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Identity in
Space and Time
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The added dimension of space and time in identity
design has allowed designers to explore unexpected
ways in which identity design can help inform, engage
and entertain an audience. By shifting the focus away
from the static and controlled, towards a more complex
set of relations, identities have gained the ability to per-
form. Like a character on a stage, this new form of iden-
tity design uses the screen as the stage on which it acts:
trying to seduce, capture and transport the audience
into an emotional narrative space. This state in which
an identity becomes an animate form will lead to the
increased visibility of design as a practice. This shift
from the static to dynamic ranges across several fields.
My interest in the fusion between media and architec-
ture lies in the orchestration of moments in which con-
tent, technology and architecture become truly interre-
lated to produce new sensibilities and performative
affect. It represents an attempt to create moments in
which time based content helps shape social space and
meaning as mediated surfaces allow for organizations
inside and their building outside to constantly adapt
their spacial identity.

EIBM Seven

ABCDEFGHITKLMHOPORSTUVWHYZ

1234567890/ , > -+=

abcdefohiikimnopgreiuvwsyz
AB{DEFGHITKLMHEOPORSTUVIWHYZ

ABCDEFGHITKLMNOPQRSTUVWHYLZ

EIBM Seven SC

EIBM Five




127

IBM e—-H|=L|A O[*-H|O|M MIE]
HE7E =X R

IBM e—H|=L]A O|i.=H]0|M MIE{SE I3t Afx|

IBM e-H|Z|Y2 o :H]o]d MEE 9I5) 583] A 2HE o] A
Ae F2HL 2L 7]1&9 IBM 218 FA3AIT F o]
BeiolME= 22 e RESo| ero|z a0 & F3&
=S ST BT Y Adolete Hutz vl
2 2o b} AL Y g BE 7H59 o 57t ZetA] o]
Efo| 233 = BAl B2 7| E0] AAA o ujzy2 2d
ol AAA A-&3Hd BB Wtg A 3t
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IBM e-Business Innovation Centers
Architect: George Yu

Typeface for’IBM e-Business Innovation Centers

This typeface was designed specifically for the e-busi- "3

ness Centers, echoing the IBM logo in its construction,
but when in motion in space and time, fragments of the
letterforms create a typographic landscape. Content
only becomes legible to the viewer through camera
motion as the theme of orientation and disorientation
becomes synonymous with the experience of many
companies at the time, all of which were struggling to
adapt to the emerging business model of ‘The New
Economy’.
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IBM e-Business Innovation Centers
Interactive table and reconfigurable theater

The IBM e-business Centers were designed in collabo- 45

ration with architect George Yu, to reflect and reinforce
the e-business values of openness, flexibility and the
ex-change of ideas, and, where the space is responsive,
the people inside activate it. Spatial and screen-based
points of contact are used to breathe new life into an
otherwise static brand image as architecture gracefully
reconfi-gures to allow for individual or group experi-
ences.

The seamless interplay between architecture and
design creates a place where permanent boundaries
dissolve into dynamic partitions, where media and
sound individualize the audience’s experience, creating
a responsive interface between the visitor and the
brand. The brand communication fluctuates from
being ambient to informative, highly interactive to nar-
rative and from enga-ging to atmospheric. The careful
choreography of the elements that made up the identi-
ty ensures that it is both malleable yet cohesive.

The notion of spatial identity is by no means innovative
in itself, but as technology grows more digital, organi-
zations become more screen based and media be-
comes more ubiquitous, design’s visibility in both pub-
lic and private spaces has grown through a variety new
outlets.

With the translation of brand values into the lan-
guage of architecture, identity design starts to function
in the most tangible, most visceral, most complete
form. It allows designers to create a place that in all its
details exudes an atmosphere appropriate for the
brand’s culture and where brand strategy; architectural
design, technology and management philosophies are
fused into one. Through spatial and screen-based
points of contact, the idea of corporate identity is
expanded, both to potential clients, existing clients and
to the people within the organization.

