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Figure	
  30.	
  Danielle	
  Wilde	
  and	
  Kristina	
  Andersen.	
  The	
  OWL	
  project	
  

Participant	
  desire-­‐bodyProp	
  pairings	
  and	
  comments	
  (2009)	
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3.2	
  Part	
  Science	
  Part	
  Magic	
  

The	
   processes	
   and	
  methods	
   described	
   in	
   the	
   previous	
   section	
   are	
   built	
   on	
   and	
  

aim	
  to	
  test	
  the	
  knowledge	
  gleaned	
  from	
  the	
  phase	
  one	
  experiments,	
  as	
  well	
  as	
  the	
  

Light	
   Arrays,	
   which	
   evolved	
   in	
   parallel.	
   The	
   Light	
   Arrays,	
   described	
   in	
   chapter	
  

two,	
  followed	
  a	
  technology-­‐driven	
  approach	
  (the	
  technology–light–was	
  known	
  in	
  

advance),	
  and	
  generated	
  poetic	
  outcomes	
  by	
  engaging	
  in	
  a	
  multi-­‐tiered	
  embodied	
  

process,	
   developing	
   applications	
   for	
   a	
   known	
   context–performance.	
   As	
   the	
  

performances	
   evolved,	
   complementary	
   presentation	
   aspects	
   were	
   conceived,	
  

such	
   as	
   participatory	
   public	
   demos.	
   These	
   were	
   conducted	
   so	
   as	
   to	
   be	
  

experienced	
   in	
   concert	
   with	
   the	
   emerging	
   performances.	
   This	
   multi-­‐faceted	
  

approach	
   to	
   presentation	
   aimed	
   to	
   address	
   issues	
   and	
   concerns	
   raised	
  

throughout	
   phase	
   one	
   in	
   relation	
   to	
   participation	
   and	
   performativity.	
   The	
  

outcomes	
   afforded	
   and	
   encouraged	
   use	
   of	
   the	
   body-­‐devices	
   by	
   the	
   public,	
   and	
  

thereby	
   encouraged	
   them	
   to	
   actively	
   participate	
   rather	
   than	
   passively	
   observe.	
  

This	
  approach	
  also	
  afforded	
  parallel	
  reflection	
  on	
  applications	
  of	
  the	
  Light	
  Arrays	
  

in	
  abilitation	
  contexts,	
  described	
  in	
  section	
  2.3.	
  	
  

In	
  some	
  respects,	
  OWL	
  sits	
  as	
  a	
  polarised	
  complement	
  to	
  the	
  Light	
  Arrays.	
  Neither	
  

the	
  technology,	
  nor	
  the	
  context	
  for	
  the	
  outcomes	
  are	
  known.	
  The	
  work	
  aims	
  to	
  be	
  

completely	
  exploratory,	
  led	
  by	
  an	
  embodied	
  approach.	
  This	
  process	
  builds	
  on	
  the	
  

hipDisk	
   development	
  process,	
   yet	
   is	
   aimed	
   specifically	
   at	
   critically	
   investigating	
  

the	
  approach	
  itself,	
  as	
  well	
  as	
  its	
  ability	
  to	
  address	
  my	
  key	
  research	
  questions.	
  	
  

Would	
   this	
   ambiguous	
   form	
   of	
   extension	
   (artistically-­‐)	
   poeticise	
   embodied	
  

engagement?	
  How	
  might	
  the	
  different	
  choices	
  made	
  in	
  the	
  development	
  process	
  

support	
  such	
  an	
  experience?	
  How	
  might	
  I	
  support	
  the	
  inherent	
  performativity	
  of	
  

the	
   emerging	
   body-­‐devices,	
   in	
   line	
   with	
   full	
   participation?	
   And,	
   finally,	
   what	
  

would	
   constitute	
   a	
   valid	
   stand-­‐alone	
   cultural	
   artefact	
  when	
  undertaking	
   such	
   a	
  

process-­‐driven	
  approach?	
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In	
  the	
  previous	
  section	
  I	
  discussed	
  the	
  conceptual	
  and	
  theoretical	
  drivers	
  and	
  the	
  

phase	
   one	
   OWL	
   methodology.	
   A	
   set	
   of	
   processes	
   were	
   developed	
   to	
   support	
  

magical	
   thinking,	
   and	
   thereby	
   encourage	
   the	
   conception	
   and	
   development	
   of	
  

technologies	
   that	
   we	
   cannot	
   yet	
   imagine,	
   to	
   the	
   point	
   where	
   they	
   can	
   be	
  

evaluated.	
  The	
  work	
  continues	
  to	
  be	
  grounded	
  in	
  the	
   idea	
  postulated	
  by	
  Clarke,	
  

that	
  any	
  sufficiently	
  advanced	
  technology	
  is	
  indistinguishable	
  from	
  magic.257	
  The	
  

problem	
  of	
  developing	
   “sufficiently	
  advanced	
   technology”	
  has	
  been	
  approached	
  

from	
  two	
  different	
  perspectives:	
  the	
  development	
  of	
  placebo	
  objects	
  and	
  devices,	
  

and	
  probe-­‐like	
  enquiry	
  through	
  one	
  on	
  one	
  interviews.	
  	
  

Thirty-­‐one	
   interviews	
   were	
   conducted,	
   including	
   the	
   first	
   interview,	
   which	
  

served	
  to	
  test	
  the	
  validity	
  of	
  the	
  interview	
  structure,	
  and	
  the	
  final	
  four	
  interviews,	
  

which	
  were	
  conducted	
  simultaneously	
  with	
  four	
  members	
  of	
  a	
  dance	
  company.	
  I	
  

will	
   not	
   include	
   the	
   final	
   group	
   interview(s)	
   in	
   the	
   following	
   analysis	
   as	
   they	
  

represent	
   a	
   rogue	
   structure	
   that	
   warrants	
   further	
   exploration	
   before	
   their	
  

relationship	
  to	
  the	
  other	
  outcomes	
  may	
  be	
  understood.	
  My	
  reflections,	
  rather,	
  are	
  

based	
  on	
  the	
  one-­‐on-­‐one	
  interviews.	
  	
  

interview	
  outcomes	
  

The	
  OWL	
  interviews	
  took	
  place	
  between	
  June	
  2009	
  and	
  October	
  2010	
  in	
  Europe,	
  

Australia,	
   North	
   America	
   and	
   Japan.	
   Participants	
   were	
   from	
   a	
   range	
   of	
  

backgrounds,	
   cultures	
   and	
   age	
   groups.	
   The	
   youngest	
   person	
   interviewed	
   was	
  

nineteen,	
   the	
   eldest	
   sixty-­‐five.	
   Responses	
   were	
   often	
   highly	
   idiosyncratic,	
   yet	
  

patterns	
   were,	
   nonetheless,	
   able	
   to	
   be	
   identified.	
   New	
   processes	
   demand	
   new	
  

techniques.	
  The	
  approach	
   to	
  analysis	
  presented	
  here	
  draws	
  on	
  well-­‐established	
  

methods	
  that	
  have	
  been	
  subverted	
  to	
  support	
  the	
  projects’	
  needs.	
  

