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Abstract 
Games such as Niantic’s Ingress and Pokémon GO have demonstrated that      

Pervasive Games can be highly engaging for their audience by creatively combining 
location-based data and augmented content. This research asks how Pervasive 
Games using Augmented Reality can contribute to a changing perception of Public 
Art through a playful exploration of place. By unintentionally discovering Art 
whilst playing games, new meanings are seen to emerge and are explored from new 
perspectives through the surprise of discovery and re-negotiation with art in public 
places. This chapter is a semiotic exploration, through analysis and interview of 
some of the signs and symbols of Public Art and particularly the ontological shifts 
arising from the re-contextualisation and revisitations of symbols in augmented 
frameworks. The analysis of semiotic change seeks to explore the shifting                  
interpretations of Public Art afforded by playing games with augmented                 
technologies. Pervasive Games such as Wayfinder Live, and even Pokémon GO and 
its precursors unravel an evolving set of rich discourses in which to investigate the 
recursive correlations of Art and Place. The outcomes of this analysis of Pervasive 
Games reveal the ontological implications not of intentional design, but of the       
unintended consequence of playing Games through Art. 
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11.1 Introduction: The Game 

It is a given that as soon as you are introduced to The Game, you are a player. 
The Game is everywhere and nowhere, it is simultaneously beautiful and infuriating 
in its simplicity. If you have never heard of The Game before, the rules are simple. 
‘Everyone is always playing the game, you lose the game when you remember that 
you are playing it, and you must announce your loss’ (Haywood 2007).  

The Game is one of the simplest examples of pervasiveness. It requires no      
technologies, but in actuality, thrives upon the use of mobile and web technologies 
to communicate its existence. Some players go to great lengths to reveal their loss 
to their social network. Some experience their as a time of quiet reflection, and in 
that moment enjoy the absurdity of it all. In that moment; work, routine, seriousness 
and rules are all forgotten and the fun of life becomes important. It feels good to 
stretch that moment, to keep losing to the game. 

The Game is wonderfully pervasive and infectious. It is infectious because as a 
loss is announced, the network of players that the loss is announced to, grows as 
each recipient remembers The Game. Losses are successes, they illustrate that the 
minds of many people are thinking about games and playing, and enjoying life. 
Hearing about losing The Game is as infectious as a smile or a laugh.  

 
The ideas of pervasiveness need to be discussed first before we are to move on. 

It may seem obvious that The Game is pervasive but there is something really quite 
special about the grand stage that this game is performed in. The first agreement 
entered into, is that everyone is playing the game and that neither awareness nor 
consent is required to play (Haywood 2007). This radical idea breaks with 
Huizinga’s rules of the playground as separate from ordinary spaces. Huizinga      
describes these play grounds, inclusive of the term magic circle, as ‘temporary 
worlds within the ordinary world, dedicated to the performance of an act apart’ 
(Huizinga 1995). Katie Salen and Eric Zimmerman confirm that ‘the magic circle 
of a game is where the game takes place. To play a game means entering into a 
magic circle, or perhaps creating one as a game begins’ (Salen and Zimmerman 
2003). Separating The Game from the ordinary world is an impossible task as the 
rules are so encompassing of time and space. Eric Zimmerman resolved the              
argument in 2012 by stating that, ‘Huizinga never took the view that games are                
ultimately separate from everything else in life or that rules are the sole fundamental 
unit of games. In fact, Huizinga's thesis is much more ambivalent on these issues 
and he actually closes his seminal book with a passionate argument against a strict 
separation between life and games’ (Zimmerman 2012). 

Markus Montola’s definitions of pervasive games are helpful here to provide a 
formal position as to just how encompassing a pervasive game can be, as it              
necessarily permits the inclusion of reality (whatever that may be). Montola states 
that, ‘Pervasive games consciously exploit the ambiguity of expanding beyond the 
basic boundaries of the contractual magic circle. This often leads to the point where 
the game interface is completely ambiguous: Any action could be a game action, 
and any sensory observation by any participant could be seen as part of the game’ 
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(Montola 2005). Using The Game as our illustration, Montola’s reasoning holds 
true. The Game, ontologically speaking, challenges us as players and participants to 
explore what it means to play with reality as we would like it to be (Hawthorne 
2018). 