In this new paradigm in which media, technology
and architecture are programmed to perform stories
and live events, and developed to engage people in an
integral dynamic cultural dialog, identities are seen as a
living, breathing organism. The seamless integration of
media and architecture enhances the porosity between
the organization inside and the people outside, staging
a performance that creates a distinctive presence.




vy gﬁ vl

#




131

7171 745 TR E
U7k KPF, #HlE A=

5 B L0le) THZE 7450 ZRAEL A EQ| MY
4 3659 SHRE ) G HAFHA Y8-L AYst=
7183 vlto] Z2AEojtt, B2 Fitsl7] Y3, o]
RHE AL 2L uf¢ 2 AAUZ TARIE o] 784
W] 3 £ S BF AASES TEolFon, g A
e FxAHoE AZHoR E fYF oz ohHs] B3
o T2 A 8L 98] 232 ASE A R
ohd, ASE0l 2013tk Bofd Aol mltjof= oA sh}
A ASH 247 oh 27} Hojw ™ Aok AFEY &
HH A 2 EE YARICA FEEF o] o|n)|x] ¢} o] Z e )
= B35, FAEY Hol shte] FolA e Fo g o]
& o o oheh R-S-3haL A = YA e,

o 2

M2, S2to|dE BdAd AL} 453)AL KPR
< A9 Y&ET= 93H < Fde Ak Aoz B
239 GEEHAE HHE + U A2EE AFs7|E T
3| AR 2FA & Z2AEqNE 718 B4, & QX
o) EAE 302 gl ¢F3he Ao] ok}, AE B 52
WE SE0 AE WS B g B =

= AlZko] o] whet AAet 21 A%k Wt 3] Ajzk
323 A|AS] F8 o|HES} T2 AE Wl R-o Aeof wal
BT BT A3k BRStL A4 S AT
A AAIZEL & tolgsiA] dadct. ultejE A &
HEE 2EEY YA o2 ojot]ojo} HRE HAFE=F
¥, 35 W 4FHA il o3 = Ad
Zo| flo|guo] A7} FE, AHEHAUE, FH2Y1} 22 4|
AR R 35S F=x3| Wtk 2392 A%, A=,
AFUEZ Qe o] 20 o] Hm AFEQ] TS TE
At AR 3t A T MEeta fAlSHA |y Ho
ASFEL I AGTEAY FROZ FAA = ZAP NN &
A3 ALS FFh= AN, FE AA 7L A Bzt e
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745 7th Avenue
Architect: KPF, Kevin Kennon

The project at 745 7th Avenue in New York’s Times ¢

Square is a media fagade that plays non-linear content
on display 7 days a week, 365 days a year. To be most
effective, the sign was designed to be large in scale,
covering a full New York City block and was fully inte-
grated into the building structurally, visually and con-
ceptually. To solve issues of structure, the screen was
seamlessly embedded into the building, rather than as
a surface pasted onto the architecture. Media is no
longer seen as a layer, but becomes a material. The
physical building grid is highlighted in the design of the
content as it activates imagery and typography; it
responds, translates and dimensionalizes moving con-
tent whenever it crosses from one window to the next.

Conceptually, the client, Morgan Stanley and archi-
tects, KPF, were fully committed to produce a system
that would represent the antithesis to Times Square,
instead creating a cinematic rather than commercial
experience. Instead of taking the complexities of life
and compressing them into 30 seconds, the project
investigates ways in which one could decelerate the
rapid pace of the buildings’ informational context.
Information is staged and displayed dynamically in
real-time, producing a complex continuous flow in
which content is interrelated and changes over time
depending on internal and external conditions, such as
global and local market fluctuations, the time of day
and events around the world. A database of content
triggered by dynamic responses creates a non-linear
flow of information, entertainment and ambient light
that engages its community while displaying ideas and
information through pervasive storytelling. The screens
are essentially transformed to become a membrane of
sorts, creating a point of interface between architec-
ture, brand and community, in hopes of dematerializ-
ing the corporate fagade. The building is transformed
to become an integrated part of the community; a land-
mark that takes an active role in the life of the city,
which becomes the stage upon which it performs.
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The creation and growth of this new and complex type
of identity requires the participation of more than one
distinct contributor. In many of these projects, teams,
including graphic designers, architects, strategists,
filmmakers, interactive designers and technologists,
are formed, representing a new type of collaboration.
To orchestrate such a complex team of experts a new
methodology needs to be employed in which conven-
tional more integrated processes replace hierarchical
structures and competition. This creates a working
model much more akin to the collaborative nature of
film production and animation, a model that favors
fusion and cooperation. Collapsing hierarchy does not,
however, dissolve ideas of specialization or the range
of expertise that's required to accomplish one’s specific
task. In fact, the complexities of the projects are what
require these new forms of collaborations between dis-
ciplines and competitors, as many and varied contribu-
tors have a reciprocal, vested interest in designing
these complex experiences.