	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  
257	
  Clarke,	
  Profiles	
  of	
  the	
  Future.	
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Many	
  of	
  the	
  responses	
  are	
  fantastical	
  and	
  elude	
  easy	
  categorization.	
  In	
  this	
  way	
  

the	
  response	
  data	
   is	
  not	
  dissimilar	
   to	
  cultural	
  Probes	
  returns	
   that	
  are	
  meant	
  as	
  

inspiration	
   for	
   design	
   rather	
   than	
   hard	
   ethnographic	
   materials.	
   According	
   to	
  

Gaver	
  et	
  al:	
  

The	
   Probes	
   simultaneously	
   make	
   the	
   strange	
   familiar	
   and	
   the	
   familiar	
  

strange,	
   creating	
   a	
   kind	
   of	
   intimate	
   distance	
   that	
   can	
   be	
   a	
   fruitful	
  

standpoint	
   for	
   new	
   design	
   ideas.	
   They	
   produce	
   a	
   dialectic	
   between	
   the	
  

volunteers	
  and	
  ourselves.	
  On	
  the	
  one	
  hand,	
  the	
  returns	
  are	
  inescapably	
  the	
  

products	
  of	
  people	
  different	
  from	
  us,	
  constantly	
  confronting	
  us	
  with	
  other	
  

physical,	
  conceptual	
  and	
  emotional	
  realities.	
  On	
  the	
  other	
  hand	
  the	
  returns	
  

are	
   layered	
  with	
   influence,	
  ambiguity	
  and	
   indirection,	
  demanding	
   that	
  we	
  

see	
   the	
   volunteers	
   through	
   ourselves	
   to	
   make	
   any	
   sense.	
   This	
   tension	
  

creates	
   exactly	
   the	
   situation	
   we	
   believe	
   is	
   valuable	
   for	
   design,	
   providing	
  

new	
  perspectives	
  that	
  can	
  constrain	
  and	
  open	
  design	
  ideas,	
  while	
  explicitly	
  

maintaining	
   room	
   for	
   our	
   own	
   interests,	
   understandings,	
   and	
  

preferences.258	
  

Cultural	
   Probes	
   are	
   generally	
   developed	
   for,	
   and	
   sent	
   to	
   volunteers	
   from	
   a	
  

specific	
  community	
  or	
  cultural	
  group.	
  The	
  probes	
  are	
   left	
  with	
  these	
  volunteers	
  

for	
   an	
  agreed	
   time,	
  during	
  which	
   they	
   (ideally)	
   complete	
   the	
  probe	
   tasks.	
  They	
  

are	
   then	
   collected,	
   or	
   returned	
   by	
   post.	
   The	
   designer	
   is	
   not	
   present	
   while	
   the	
  

probe	
   activities	
   are	
   undertaken.	
   In	
   contrast,	
   the	
   OWL	
   bodyProps	
   have	
   been	
  

designed	
  without	
  a	
  distinct	
  test	
  subject	
  in	
  mind,	
  are	
  identical	
  for	
  all	
  test	
  subjects,	
  

and	
  the	
  probing	
  is	
  done	
  with	
  the	
  presence	
  and	
  participation	
  of	
  the	
  interviewer.	
  

	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  
258	
  Gaver,	
  "Cultural	
  Probes	
  and	
  the	
  Value	
  of	
  Uncertainty,"	
  55-­‐56.	
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…dealing	
  with	
  unconventional	
  data	
  

When	
  confronted	
  with	
   outcomes	
   that	
   resist	
   categorisation,	
   existing	
  

methodologies	
  may	
   be	
   employed	
   as	
   a	
   starting	
   point,	
   or	
   scaffold	
   from	
  which	
   to	
  

develop	
   a	
   viable,	
   custom	
   approach.	
   Card	
   sorting	
   is	
   a	
   technique	
   used	
   to	
  

understand	
   how	
   people	
   think	
   about	
   content	
   and	
   categories.259	
  As	
   a	
   process,	
   it	
  

seems	
   to	
   parallel	
  many	
   aspects	
   of	
   the	
   OWL	
   interview	
   process.	
   It	
   is	
   a	
   low-­‐tech	
  

method	
   for	
   finding	
   solutions	
   in	
   the	
   design	
   of	
   technological	
   systems.	
   It	
   is	
   an	
  

embodied	
  process	
   that	
   supports	
   instinctive,	
   tangential	
   responses	
   that	
   need	
  not	
  

adhere	
   to	
   a	
   clearly	
   articulated	
   logic.	
   The	
   logic,	
   rather,	
   is	
   extrapolated	
   from	
   the	
  

final	
  results	
  in	
  any	
  way	
  that	
  is	
  useful.	
  Card	
  sorting	
  is	
  applied	
  when	
  the	
  variety	
  in	
  

the	
   items	
   to	
   be	
   organised	
   is	
   so	
   great	
   that	
   no	
   existing	
   taxonomy	
   is	
   accepted	
   as	
  

organizing	
  the	
  items;	
  when	
  the	
  similarities	
  among	
  the	
  items	
  make	
  them	
  difficult	
  

to	
  divide	
  clearly	
  into	
  categories;	
  and	
  when	
  members	
  of	
  the	
  audience	
  that	
  use	
  the	
  

environment	
   being	
   designed	
   may	
   differ	
   significantly	
   in	
   how	
   they	
   view	
  

similarities,	
  as	
  well	
  as	
  appropriate	
  groupings	
  of	
  the	
  items.260	
  	
  

Many	
  of	
  these	
  aspects	
  resonate	
  well	
  with	
  the	
  OWL	
  interviews.	
  The	
  bodyProps	
  are	
  

technology-­‐free,	
   and	
   are	
   used	
   as	
   a	
   mode	
   of	
   enquiry	
   about	
   the	
   conception	
   and	
  

design	
   of	
   body-­‐worn	
   technologies.	
   The	
   interview	
   process	
   employs	
   disruptive	
  

techniques	
  such	
  as	
  asking	
  a	
  participant	
  to	
  consider	
  where	
  an	
  emotion	
  might	
  live	
  

in	
  their	
  body;	
  to	
  identify	
  magical	
  powers	
  that	
  emerge	
  from	
  the	
  experience	
  of	
  an	
  

inanimate	
   object;	
   to	
   summarise	
   thoughts	
   articulated	
   during	
   a	
   fifteen	
   minute	
  

reflective	
   process	
   onto	
   a	
   very	
   small	
   (business	
   card-­‐sized)	
   piece	
   of	
   paper,	
   etc.	
  