Montola’s definition of the pervasive game as only requiring temporal, spatial or 
social expansion, presupposes that the pervasive game does in no way require any 
technologies. Any pervasive game may be enhanced, augmented or mediated by 
various technologies but it is not a priori. The Game in order to encompass the globe 
however, exists quite appropriately in the 21st century as socially, a loss (or gain) 
can be communicated to a network of friends. Players can be informed and                
reminded of the game temporally and spatially using web and mobile technologies. 
Montola concludes with this simple statement. ‘To say that pervasive gaming is not 
limited to the contractual play space of the traditional magic circle of gameplay 
means that participating in a pervasive game influences the ordinary life of the 
player quite directly’ (Montola 2005). This idea of direct influence is no less than 
ontological change, the player is changed.   
   Adam Rafinski and Markus Zielke support this ontological shift when claiming 
that pervasive games also shatter borders between a playful and serious state of 
consciousness because they are staged in the real world and are driven by both         
uncertainty and ambiguity (Rafinski and Zielke 2014). Rafinski and Zielke offer, 
that in relation to technologically mediated experiences, experiences augmented by 
digital media; these new games, new experiences shape reality by their design    
(Rafinski and Zielke 2014).  
This last point concerning design is important. The concern is that a game and      
particularly a digitally mediated game is a designed for experience, and that the 
design of the experience itself may be structured through the lens or driven by nar-
rative. The simplicity of the design of The Game, is perhaps an exception, it helps 
shape reality through its omission of rules rather than the imposition of story.  Raf-
inski and Zeilke write about their research as focusing strongly on the ontological 
shift away from game design as experience design (Rafinski and Zielke 2014). This 
is perhaps the crucial point of the successes of pervasive games, that the experience 
is not rigidly engineered for the user, but rather the player is engaged in the aesthet-
ics of the experience.  
Games such as Troy Innocent’s Wayfinder Live (Innocent 2018), reshapes reality as 
well, but through an augmented frame. The aesthetics of the game are carefully 
constructed for a codified engagement with the audience, whilst permitting a new 
and playful (ludic) engagement with location. The problem concerning the design 
of Pervasive Games using augmented technologies are how the audience can           
interpret the new rules and symbols of the game, in tandem with the already             
understood rules and symbols of the urban environment they are located in. 
  This is the semiotic challenge, especially when concerned with the ever-changing 
affordances of new technologies. The technical considerations require effort,       
dedication, planning and testing, in short; Design. The design of a structured           
engagement with game elements and narrative, and the space to permit aesthetic 
engagement with elements and environment on the audience’s terms. 



4  

 

11.2 The Design of Public Art 

 Crafting a game has its correspondences in the processes and methods of         
producing public art. It is also unfortunately easy to complicate a work of art for a 
public location. Public Art from inception to installation and beyond is a                    
negotiation. It is a negotiation with many people, with committees full of             
stakeholders all of whom have an interest in what this ‘thing’ should be. The process 
of designing art for public places can be a frustrating challenge as the disciplines of 
art and design may intersect in very pragmatic ways, but may contradict                  
conceptually. Careful design methods are necessary for the safe, considered and 
timely production of public art and subsequently the process is very much about 
designing for experience in functional terms.  If that was it, if design was the sole 
consideration of public art, then all of its products would be risk managed outcomes 
of purely functional urban furniture. Public art is expected to be more, it is expected 
to tell stories, to challenge its audience, to change mindsets, to be what art should 
be, philosophically motivating and challenging. 

Public Art does not need to be serious to challenge, it can be playful. Pubic Art 
can now also be a game that is played in public spaces, and that game constitutes 
art.  We are conscious of cities full of public works that are perhaps too serious. 
They exist still, and they have merit but they are static things in urban, suburban 
and regional spaces and their engagement with their audience is what we once knew 
public art to be, not what it has evolved into now. Public Art now has altogether 
new potential.  

The intersection of design and art using digital media, particularly mediated      
experience (within the context of public spaces) represents that new potential. It is 
successful because it is a complex engagement, a complex experience, not a simple 
one defined by the paradigms of one discipline at the expense of another. It has been 
previously argued that complexity is perhaps a defining feature of the success of 
mediated realities (Della-Bosca 2018). To clarify, complex experiences are not 
complicated ones. A mash up of experiences and technologies is complication. A 
careful integration of disciplinary strengths and purposeful uses of technologies for 
meaningful experiences at multiple spatial and temporal levels constitutes            
complexity.  