BMW HIE
U0k Bs|wER

A YT o] HEQ} AFui LS 93 AlE], BMWHE
(BMW Welt):= 33| H a}-9-(CoopHimmelb(Dau) 2] &
E2(Wolf Prix)e} & $12FH|(Tom Wiscombe)7} A3+
<t BMWS] S -3 A 982 Sl 715 Y &
2= BMW A9 E, A7}, 71€31, A5} tAjo|d 29
Aol 55 B2 AFRFET 1WsH @53ty A7y, A
£E, A2, AFYAelHo| BMWY 7129} A3t & 13
<718t

oA B ZAIA(F)= YA A2} AAIR] gL
Holdo] ur]o]Q vE-g F3) Bl AR AYPL 3
E317] 918t A=A B AU A Y F A A=
£ 71 A2 & Fotof gheta Akt A A AFof A
o] E3AQ BMWA F 2 JRAG] oA 93} 2L
S FA7H2] ERE o EAZE] O3} B3] A9
o2 FE3t T2 YO 2 o]oj L), A BAC
oto|dE E] TA}Ql 18| 1 A2 FUsHA W= o] 7| ot
o|dIE Bl S /A 2 thEo Y= A HolA 7197 S
AXH o2 =efjA i},

BMW Welt
Architect: CoopHimmelb(l)au

BMW Welt, an Event and Car Delivery Center in ®
Munich, by architects Wolf Prix and Tom Wiscombe of
CoopHimmelb(l)au, is designed to be understood as a
multi-dimensional symbol for the brand. We worked
closely with the BMW marketing, architects, technolo-
gists, car designers, lighting designers etc. to ensure
that the behavior, architecture, creation and communi-
cation were carefully aligned with BMW's values.

In an attempt to move beyond the typical car show
experience, where branding is accomplished through a
repetition of media, IF proposed that the content in
BMW Welt should be orchestrated to play on two
scales; the theatrical and the personal. A unique BMW
experience on an individual level could be transformed
into a fascinating experience on a theatrical scale by
shifting the conversation between brand and visitor
from being informative to being cinematic. Architec-
ture, brand identity design and content are seamlessly
merged to move beyond a means of shaping corporate
identity individually, towards expressing the values of
the company holistically.
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LED Curtain for BMW Welt

At the heart of the brand experience for BMW Welt w1

stands a theatrical transparent LED curtain. A dynamic
interface between the two primary functions of the
building: car delivery and brand experience. The cur-
tain creates privacy for clients picking up their car on
the stage, while heightening the experience for visitors
looking at it from an elevated boulevard. Media, archi-
tecture, lighting and choreography create the rhythm
and pulse of the overall experience. The custom
designed LED curtain is seen as a skin, all sexy, sensi-
tive, stimulating, porous and alive with directional lines
representing motion, velocity, acceleration and energy.
Imagery and typography liquefy to create uninterrupt-
ed streams of movement. Typography takes centre
stage, moving beyond ‘the informational and entertain-
ing’, instead delivering an atmospheric and sensual
experience. The innovative technology, quality and
precision of the curtain speaks directly to BMW's identi-
ty as a car manufacturer and the ever-changing content
becomes an engine for the evolutionary capacity of the
brand in the future. The performative quality of media
on such a theatrical scale forges an emotional connec-
tion between the audience, the environment and its
context. Within the overall staging of the brand experi-
ence, large scale media is combined with content on a
smaller scale: inner contemplation is juxtaposed with
outer joy, noise with silence, high speed is halted with a
pause, thrill linked to wonderment.

