artistic materials. In this sense, this paper unfolds the new 

dimensions of  mapping as a tool, human being as a catalyst, and 

datascape as a medium. The projects demonstrate that mapping 

manifests as a spatial construct, an urban space, which emphasizes 

the intersections and seams of  the digital realm and physical space. 

It establishes new experiences with the site; not epistemological 

and representational but experimental, speculative, and artistic.

24. Aguirre, “The Space of  Cartography,” 7.
25. John Pickles, A History of  Spaces: Cartographic Reason, Mapping and the Geo-Coded 
World (London, New York: Routledge, 2004), 145.
26. Ibid, 175. 04