 Patricia Phillips writes of the potential of public art, it is not necessarily a         
definition, but perhaps an ovation. ‘People generally experience public art when 
they are doing something else. Rather than a distraction or dilution of an art             
experience, this coupling of art with daily life can produce an enrichment of a pure, 
idealised, and increasingly rare concept of aesthetic contemplation’ (Phillips 2003). 
Phillips’ idea of experiencing public art whilst engaged in everyday activity makes 
sense. The object, the experience that we encounter in a public place is not               
understood as art until it is separated in some way from its background. The          
considered design of public art locates it carefully within its context, its background, 
but it is the encounter that organizes and activates the audience.   
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In Alva Noe’s view, ‘Design, the work of technology, stops, and Art begins, 
when we are unable to take the background of our familiar technologies and             
activities for granted’ (Noe 2015). Noe states that Art is an engagement with the 
ways in which our practices, techniques, and technologies, organize us (Noe 2015). 
The complex engagement with mediated experience as public art, demonstrates the 
recursive and layered potential of this rich aesthetic experience. It is an aesthetic 
experience that is, according to Patricia Phillips enriched by lived experience.      
Patrick Lichty speaks of the aesthetic experience as liminal (Lichty 2014), and this 
is crucially important for interrogating the technological mediation of reality, as the 
aesthetic experiences are not tethered to one reality or another, nor are they solely 
understood according to one cognitive framework. The experiences are best         
navigated in the merged spaces between domains. The domains here to clarify, are 
rational and formal domains (designed objects, environments and experiences) in     
respect to their structuring according to design intent, and sensorial domains (visual 
and haptic particularly) crafted to elicit and permit aesthetic engagement.  

In regard to the conventions of public art, two examples of a rupture in negotiated 
engagement with static sculptural work in public space are offered. The first, The 
Burghers of Calais represents a grouping of historical figures commissioned and 
completed by Auguste Rodin in 1889. Rodin desired that it not be installed on a 
plinth as was the norm for civic sculpture. He wanted contemporary townsfolk to 
"almost bump into" the figures and feel solidarity with them (Laurent 1989). This 
is perhaps best realized by the extended placement of casts at Stanford University a 
group of figures that permit physical interaction with its audience. 

 

 
 

Fig. 11.1. Auguste Rodin, “The Burghers of Calais” in the Memorial Court of the Main Quad, 
on the Stanford University campus (Introvert 2004) 

The second illustration is a work by George Segal completed in plaster in 1991 
and cast in bronze and installed at the FDR memorial in 1999. This work although 
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physically similar to Rodin’s sculptures, is important because it is representative of 
ordinary men. Segal devoted his career to sculptures of everyday persons and           
allowed them to exist in galleries and importantly public places so that they could 
be representative of their audience. 

 
 

 
 

Fig. 11.2. George Segal, “The Breadline” FDR memorial, Washington DC (Highsmith 2007) 

These two illustrations may seem dated in regard to a discussion concerning   
pervasive games and public art, but they are offered as contextual landmarks for the 
ontological considerations that particular artists and their works have advanced our 
understanding of how we negotiate design and aesthetics for public space.  

There are of course many more examples of art in public places as influenced 
and changed by land art, installation, performance and graffiti, but the particularities 
of public space, particularly civic space, require a special kind of negotiation. We 
are much more accepting as an audience now of many influences of artists and art 
movements but the acceptance by a broad community base is slow and the               
implementation of it as required by the commissioning bodies still require strict 
design adherence to even permit novel adaptations to what public art can constitute. 