These	
  techniques	
  destabilise	
  logical	
  systems	
  that	
  may	
  be	
  overlaid	
  on	
  the	
  process,	
  

and	
  thereby	
  support	
  the	
  imagination	
  of	
  unfamiliar	
  and,	
  as	
  yet,	
  unknown	
  solutions	
  

and	
  responses.	
  There	
  are	
  also	
  clear	
  parallels	
  between	
  when	
  card	
  sorting	
  is	
  used,	
  

and	
  the	
  kind	
  of	
  data	
  we	
  have	
  for	
  OWL.	
  

	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  
259	
  Jakob	
  Nielsen,	
  "Card	
  Sorting	
  to	
  Discover	
  the	
  Users’	
  Model	
  of	
  the	
  Information	
  Space"	
  
http://www.useit.com/papers/sun/cardsort.html;	
  Donna	
  Spencer,	
  Card	
  Sorting	
  (New	
  York:	
  
Rosenfeld	
  Media,	
  2009).	
  
260	
  Donna	
  Spencer,	
  Todd	
  Warfel,	
  "Card	
  Sorting,	
  a	
  Definitive	
  Guide"	
  
http://www.boxesandarrows.com/view/card_sorting_a_definitive_guide.	
  



	
   Part	
  Science	
  Part	
  Magic	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  ch3.2	
  •	
  151	
  

The	
   decision	
   to	
   use	
   card	
   sorting	
   as	
   a	
   basis	
   from	
   which	
   to	
   design	
   a	
   unique	
  

methodology	
   was	
   instinctive,	
   and	
   founded	
   on	
   the	
   reasoning	
   provided	
   above.	
  

Crabtree	
   et	
   al.	
   261 	
  discuss	
   some	
   dangers	
   in	
   reappropriation	
   and	
   partial	
   or	
  

selective	
  use	
  of	
  ethnomethodologies	
  in	
  design.	
  Citing	
  Button,	
  they	
  caution	
  that	
  it	
  

can	
   result	
   in	
   “little	
   more	
   than	
   ‘scenic	
   features’	
   of	
   action	
   and	
   interaction”	
   and	
  

“sensitizing	
   designers	
   to	
   little	
   more	
   than	
   the	
   grossly	
   observable	
   features	
   of	
   a	
  

setting	
   or	
   culture.”262	
  A	
   major	
   critique	
   they	
   bring	
   is	
   that	
   embodied	
   design	
  

research	
  processes	
  are	
  not	
  sufficiently	
  explicated.	
  They	
  apply	
  HCI	
  and	
  Computer	
  

Science	
  reasoning	
  to	
  design	
  approaches,	
  and	
  thereby,	
  unfortunately,	
  utilise	
  little	
  

more	
   than	
   “surface	
   descriptions”	
   to	
   accuse	
   the	
   critiqued	
   processes	
   and	
  

approaches	
  of	
  providing	
  little	
  more	
  than	
  the	
  same.	
  They	
  thereby	
  fall	
  prey	
  to	
  their	
  

own	
  accusation.	
  	
  

New	
   approaches	
   do	
   have	
   limitations,	
   and	
   certain	
   risks	
   are	
   attached	
   to	
   them,	
  

especially	
  where	
  understanding	
  the	
  real	
  world,	
  real	
  time	
  nature	
  of	
  action	
  in	
  new	
  

contexts	
   is	
   at	
   stake.263	
  But	
   existing	
   approaches	
   also	
   carry	
   these	
   risks,	
   with	
   the	
  

added	
   problem	
   that	
   they	
   have	
   become	
   too	
   familiar,	
   and	
   so	
   often	
   stand	
  

unquestioned.	
   By	
   re-­‐appropriating,	
   selectively	
   or	
   partially	
   using	
  

ethnomethodologies	
   in	
  design,	
  and	
  doing	
  so	
  with	
  extreme	
  care,	
   it	
   is	
  possible	
   to	
  

defamiliarise	
   processes	
   and	
   outcomes.	
   The	
   Crabtree	
   paper	
   generated	
   strong	
  

reactions	
   from	
   the	
  CHI	
   community	
  when	
   it	
  was	
  presented,	
   and	
  continues	
   to	
  do	
  

so.264	
  Nonetheless	
   I	
   cite	
   it	
   here	
   as	
   I	
   believe	
   the	
   authors	
  make	
   important	
   points	
  

that	
  they	
  inadvertently	
  demonstrate	
  as	
  they	
  conduct	
  their	
  analyses.	
  Mindfulness	
  

is	
   warranted,	
   and	
   care	
   should	
   be	
   taken	
  when	
   reappropriating	
   and	
   partially	
   or	
  

selectively	
  using	
  any	
  kind	
  of	
  methodology,	
  particularly	
  one	
  from,	
  or	
  applied	
  to	
  a	
  

different	
  discipline.	
  

	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  
261	
  Andy	
  Crabtree	
  and	
  others,	
  "Ethnography	
  Considered	
  Harmful,"	
  in	
  Computer	
  Human	
  Interaction	
  
(CHI	
  2009)	
  (ACM	
  Press,	
  2009).	
  
262	
  Graham	
  Button,	
  "The	
  Ethnographic	
  Tradition	
  and	
  Design,"	
  Design	
  Studies	
  21,	
  (2000):	
  883.	
  
263	
  Crabtree	
  and	
  others,	
  "Ethnography	
  Considered	
  Harmful,"	
  887.	
  
264	
  Personal	
  correspondence.	
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The	
  OWL	
  project	
   intentionally	
   disrupts	
   the	
   instinct	
   to	
   draw	
   on	
   experience	
   and	
  

interpret	
   the	
  world	
  based	
  on	
  what	
  we	
  know.	
  Like	
  card	
  sorting,	
   it	
   is	
  both	
  action	
  

and	
  process.	
  Such	
  embodied	
  techniques	
  support	
   lateral,	
   instinctive	
  connections.	
  

By	
  looking	
  at	
  card	
  sorting	
  as	
  an	
  analysis	
  method	
  (rather	
  than	
  as	
  a	
  tool	
  with	
  which	
  

to	
  interrogate	
  user	
  groups),	
  we	
  have	
  been	
  able	
  to	
  support	
  an	
  instinctive	
  analysis	
  

of	
  the	
  interview	
  data.	
  