The further development of kinetic environmental sig-
nage has caused a shift away from linear controlled
media strategies toward non-linear interactive systems
that are evolutionary in their nature. It forces designers
to develop identity systems that learn and perform in a
dynamic manner, responding ‘instinctively’ to internal
and external stimuli, constantly adapting their states
from ambient to informative and interactive based on
nuances and feedback. These new forms of identity will
constantly generate a dialog that is both internal,
engaging the organization in self-reflection, and exter-
nal as it becomes an intrinsic component of its environ-
ment. In the case of the new Museum of Modern Art
(MoMa), a digital sign was created to replace all forms
of printed matter in the museum, combining visitor
information, art and commerce into one dynamic digi-
tal system.
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Mikon van Gastel: Identity in Space and Time

MoMA SIGNAGE SYSTEM
Architect: Yoshio Taniguchi

MoMA Entrance

For the signage system at MoMA we developed an
ever-changing stage on which the collection was put
on display. From this premise the idea of a digital
panoramic fingerprint was born: a bold visual meta-
phor that fuses the dialogue between information, art,
and entertainment. Animated slivers of MoMA’s data-
base of 20,000+ works of art, as well as images related
to events, exhibitions, and other promotions generate a
‘kinetic barcode’ that represents MoMA's distinct char-
acter, juxtaposing information and art, exhibitions and
retail in a mix that is representative of the contents of
the institution itself.

MoMA Sign System

Like Taniguchi’s architecture, the language and move-
ment of the signs is subtle and ethereal. The slivers of
imagery that form the barcode, open up dynamically,
providing a framing device for the content that refer-
ences the Museum’s collection in an innovative way
without overpowering the visitor or their surroundings.
The horizontal physical presence of the sign is en-
hanced by the movement in the animation that reflects
the visitor flow in the lobby between 53rd and 54th
Streets. The verticality of the slivers of images that cre-
ate the kinetic barcode is an abstract reference to the
powerful verticality of Manhattan.
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Inside MoMA

The primary objective behind the museum’s 9-screen

digital signage system is to provide visitors with infor-
mation to plan their day at the MoMA, while simultane-
ously highlighting the range, diversity and quality of
the museum’s collections, exhibits and events. The
screens become the primary interface between the
institution and its visitors.
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MoMA Content Strip

The system is run by a built-in scheduling interface that

is programmed to create a choreographed, self-genera-
tive ‘performance’ of specified content organized by
the curatorial department, and stored within a dynamic
database. Therefore the way content is organized with-
in the database as well as displayed on screen isn't
‘about’ the institution, it is the institution. MoMA’s ‘ki-
netic barcode’ functions as a digital organism: it will
never be completed or finished, and it is an expression
of an organizational system that is flexible enough to
accommodate change in the future. The movement
across the 9 screens is determined by inaudible musi-
cal input, translating the rules of composition, harmony
and rhythm into a visual symphony. Fragments from
the extensive MoMA database continuously unfold to
reveal high quality images of the collection, creating a
visual symphony that informs, inspires and entertains.
Corresponding textual information is choreographed
with the images to create a clear, communicative digi-
tal experience. The goal is active yet peaceful, slowing
visitors down from the pace of the city outside and set-
ting them up for their experience within the Museum
walls.

Today, a brand can be a corporate identity, an artist /
musician, an exhibition, a country, a building or a state
of being. As designers continue to explore the idea of
identity functioning as a dynamic interface these new
forms of identity will constantly generate a dialog that
is internal and external, active and passive, informative
and ambient, as it becomes an intrinsic component of
its environment.

This new form of identity will engage its community in
an integral dynamic cultural dialog, becoming an intrin-
sic organic component and contributor to its communi-
ty, as brand, product and user merge in the most social
and immersive environments. Therefore heightening
design’s visibility in both public and private spaces and
increasing the designer’s responsibility to make every
encounter a memorable one. El