Rodin’s wish for an integration of artwork and audience was not realized in his 
lifetime. George Segal did realize, the often poignant and sometimes playful            
integration of artwork with audience. Could it be seen that Rodin and Segal played 
games with their audience? Perhaps not. Rodin and Segal played with the                
formalities of space and form and with narrative. Playing a game is something else, 
and that is what will be discussed later in terms of the potential public acceptance 
of ephemeral works. In Rodin’s time the ideas of ephemeral art did not yet exist so 
design considerations were framed by the conventions of producing civic sculpture 
in durable and lasting materials, bronze or stone, media that were known to be      
aesthetically accepted by their audience. The placement, location and separation 
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from audience using architectural structures such as plinths and pediments and so 
on, were also agreed upon design conventions   
   The semiotic disruption of signage as artwork produced by a poet, may stand as 
an absurdist link between civic public sculpture and pervasive games. Richard     
Tipping’s artwork as they are located in public space, qualify as public art but      
philosophically they represent much more. They engage the audience through     
cognitive play as all good poetry does, but deeper than that they disrupt the            
narrative that signs and public art generally are concerned with. Traffic signs in 
particular, present us with multilayered categories of semiotic rules. They operate 
as      temporal and spatial networks of learned, applied and accepted symbols. The 
rules take a lifetime to learn, but Richard Tipping spent a career elegantly breaking 
them. The Art Gallery of New South Wales classifies the work illustrated, as an 
artsign a type of work that evolved from interventions of changing and obscuring 
text on traffic signs, into purposely and skillfully executed guerilla visual poetry 
(Tipping 2012; 2014). The word artsign however does not help to elucidate their 
full potential. Their careful constructions demonstrates the accepted design            
language of signs that we would ordinarily heed, but render into the background, as 
Alva Noe states. But the poetic disruptions are Art. Together they are perfectly 
packaged, internally and externally referential designs and aesthetic objects. They 
challenge the audience to shift between ontological positions, to consider whether 
we are engaging with a narrative, with known rules and conventions. Or whether 
we are being immersed in a game. And more, to be sensorially manipulated to         
alternate between states of being.      

 

  
 

Fig. 11.3. Richard Tipping, “Artwork Ahead” 2014, Sydney, Australia (Whiteghost.ink 
2016)   
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Richard Tipping’s works, disrupt, mediate, and ultimately alter reality for their 
audience. They are profoundly playful, serious augmentations to their environment, 
in a physical, literal and conceptual sense.   

Graphic works similar to Tipping’s artsigns are the kinds of things that are cur-
rently now easier to deliver in augmented frameworks but that belies the point of 
the experience. The artworks are beautifully crafted material objects and as such, 
are expertly designed to permit aesthetic experience.  Richard Tippings work evoke 
the playful seriousness of Guy Debord and the Situationists (Debord 1956). They 
are societal ruptures that quietly, poetically change reality.   One of the Situationist’s 
practices, according to Debord was the Dérive, a drift through and across the       
landscape which involved playful-constructive behaviour and awareness of          
psychogeographical effects (Debord 1956). The idea of the Dérive was to free     
oneself from the constraints and monotony of everyday existence and                       
simultaneously let go whilst engaging with terrain and ecology. The precise ideas 
of psychogeography are that the practice of it, incorporate the observations and       
analysis of the effects on individuals, of the consciously and unconsciously ordered 
urban environment. But it is this mix of order and disorder, of design and sensorial 
aesthetic recognition, of ecologies both natural and social that affect the human 
physiologically, intellectually and emotionally, that proves useful in understanding 
complex interrelated systems and ultimately doing something with it.  

Readapting the system for other purpose, such as playing a game is a perfect 
opportunity to engage in play not just for plays sake but for using games to unravel 
past, and create new meanings. It is imperative here to historically link the               
Situationists and the critically acclaimed location based games of Troy Innocent. 
Troy is a Melbourne academic lecturing in Games and Interactivity, and the creator 
of a series of expansive location based games designed and run in cities around the 
globe. His games evidence the curious potential of The Dérive, of strangely        
structured play which he and Hugh Davies offer, might therefore be understood as 
a playful decoding of infrastructure (Davies and Innocent 2017).    