A	
  case	
  study	
  analysis	
  

The	
  analysis	
  presented	
  here	
   is	
  based	
  on	
  twenty-­‐two	
  completed	
   interviews	
  with	
  

specific	
   responses	
   to	
   the	
   six	
   different	
   OWL	
   objects.	
   Five	
   additional	
   one-­‐on-­‐one	
  

interviews,	
   conducted	
   at	
   a	
   later	
   time,	
   have	
   been	
   compared	
   with,	
   and	
   used	
   to	
  

verify	
  this	
  approach	
  to	
  analysis.	
  Each	
  response	
  discussed	
  consists	
  of	
  a	
  photo	
  and	
  

a	
  written	
  description	
  in	
  the	
  format:	
  Name,	
  function	
  and	
  associated	
  desire.	
  Faced	
  

with	
  this	
  odd	
  set	
  of	
  data	
  each	
  response	
  was	
  printed	
  out	
  on	
  paper	
  and	
  hand	
  sorted	
  

(fig.	
  31).	
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Figure	
  31.	
  Danielle	
  Wilde	
  and	
  Kristina	
  Andersen.	
  The	
  OWL	
  project	
  

grouped	
  and	
  sorted	
  OWL	
  interview	
  responses	
  (2010)	
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There	
  was	
  something	
  about	
  the	
  manual	
  handling	
  of	
  these	
  little	
  slips	
  of	
  paper	
  that	
  

was	
   appealing.	
   One	
   could	
   venture	
   that	
   the	
  OWL	
   process	
   started	
   to	
   such	
   a	
   high	
  

degree	
  as	
  an	
  embodied	
  and	
  hand	
  crafted	
  experience	
  that	
  the	
  manual	
  handling	
  of	
  

the	
   data	
   seemed	
   a	
   logical	
   choice.	
   Each	
   response	
   was	
   sorted	
   by	
   device	
   and	
   by	
  

continent	
  (Europe,	
  Australia,	
  North	
  America	
  and	
  Japan).	
  Each	
  set	
  was	
  physically	
  

stuck	
   together	
   so	
   that	
   they	
   could	
   be	
   read	
   separately	
   from	
   the	
   other	
   sets.	
   It	
  

quickly	
  became	
  clear	
  that	
  while	
  the	
  data	
  was	
  divergent,	
  there	
  were	
  certain	
  things	
  

that	
   could	
   be	
   deduced.	
   Inspired	
   by	
   traditional	
   statistical	
   terms	
   such	
   as	
   mean,	
  

mode	
  and	
  standard	
  deviation,	
  or	
  outlier,265	
  we	
  identified	
  the	
  following:	
  

tendency	
  A	
  and	
  B:	
  most	
  devices	
  have	
  one	
  or	
  two	
  interpretations	
  that	
  

reoccur	
  and	
  can	
  be	
  grouped	
  into	
  two	
  tendencies.	
  

outlier:	
  there	
  was	
  usually	
  one	
  significantly	
  different	
  response	
  	
  

desires:	
  a	
  simple	
  count	
  of	
  which	
  desires	
  were	
  chosen	
  could	
  be	
  conducted	
  

to	
  find	
  tendencies	
  	
  

consensus:	
  the	
  general	
  direction	
  of	
  the	
  interpretation	
  could	
  be	
  identified	
  

As	
  we	
  began	
  the	
  sorting	
  process,	
  we	
  added	
  an	
  additional	
  category:	
  “most	
  striking	
  

name”.	
  Our	
  criteria	
  for	
  creating	
  and	
  also	
  choosing	
  this	
  category	
  were	
  instinctual	
  

and	
   subjective,	
   yet	
  we	
   consistently	
   agreed	
   on	
   the	
   outcome.	
  OWL	
  outcomes	
   are	
  

unexpected,	
  and	
  from	
  a	
  traditional	
  design	
  standpoint,	
  un-­‐sortable.	
  Including	
  this	
  

category	
  brings	
   to	
   the	
   fore	
   the	
   anomalous	
  nature	
  of	
   participant	
   responses,	
   and	
  

allows	
  for	
  the	
  (artistic-­‐)poetic	
  and	
  variable	
  nature	
  of	
  their	
  responses.	
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  For	
  a	
  simple	
  example	
  of	
  how	
  these	
  terms	
  are	
  used	
  in	
  descriptive	
  statistics,	
  see:	
  
http://www.ltcconline.net/greenl/courses/201/descstat/mean.htm.	
  Importantly,	
  we	
  are	
  not	
  
dealing	
  with	
  statistical	
  numerical	
  data,	
  nonetheless	
  these	
  mathematical	
  processes	
  have	
  provided	
  
useful	
  structures	
  to	
  support	
  analysis	
  of	
  our	
  wild	
  data.	
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If	
  we	
  take	
  the	
  example	
  of	
  “the	
  hand”,	
  we	
  can	
  see	
  how	
  this	
  plays	
  out.	
  “The	
  hand”	
  is	
  

in	
  many	
  ways	
   the	
   simplest	
   of	
   the	
   body	
   devices,	
   an	
   elongated	
   padding	
   that	
   fits	
  

inside	
   the	
   palm	
   of	
   the	
   hand.	
   It	
   buffers	
   the	
   hand	
   from	
   touched	
   objects	
   and	
   it	
  

encourages	
   closing	
   the	
   hand	
   into	
   a	
   fist.	
   Visually	
   it	
   references	
   bandaging,	
  

protective	
   work	
   and	
   sports	
   gear.	
   Like	
   all	
   the	
   devices	
   “the	
   hand”	
   generated	
  

interview	
  written	
  responses	
  in	
  the	
  format:	
  Name,	
  function	
  and	
  associated	
  desire	
  

as	
  well	
  as	
  a	
  self-­‐portrait	
  for	
  each	
  device.	
  When	
  analysed	
  as	
  described	
  above	
  “the	
  

hand”	
  yields	
  the	
  following	
  terms:	
  

tendency	
  A:	
  Care.	
  Defensive.	
  Sensitive	
  Memory	
  [Brings	
  forth	
  sensitive	
  

memories,	
  long	
  forgotten,	
  and	
  inspires	
  activity]	
  Protection	
  [I	
  feel	
  like	
  my	
  

entire	
  life	
  is	
  consumed	
  by	
  the	
  protection	
  of	
  Kayla]	
  

tendency	
  B:	
  Action.	
  Offensive.	
  Fist	
  [Configures	
  hand	
  as	
  a	
  fist]	
  Strike	
  

[Enhances	
  my	
  ability	
  to	
  strike	
  at	
  injustice.	
  Gives	
  me	
  power	
  -­‐	
  secret	
  power.]	
  

outlier:	
  Emits	
  ultrasonic	
  disorientation	
  ray	
  	
  

desires:	
  Power	
  [7],	
  Tranquility	
  [5],	
  Physical	
  activity	
  [3],	
  Independence	
  [3],	
  

Family	
  [2],	
  Curiosity	
  [2],	
  Acceptance	
  [1],	
  Order	
  [1],	
  Idealism	
  [1]	
  	
  

consensus:	
  Force	
  and	
  protection	
  	
  	
  

most	
  striking	
  name:	
  Stone	
  Hand	
  

Where	
   “the	
   hand”	
   is	
   perhaps	
   the	
   least	
   challenging	
   of	
   the	
   devices	
   there	
   is	
   no	
  

question	
  that	
  “the	
  Owl”	
  is	
  the	
  hardest	
  one	
  to	
  wear	
  and	
  come	
  to	
  terms	
  with.	
  The	
  

owl	
  sits	
  on	
  the	
  shoulder,	
   tightly	
  attached	
  to	
   the	
  chest	
  with	
  straps,	
   it	
   is	
   touching	
  

the	
   side	
   of	
   the	
   neck,	
   forcing	
   the	
   wearer	
   to	
   slightly	
   crook	
   their	
   head.	
   It	
   is	
  

deliberately	
  designed	
  to	
  be	
  uncomfortable.	
  The	
  data	
  for	
  “the	
  owl”	
  reads:	
  