Troy Innocent and Hugh Davies reference Guy Debord when writing about         
location-based games. ‘The Dérive and the opportunities afforded by                         
psychogeography connect to the role of play in creating alternate realities – those 
imagined by appropriating elements of the urban environment and associating new 
meanings with them – and play as decoding infrastructure as the player becomes 
more aware of different layers and systems that make up the nature of cities’ (Davies 
and Innocent 2017).  
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Fig. 11.4 Urban Codemakers in Action, 2010, Melbourne Australia (Conway and              In-
nocent 2017) 

11.3 Pervasive Games and the Augmentation of Reality 

This chapter includes text from an interview between the author and Troy           
Innocent for the express purpose of understanding the depth and consequence of 
constructing and delivering Pervasive Games from the creator’s point of view. 
Some of that interview will be woven into the proceeding sections as the fusion of 
Art, Design and Game in public space is explored. It is essential here though, to 
discuss a partial history of location based games and what augmented reality can 
offer public art.  

Invader, is a street artist known for producing 8 bit mosaic artworks and              
cementing them into the urban landscape. Invader describes these installations as                 
Invasions. In a non-digital fashion, Invader’s work augments its landscape.            
Curiously the works are physical interpretations of digital originals, so the              
augmentations are contrary to what we understand now as technological or digital 
augmentation. The recollection of a game is a wonderful thing, and a chance           
encounter with the graphic symbols themselves are enough to re-frame an everyday 
experience to help feel as if you are back in the game. The foregrounded encounter 
with an Invader on the street corner is an engagement with the circular dialogues of 
art, where art references game and game references art. Invader’s Invaders are also 
re-referenced as augmented markers (PokéStops) within the game of Pokémon GO 
adding to the circularity of game, art and place. Invader himself is presumably 
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happy about that as he accepts the description that his work is street art, graffiti and 
game (Invader 2014).  

 

 
 

Fig. 11.5. Pokéstop, Space Invader, London (Woods 2016) 

In regard to the circularity of game, again there is a curious history to how      
landmarks surfaced within Pokémon GO, and that is because of a previous game 
called Ingress that amassed a global database of images submitted by players as 
they were asked to contribute locations for portals to be used within the game              
(Weigel 2016). These portals were reused as PokéStops within Pokémon GO.  

The question is, what attracted a game player of Ingress to provide the locations 
of Invader’s artworks? Was the attraction of aesthetic concern, reminiscence, in    
respect to games once played? Or were the considerations more formal, evidencing 
familiarity to place or having strategic purpose, hidden and providing depth and 
purpose to the puzzle of finding. 

The answer, probably is yes to all of these concerns. That is the negotiation of 
art/place/space and being are considered at least subconsciously, as rich                     
interconnected and complex scenarios. The role that technology plays in this, is     
especially interesting as the internet based location maps and recomposed artworks 
as augmented markers consciously reframe each other. It is possible that ‘Invader’s’ 
web based location maps inspired some Ingress players to visit certain locations 
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which in turn inspired Pokémon GO developers to frame gameplay in a particular 
fashion. It is possible, because the technological domains of personal and mobile 
computing and real world environments as accessed using GPS are merging,           
especially in the minds of the player and certainly in the minds of developers. The 
game or subsequent games are possible because of these affordances. This means 
in turn that the players themselves through their actions have afforded new            
possibilities to the ideas and practices of public art.  

Troy Innocent is adamant that a definition of public art is inclusive of the digital 
space. As Troy has been making, coding, teaching and researching games for       
decades, he should know. His games are well received by their communities,      
councils and academics. In contrast, public art of a conventional static nature         
usually upsets more people than it pleases, at least in the short term.  

It seems that most everyone loves a game, especially urban planners and civic 
leaders. Troy currently works with 5 inner city and 2 suburban Melbourne councils 
as part of the Smart Cities Research Institute, and in 2017 he was awarded the      
Melbourne knowledge fellowship to research playable cities around the globe.      
Urban planners are taking play seriously partly because games like Troy’s            
Wayfinder Live demonstrate repeatedly, that it engages community and it changes 
people’s relationships to place, as public art should. The independent games and 
game-makers are also in turn validated by the commercial success of games such as 
Pokémon GO. Urban planners and policy makers can easily see now that location 
based games can function effectively, permit communities new ways of exploring 
their cities and ultimately make people happy. 

11.4 The Aesthetics of Augmentation 

Central to the function and success of Troy Innocent’s games are fiducial mark-
ers, which are the physical objects, or graphic elements located in spatial terms and 
visible to both machine and humans. Fiducial markers are not used in Pokémon GO. 
The game relies upon geolocation and it may seem that markers appear as           
PokéStops, but the appearance of the embedded images are only coded to                  
co-ordinates. The fiducial markers within Troy’s games are quite complex and 
highly integrated aesthetic objects that tether a cloud of data to its location (Innocent 
2017). The markers are much more than simple QR codes, they are compositions of 
shapes and textures and colours, crafted in ways to be read in conjunction with the 
mobile application giving specified outcomes at varying times dependent upon the 
game and player state.  
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Fig. 11.6. Troy Innocent, ‘Wayfinder Live’ (Innocent 2018)  

Troy describes the markers as glyphs, units of language, complex signifiers that 
reside in mixed realities. To someone external to the game, the markers are illegible, 
they demand inquiry, and psychologically they are obviously puzzles waiting to be 
solved or components to be assembled into a larger whole. Sometimes that is the 
case, in Wayfinder Live, 16 glyphs fit together physically and virtually to complete 
the puzzle.  

In terms of machine processing, pattern recognition algorithms can be configured 
in many ways to read images and objects for extended purposes, but that only       
constitutes a set of components of the game. The experience as a whole is about the 
interrelationship of pattern recognition by machine and human in a recursive           
dialogue.  

 In the essay, A Framework for Cloud Aesthetics in Mixed-Realities, Troy           
explores, referencing Galloway, that which precisely constitutes the diegetic and 
non-diegetic act (Galloway 2006). Troy speaks of the contributions of Human and 
Machine agents ‘Operator acts are those of the player, while machine acts are those 
of the software system. The latter is made up of machine vision that has decoded 
the markers, rules for connecting these to images and sounds, and the overall          
operational context of the iPad. Diegetic acts are those embedded into this system 
and that cannot be changed; non-diegetic acts are those that happen outside the      
system; in this case, mostly through interaction between players’ (Innocent 2017). 
The intention of games such as Wayfinder Live and Noemaflux, is to carefully craft 
the machine acts for the experience to function well and the narrative to be explored, 
whilst permitting room for social connections to grow through dialogue and             
interpretation, as this in turn modifies the public space. 

What is of specific interest here is Unintended Consequence. What occurs        
outside the narrative and game space that permits a change in behaviour due to      
location or technologies or perceived connection to the player? 
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Fig. 11.7. Troy Innocent, Wayfinder Live, Bristol, 2018 (Innocent 2018a) 

The image above, constitutes a good example of what could potentially affect 
and change a players experience in an extra-diegetic sense. I have written previously 
about the experiences of re-engaging with public art through Pokémon GO through 
the purposed act of looking through the compositional frame of the smart phone, 
the device that is reframing the environment to bring forward what the game intends 
but also what was unintended (Della-Bosca 2018).  Discovering or even                     
re-discovering Banksy’s Girl with a Pearl Eardrum, whilst immersed in an            
aesthetically rich urban game makes for an amazing experience. Everything within 
the environmental contexts of a location based game has the potential to be extra 
diegetic, and it is that potential which makes it reality altering. Street Art, Graffiti, 
prior commissioned Public Art, everything is reframed and repurposed and has the 
potential to speak to the game. Everything external to the game in a non-diegetic 
sense can become meaningful in new ways as well. 
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An unintended consequence of crafting Pervasive games emerged in a review of 
businesses and galleries on Guildford Lane in Melbourne. Presumably, after            
perusing a marker, following a link and scanning the Urban Codemakers site. This 
was revealed to the author of the Broadsheet.  

 The review reads ‘Urban Codemakers, Commissioned by the City of Melbourne 
as part of the Laneway Commissions for 2010, their activities range from               
community consultations, advising councils on city planning and researching the 
role of the increasingly dominant and interactive media into shaping our urban 
space. Using an experimental approach that draws upon game design, semiotics and 
generative systems for urban planning’ (Adams 2010). Troy Innocent and his         
colleagues seem to have been bestowed with the extra-diegetically appointed roles 
of urban planners. Perhaps this is a great unintended consequence that Pervasive 
games using Augmented Reality have created new, (albeit unofficial roles) in      
planning for the city of Melbourne.  