	
   Part	
  Science	
  Part	
  Magic	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  ch3.2	
  •	
  156	
  

tendency	
   A:	
   Support	
   advisor	
   [ever	
   present	
   personal	
   advisor	
   consistent	
  

and	
  confident]	
  

tendency	
  B:	
  destruction	
  [Sucks	
  blood	
  and	
  makes	
  me	
  disappear]	
  Self	
  hate	
  

[Makes	
  you	
  see	
  and	
  feel	
  all	
  your	
  weakness	
  and	
  darkness	
  -­‐	
  can	
  see	
  and	
  feel	
  

the	
  murky	
  self	
  hate	
  of	
  others	
  as	
  well]	
  

outlier:	
  Allows	
  you	
  to	
  hear	
  long	
  distance	
  as	
  well	
  as	
  various	
  pitches.	
  

desires:	
  Social	
  Contact	
  [4],	
  Tranquility	
  [4],	
  Independence	
  [3],	
  Idealism	
  [3],	
  

Power	
  [2],	
  Order	
  [2],	
  Vengeance	
  [2],	
  Curiosity	
  [2],	
  Status	
  [2],	
  Romance	
  [1]	
  

consensus:	
  comfort	
  and	
  destruction	
  	
  

most	
  striking	
  name:	
  Human	
  Wart,	
  Octopus	
  Arma	
  

Data	
   sets	
   like	
   these	
   give	
   very	
   clear	
   directions.	
   The	
   function	
   of	
   “the	
   hand”	
   is	
  

centered	
   on	
   notions	
   of	
   force	
   and	
   power.	
   Its	
   functionality	
   would	
   be	
   that	
   of	
  

facilitating	
   an	
   active	
   channeling	
   of	
   energy	
   outwards	
   as	
   action	
   or	
   inwards	
   as	
  

protection.	
  The	
  device	
  will	
  probably	
  “push	
  back”	
  inside	
  the	
  hand	
  and	
  its	
  identity	
  

will	
  be	
  close	
  to	
  that	
  of	
  a	
  weapon	
  or	
  an	
  amulet.	
  	
  

The	
  owl	
  is	
  a	
  much	
  darker	
  object,	
  and	
  it	
  remains	
  much	
  harder	
  to	
  “design.”	
  The	
  owl	
  

is	
  an	
  invasion,	
  a	
  burden	
  and	
  a	
  hindrance.	
  So	
  how	
  will	
  it	
  advise	
  and	
  give	
  you	
  new	
  

abilities	
  [such	
  as	
  hearing	
  long	
  distances,	
  etc]?	
  Can	
  we	
  re-­‐design	
  it	
  so	
  that	
  it	
  stays	
  

negative	
  but,	
  through	
  giving	
  body	
  to	
  that	
  negativity,	
  allow	
  for	
  some	
  release?	
  Or	
  is	
  

the	
  release	
  of	
  taking	
  it	
  off	
  sufficient?	
  How	
  do	
  we	
  design	
  objects	
  that	
  are	
  hard	
  to	
  

use?	
  Many	
  everyday	
  tools	
  and	
  devices	
  are	
  hard	
  on	
  the	
  user,	
  and	
  many	
  need	
  to	
  be.	
  

Some	
  things	
  should	
  only	
  be	
  used	
  for	
  a	
  very	
  short	
  time,	
  as	
  they	
  expose	
  the	
  wearer	
  

to	
   harmful	
   environments	
   or	
   activities.	
   Can	
   we	
   look	
   at	
   “the	
   owl”	
   as	
   a	
   possible	
  

HazMat	
  device?	
  	
  

Results	
  for	
  the	
  other	
  four	
  body	
  props	
  follow:	
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Wingpad	
  

tendency	
  A:	
  Strength	
  [gives	
  the	
  wearer	
  super	
  strength;	
  doubles	
  the	
  speed	
  

of	
  your	
  nervous	
  system];	
  Flight	
  [provides	
  flight	
  for	
  body	
  and	
  mind]	
  

tendency	
  B:	
  self-­‐confidence	
  [helps	
  me	
  to	
  disappear	
  inside	
  and	
  fly;	
  gives	
  me	
  

a	
  warm	
  feeling	
  of	
  safety	
  and	
  security	
  …	
  secure	
  in	
  my	
  inner	
  strength]	
  	
  

outlier:	
  Gives	
  that	
  feeling	
  of	
  wanting	
  sex.	
  

desires:	
   Tranquility	
   [4+1],	
   Order	
   [4+1],	
   Power	
   [4],	
   Independence	
   [2+1],	
  

Physical	
  Activity	
  [2],	
  Saving	
  [2],	
  Curiosity	
  [+1],	
  Family	
  [1],	
  Status	
  [1]	
  

consensus:	
  comfort	
  and	
  flying	
  	
  

most	
  striking	
  names:	
  angel	
  wing;	
  standing	
  pillow	
  (たちまくら、立ち枕)	
  

armpit	
  

tendency	
   A:	
   asymmetry	
   [disrupts	
   the	
   symmetry	
   of	
   the	
   body;	
  makes	
  me	
  

invisible]	
  

tendency	
  B:	
  power	
  [gives	
  you	
  superhuman	
  strength]	
  

tendency	
   C:	
  magic	
   and	
   emotional	
   [taking	
  me	
   away,	
   securely	
   to	
   aspects	
   I	
  

have	
  not	
  known;	
  allows	
  one	
  to	
  cry	
  easily]	
  

outlier:	
  Airborn,	
  waterborne,	
  anti-­‐gravity	
  device.	
  

desires:	
  Order	
  [4],	
  Tranquility	
  [3],	
  honour	
  [2],	
  saving	
  [2],	
  Status	
  [2],	
  

Idealism	
  [2],	
  Physical	
  activity	
  [2],	
  Power	
  [1],	
  Independence	
  [1],	
  Eating	
  [1],	
  

Curiosity	
  [1],	
  Social	
  contact	
  [1]	
  

consensus:	
  strength;	
  spiritual	
  and	
  emotional	
  support;	
  emotional	
  

discomfort	
  

most	
  striking	
  name:	
  skraffle	
  



	
   Part	
  Science	
  Part	
  Magic	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  ch3.2	
  •	
  158	
  

heel	
  

tendency	
  A:	
  curiosity	
  [passport	
  to	
  another	
  dimension	
  [where]	
  I	
  am	
  able	
  to	
  

create	
  any	
  world	
  I	
  choose]	
  

tendency	
   B:	
   magical	
   power	
   [allows	
   person	
   to	
   jump	
   up	
   unimaginable	
  

heights	
  or	
  run	
  at	
  great	
  speeds	
  effortlessly]	
  

tendency	
   C:	
   centring	
   [fills	
   you	
  with	
   compassion	
  when	
   you	
   are	
   finding	
   it	
  

hard	
  to	
  find;	
  keeps	
  me	
  present	
  in	
  the	
  moment,	
  thoughtful	
  in	
  my	
  action	
  –	
  not	
  

doing	
  it	
  by	
  rote]	
  

outlier:	
  Stop	
  button:	
  Halts	
  some	
  current	
  activity	
  that	
  you	
  wish	
  to	
  change	
  or	
  

halt:	
  change	
  red	
  light	
  or	
  render	
  someone	
  unable	
  to	
  speak	
  

desires:	
  Curiosity	
  [5],	
  Tranquility	
  [4],	
  Physical	
  Activity	
  [4],	
  Vengeance	
  [2],	
  

Power	
  [2],	
  Independence	
  [2],	
  Idealism	
  [2],	
  	
  Social	
  Contact	
  [1],	
  Acceptance	
  [1]	
  

consensus:	
  jump	
  and	
  alter	
  world	
  	
  

most	
  striking	
  name:	
  A	
  footpath	
  to	
  the	
  cloud	
  (雲の上の散歩道/くものう

えのさんぽみち)	
 

uterus	
  

tendency	
  A:	
  relief	
  [unburdens	
  your	
  body	
  from	
  burdensome	
  stresses]	
  

tendency	
   B:	
   mnemonic;	
   seer	
   [reminds	
   you	
   of	
   whatever	
   you	
   choose,	
   of	
  

anything	
  you	
  ever	
  knew	
  or	
  needed;	
  it	
  can	
  see,	
  write	
  and	
  smell	
  the	
  future]	
  

outlier:	
   it	
   is	
  a	
  playful	
  opponent.	
  One	
  which	
  doesn’t	
  have	
   the	
  upper	
  hand.	
  

One	
  that	
  is	
  trying	
  to	
  catch	
  me	
  but	
  can’t	
  

desires:	
   Power	
   [5],	
   Status	
   [3],	
   Independence	
   [3],	
   Family	
   [2],	
   Order	
   [2],	
  

Tranquility	
   [1],	
   Curiosity	
   [1],	
  Acceptance	
   [1],	
   Vengeance	
   [1],	
   Idealism	
   [1],	
  

Physical	
  Activity	
  [1],	
  Social	
  Contact	
  [1],	
  ALL	
  DESIRES	
  [+1]	
  

consensus:	
  empowering;	
  future	
  and	
  past	
  memories	
  	
  

most	
  striking	
  name:	
  Wisdom’s	
  giraffe	
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…discussion	
  

Bell,	
  Blythe	
  and	
  Sengers	
  suggest	
  that	
  the	
  power	
  of	
  defamiliarisation	
  is	
  as	
  a	
  means	
  

of	
   understanding.	
  266	
  As	
   can	
   be	
   seen	
   in	
   the	
   extended	
   quote	
   from	
   Gaver	
   et	
   al.,	
  

above,	
  cultural	
  Probes	
  make	
  strange	
  as	
  a	
  way	
   to	
  support	
  empathic	
  engagement	
  

between	
  designers	
   and	
   users.	
   The	
   aim	
   is	
   not	
   to	
   become	
   the	
   other	
   but	
   to	
  make	
  

sense	
  of	
  the	
  other	
  through	
  oneself.	
  The	
  interviews	
  provide	
  a	
  setting	
  for	
  people	
  to	
  

provide	
   highly	
   intimate	
   information	
   about	
   how	
   they	
   see	
   and	
   experience	
   the	
  

world,	
   yet	
   they	
   are	
  never	
   asked	
   any	
  of	
   these	
   things	
  directly.	
  By	
  defamiliarising	
  

the	
  way	
  we	
  think	
  about	
  technologies,	
  we	
  open	
  up	
  an	
  intimate	
  space	
  between	
  the	
  

participant	
   and	
   the	
   interviewer	
   that	
   naturally	
   lends	
   itself	
   to	
   an	
   empathic	
  

connection,	
   without	
  which	
   the	
   interview	
   itself	
   stalls.	
   A	
   natural	
   result	
   of	
   this	
   is	
  

that	
  the	
  interview	
  responses	
  are	
  highly	
  personal	
  and	
  idiosyncratic.	
  

The	
  OWL	
  project	
   exists	
   to	
   examine	
   and	
   question	
   the	
  methodologies	
   we	
   use	
   to	
  

develop	
   technologies,	
   and	
   to	
   create	
   new	
   methods	
   that	
   can	
   support	
   a	
   move	
  

towards	
   the	
   creation	
   of	
   non-­‐incremental	
   outcomes.	
   It	
   builds	
   on	
  my	
   phase	
   one	
  

exegesis	
   discoveries,	
   to	
   develop	
   a	
   structured	
   methodology	
   that	
   assists	
   in	
   the	
  

creation	
   of	
   such	
   outcomes.	
   From	
   the	
   outset	
   we	
   have	
   been	
   cautious	
   about	
   (a)	
  

preempting	
  our	
  development	
  process,	
  by	
  making	
  gratuitous	
  decisions	
  in	
  order	
  to	
  

find	
  ways	
  to	
  move	
  forward,	
  and	
  (b)	
  doing	
  what	
  we	
  know.	
  This	
  echoes	
  the	
  caution	
  

of	
   the	
  gesture≈sound	
  prototyping	
  methodology.	
  New	
  settings	
  do	
  not	
  necessarily	
  

require	
   new	
   methods,267	
  yet	
   if	
   we	
   want	
   to	
   shift	
   the	
   kind	
   of	
   outcomes	
   we	
   are	
  

gaining	
  from	
  exploratory	
  research,	
  then	
  we	
  do	
  need	
  to	
  shift	
  our	
  approach.	
  If	
  for	
  

no	
  other	
   reason	
   than	
   to	
  keep	
  our	
  minds	
  open	
   to	
  unexpected,	
   even	
  un-­‐sortable,	
  

outcomes.	
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  Genevieve	
  Bell,	
  Mark	
  Blythe,	
  Phoebe	
  Sengers,	
  "Making	
  by	
  Making	
  Strange:	
  Defamiliarization	
  and	
  
the	
  Design	
  of	
  Domestic	
  Technologies,"	
  TOCHI	
  12,	
  no.	
  2	
  (2005).	
  
267	
  See	
  my	
  discussion	
  above	
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Card	
  sorting	
  and	
  basic	
  statistics	
  were	
  inspirations	
  and	
  instinctive	
  starting	
  points	
  

for	
   our	
  analysis,	
   but	
   any	
   other	
  method	
  may	
  have	
  worked.	
  What	
  was	
   important	
  

was	
   finding	
  a	
  way	
   to	
  move	
   forward,	
   so	
   that	
  we	
  could	
  understand	
  what	
   choices	
  

might	
   be	
   appropriate.	
   This	
   knowledge	
   needed	
   to	
   emerge	
   from	
   an	
   embodied	
  

process,	
   in	
   accord	
  with	
   the	
  way	
   the	
  OWL	
  project	
   has	
   been	
   supported	
   to	
   evolve	
  

from	
   the	
  outset.	
  We	
   could	
  not	
   in	
   good	
   faith	
  have	
   conducted	
  a	
   real	
   card	
   sorting	
  

much	
   less	
   a	
   statistical	
   analysis	
   on	
   the	
   interview	
   results.	
   Too	
  much	
   poetry	
   and	
  

variation	
  would	
  have	
  been	
  lost.	
  	