Troy Innocent’s narrative context for Urban Codemaking actually was; what 
would happen if Game designers were to redevelop the city? In the years since 2010, 
that has happened. The game designers are redeveloping the city by encouraging 
play in public spaces. The audience, including policy makers and urban planners 
are beginning to see the potentials of place in an entirely different way. The           
augmented frameworks driving the games are maturing, and as a result of              
commercial successes of Augmented Reality Games, play is serious business. It is 
evolving because of the affordance of augmented frameworks developed by large 
game companies who are investing in the technologies. It is shaped in turn by artists 
and independent game makers who reshape reality and help their audience become 
something new.   

11.5 Conclusion; The Mediation of Reality 

Finding Invader’s invaders, is as much a Game as it is Art, and yes there is an 
app for finding and collecting Invaders invasions through photographing them. 
Nearly 63 000 players had downloaded and used the app and uploaded their images.  

Patrick Lichty reminds us that the introduction of mediated experience, to           
include and deliver pre-existing artistic content within the augmented experience,     
offers it up for investigation as a frame for mediation which in turn provides the 
opportunity for discussion on novel modes of becoming (Lichty 2014). Art always 
mediates reality, but it is through structural, spatial and temporal complexities that 
we engage in the recursive loops of becoming and understanding, which is perhaps 
the game of art.  

How else could ones being, be so transformed in drab suburban Melbourne , by 
the simultaneous recall of a wonderful English film, the obsessions of a French 
street artist bent on global domination, the purpose of public art and the pure stupid 
fun of trying to defeat aliens in a Japanese arcade game. 
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Fig. 11.8. Invader, Melbourne Australia (Invader 2014) 

Designing Augmented Reality Games carefully to permit an engaging aesthetic 
experience is a difficult task. It requires the design team to be understanding of 
psychological and philosophical implications, expert in semiotics and                      
phenomenology, and urban planning it seems.  

Invader was persistent enough to get his tiles in cities all over the globe. His 
augmentations of the urban landscape require real tiles and real adhesive, but the 
play is in association, in memory and reminiscence. Playing with memories of    
playing games. Invaders Art is mediating reality quite successfully because it is a 
careful negotiation of symbol and space. Niantic’s augmentations on the other hand, 
began with reasonably arbitrary images of sites uploaded by players of Ingress and 
those sites have gone on to serve as the growing location database for their games 
and more, as Niantic is now happy to sell its platform to others. Millions of people 
are still playing Pokémon GO and rightly so, as Pokémon is very much a part of the 
collective consciousness of generations of game players.  

We happily give ourselves over to new realities as we become something else 
through play. What Augmented Reality is offering the disciplines of Art and Design 
through Public Art is something quite wonderful. Every aerosol spatter, purpose 
made fiducial marker, architectural feature, graphic sign and much more has the 
potential to be meaningful new symbols in the language of games played in public 
spaces. As with all visual discourse though, the semiotics of Pervasive Games using 
Augmented Reality requires attention and critique. Pokémon GO is successful       
because we, the audience want it and permit it. That doesn’t mean it is helping us 
understand and interrogate our environments any better. In some respects Pokémon 
GO is too structured, it does not allow us to see past the tasks at hand. Only when 
something comes into frame such as a PokéStop that we have an aesthetic and       
cognitive engagement with, are we prepared to allow our mindsets to shift. These 
are the unintentional but meaningful moments of playing Pokémon GO.  

Games such as Wayfinder Live may help us re-invent our urban spaces through 
complex semiotic engagement resulting in attentive play. Troy Innocent describes 
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the act of playing his games as always in the process of coming into being. That is 
what playing games are about, it is about involving people in those processes. 

Pervasive Gaming presents significant challenges to what we understand Public 
Art to be. Pervasive Games using Augmented Reality affords new potential and 
purpose to Art in public places and the games played in public places can have 
social and cultural significance in ways that we may not understand yet, but room 
must be left for play and discovery for those opportunities to emerge. If Public Art 
continues to be a structured and designed for experience, the audience does not re-
tain a stake in re-imagining and re-inventing public space. 

If urban planners see potential, the commissioners, curators and managers of 
public art should actively be immersed in playing games. The stakeholders of          
existing and emerging opportunities for public art, by playing, may get to sense 
what their audience does, that actively interacting with art and space is much more 
fun and perhaps meaningful than passively looking at static works.  
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