  

In	
   this	
   section	
   I	
   have	
   discussed	
   the	
   interview	
   outcomes	
   and	
   the	
   OWL	
   analysis	
  

methodology,	
  based	
  on	
   card	
   sorting.	
  Test	
   subject	
   responses	
  were	
  at	
   times	
  wild	
  

and	
  radical.	
  Phase	
  two	
  of	
  the	
  OWL	
  project	
  emerged	
  from	
  these	
  interviews,	
  as	
  my	
  

various	
   reflections	
   coalesced	
   into	
   a	
   single	
   thought:	
   If	
   participants	
   could	
   make	
  

their	
  own	
  devices,	
  what	
  would	
  these	
  devices	
  be?	
  The	
  workshops,	
  or	
  OWL	
  circles,	
  

which	
   I	
   describe	
   in	
   the	
   next	
   section,	
   are	
   informed	
   by	
   the	
   knowledge	
   and	
  

understanding	
  accrued	
  over	
  the	
  course	
  of	
  these	
  interviews,	
  as	
  well	
  as	
  by	
  the	
  rest	
  

of	
   this	
   exegesis.	
  The	
  circles	
   take	
  a	
   slightly	
  different	
  approach	
   to	
   the	
  problem	
  of	
  

“finding	
  that	
  thing	
  the	
  nature	
  of	
  which	
  is	
  totally	
  unknown,268	
  through	
  embodied	
  

engagement,	
   and	
   demonstrate	
   how	
   I	
   deepen	
   my	
   investigation	
   of	
   how	
   body-­‐

devices	
   might	
   be	
   used	
   to	
   (artistically-­‐)poeticise	
   experience.	
   In	
   contrast	
   to	
   the	
  

interviews,	
  which	
  begin	
  with	
  a	
  designed	
  object,	
  the	
  circles	
  support	
  participants	
  to	
  

make	
  their	
  own	
  exploratory	
  devices,	
  and	
  thereby	
  extend	
  and	
  challenge	
  the	
  way	
  

that	
  I	
  have	
  been	
  thinking	
  about	
  technology	
  conception	
  and	
  design.	
  	
  

In	
   the	
  next	
   section	
   I	
  discuss	
   the	
   structure	
  and	
  evolution	
  of	
   the	
  OWL	
  circles,	
   the	
  

impact	
  on	
  my	
   thinking	
   in	
   regard	
   to	
  processes	
  and	
  participant	
   engagement,	
   and	
  

the	
   implications	
   for	
   this	
   PhD	
   and	
   the	
   broader	
   design	
   communities	
   touched	
   by	
  

this	
  research.	
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  Meno,	
  from	
  Plato’s	
  Dialogues,	
  in	
  Solnit,	
  A	
  Field	
  Guide	
  to	
  Getting	
  Lost,	
  15.	
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3.3	
  Circling	
  Forward	
  

“how	
  will	
  you	
  go	
  about	
  finding	
  that	
  thing	
  

the	
  nature	
  of	
  which	
  is	
  totally	
  unknown	
  to	
  you?”269	
  

It	
   is	
   almost	
   impossible	
   to	
   imagine	
  what	
   lies	
   ahead.	
  What	
  will	
   the	
   future	
   bring?	
  

How	
  could	
  life	
  be	
  different?	
  Our	
  imaginations	
  are	
  informed,	
  and	
  also	
  limited,	
  not	
  

only	
   by	
  what	
  we	
   know	
   to	
   be	
   possible	
   but	
   also	
  what	
  we	
   find	
   socially	
   plausible.	
  

Kevin	
  Kelly	
  claims	
  that	
  we	
  cannot	
  simply	
  have	
  anything	
  that	
  we	
  can	
  imagine.270	
  

The	
  videophone,	
  for	
  example,	
  emerged	
  into	
  our	
  consciousness	
  moments	
  after	
  the	
  

birth	
   of	
   the	
   telephone,	
   yet	
   it	
   failed	
   dismally	
   when	
   it	
   was	
   taken	
   to	
   market.271	
  

Despite	
   living	
   in	
   people’s	
   imaginations	
   as	
   a	
   fantasy	
   for	
   almost	
   a	
   century,	
   the	
  

device	
  was	
  unable	
  to	
  gain	
  a	
  foothold	
  in	
  the	
  way	
  people	
  imagined	
  their	
  real	
  lives.	
  	
  

Asking	
   people	
   to	
   imagine	
   yet-­‐to-­‐be-­‐imagined	
   technologies	
   poses	
   a	
   difficult	
  

question	
  not	
  only	
  in	
  relation	
  to	
  the	
  design	
  process	
  that	
  may	
  be	
  called	
  on	
  to	
  bring	
  

the	
  imaginary	
  technology	
  into	
  being,	
  but	
  also	
  in	
  terms	
  of	
  the	
  person	
  being	
  asked.	
  

What	
  do	
  you	
  really	
  want,	
  if	
  you	
  could	
  have	
  anything?	
  is	
  an	
  imponderably	
  difficult	
  

question	
   that	
   leads	
   more	
   often	
   than	
   not	
   to	
   simple,	
   modest	
   answers.	
   Through	
  

embodied	
   processes,	
   OWL	
   attempts	
   to	
   elicit	
   nuanced,	
   imaginative	
   and	
  

implausible	
   responses	
   to	
   these	
   questions.	
   These	
   responses	
   may	
   be	
   used	
   as	
  

provocations	
   to	
   develop	
   satisfyingly	
   implausible	
   designs	
   that	
   challenge,	
   and	
  

hopefully	
  stretch,	
  what	
  we	
  consider	
  to	
  be	
  possible.	
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  Meno,	
  from	
  Plato’s	
  Dialogues	
  in	
  ibid.	
  
270	
  Kelly,	
  What	
  Technology	
  Wants,	
  181.	
  
271	
  Ibid.,	
  177.	
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OWL	
  uses	
  the	
  body,	
  enchantment,	
  ambiguity	
  and	
  play,	
  as	
  vehicles	
  through	
  which	
  

to	
   contemplate	
   Meno’s	
   question, 272 	
  and	
   thereby	
   support	
   the	
   conception	
   of	
  

“sufficiently	
  advanced	
  technology”.273	
  In	
  phase	
  one,	
  the	
  bodyProps	
  served	
  to	
  focus	
  

participants’	
   thinking.	
  As	
   the	
  purpose	
  of	
   the	
  circles	
   is	
   to	
  have	
  people	
  outside	
  of	
  

the	
   design	
   process	
   conceive	
   of	
   devices,	
   we	
   use	
   structured	
   techniques	
   to	
   assist	
  

them,	
  by	
  focusing	
  thinking	
  in	
  appropriate	
  ways.	
  We	
  are	
  thus	
  able	
  to	
  bypass	
  first,	
  

rational	
   responses,	
   so	
   that	
   the	
   otherwise	
   implausible	
   may	
   emerge.	
   The	
   OWL	
  

circle	
  workshops	
  were	
  purposely	
  designed	
  as	
  a	
  way	
  to	
  sneak	
  up	
  on	
  ourselves,	
  to	
  

be	
  caught	
  unaware	
  and	
  unself-­‐conscious	
  for	
  a	
  moment	
  so	
  that	
  we	
  would	
  dare	
  to	
  

begin.	
  	
  

Circle	
  setup	
  and	
  structure:	
  

The	
  circles	
  are	
  hosted	
  in	
  a	
  neutral,	
  utilitarian	
  space,	
  containing	
  a	
  large	
  worktable	
  

with	
  various	
  tools	
  and	
  lights,	
  and	
  another	
  table,	
  off	
  to	
  the	
  side,	
  containing	
  various	
  

neatly	
  presented	
  recycled	
  materials.	
  Neutral	
  colours	
  predominate.	
  The	
  materials	
  

afford	
  a	
  large	
  range	
  of	
  structural	
  possibilities	
  and	
  aesthetics.	
  A	
  small	
  area	
  is	
  also	
  

set	
  up	
  for	
  video	
  interviews,	
  with	
  a	
  video	
  camera	
  on	
  a	
  tripod	
  facing	
  a	
  black	
  wall.	
  

Ideally,	
  the	
  circles	
  are	
  conducted	
  with	
  approximately	
  twelve	
  participants	
  and	
  two	
  

workshop	
  facilitators.274	
  The	
  format	
  evolved	
  until	
  it	
  was	
  reduced	
  to	
  the	
  following,	
  

strict	
  sequence	
  of	
  conceptual	
  shifts:	
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  Meno,	
  from	
  Plato’s	
  Dialogues	
  in	
  Solnit,	
  A	
  Field	
  Guide	
  to	
  Getting	
  Lost.	
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  Clarke,	
  Profiles	
  of	
  the	
  Future.	
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  This	
  ratio	
  changed	
  radically	
  throughout	
  the	
  development	
  process.	
  The	
  smallest	
  circle	
  had	
  five	
  
participants,	
  the	
  largest	
  eighteen,	
  and	
  only	
  one	
  facilitator.	
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Introduction:	
  Welcome	
  and	
  brief	
  introduction	
  including	
  the	
  quotes	
  from	
  

Arthur	
  C.	
  Clarke	
  and	
  Meno.	
  275	
  

The	
  Desires:	
  A	
  list	
  of	
  common	
  desires	
  are	
  read	
  aloud	
  and	
  placed	
  on	
  the	
  

table.276	
  Participants	
  are	
  asked	
  to	
  choose	
  one.	
  

Transfer	
  to	
  body:	
  Participants	
  decide	
  in	
  which	
  body	
  part	
  their	
  chosen	
  

desire	
  resides.	
  

The	
  Material	
  Switch:	
  Participants	
  choose	
  materials	
  they	
  find	
  appealing.	
  

Thinking	
  with	
  the	
  hands:	
  Without	
  knowing	
  what	
  to	
  do	
  in	
  advance,	
  

participants	
  begin	
  making.	
  

Being	
  “done”:	
  When	
  they	
  recognise	
  that	
  they	
  are	
  done,	
  each	
  participant	
  

is	
  led	
  to	
  the	
  video	
  interview	
  corner	
  

Description:	
  While	
  being	
  fitted	
  with	
  a	
  microphone	
  participants	
  are	
  given	
  

their	
  instructions,	
  to	
  tell	
  the	
  video	
  camera:	
  their	
  name,	
  their	
  desire,	
  what	
  

their	
  object	
  is	
  called	
  and	
  what	
  it	
  does.	
  The	
  answers	
  are	
  then	
  filmed	
  in	
  one	
  

take.	
  

Debrief:	
  	
  a	
  short	
  debrief	
  is	
  performed	
  to	
  complete	
  the	
  process	
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  Clarke,	
  Profiles	
  of	
  the	
  Future.	
  and	
  Meno,	
  from	
  Plato’s	
  dialogue,	
  in	
  Solnit,	
  A	
  Field	
  Guide	
  to	
  Getting	
  
Lost,	
  15.	
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  Reiss,	
  Who	
  Am	
  I:	
  The	
  16	
  Basic	
  Desires	
  That	
  Motivate	
  Our	
  Actions	
  and	
  Define	
  Our	
  Personalities.	
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In	
  the	
  following	
  I	
  explain	
  the	
  background	
  for	
  each	
  conceptual	
  shift	
  and	
  attempt	
  to	
  

outline	
  how	
  and	
  why	
  they	
  may	
  work.	
  

The	
  Introduction:	
  The	
  drawing	
  of	
  a	
  circle.	
  The	
  beginning	
  of	
  a	
  game.	
  	
  

The	
   introduction	
   serves	
   a	
   number	
   of	
   functions.	
   In	
   a	
   theatrical	
   sense	
   it	
  

declares	
  that	
  a	
  game	
  is	
  beginning.	
  As	
  discussed	
  in	
  the	
  introduction	
  of	
  this	
  

exegesis,	
  Caillois	
  specifies	
  a	
  number	
  of	
  characteristics	
  for	
  games:	
  they	
  are	
  

engaged	
   in	
   by	
   choice;	
   they	
   are	
   separate	
   from	
   the	
   routine	
   of	
   life,	
   and	
  

occupy	
  their	
  own	
  time	
  and	
  space;	
  games	
  are	
  uncertain:	
  the	
  results	
  cannot	
  

be	
   pre-­‐determined,	
   players’	
   initiative	
   is	
   therefore	
   required;	
   games	
   are	
  

unproductive:	
   they	
   create	
   no	
  wealth	
   and	
   end	
   as	
   they	
   begin;	
   games	
   are	
  

governed	
  by	
  strict	
  rules	
  that	
  suspend	
  ordinary	
  laws	
  and	
  behaviours;	
  and,	
  

finally,	
   they	
   involve	
  make-­‐believe	
   that	
   confirms	
   in	
  players	
   the	
  existence	
  

of	
  imagined	
  realities	
  that	
  may	
  be	
  set	
  against	
  “real	
  life.”277	
  By	
  framing	
  the	
  

circle	
  as	
  a	
  game	
  Caillois’	
  characteristics	
  automatically	
  come	
  into	
  play.	
  This	
  

liberates	
   qualities	
   of	
   attention	
   and	
   engagement	
   that	
   are	
   useful	
   when	
  

trying	
   to	
   find	
   “that	
   thing	
   the	
   nature	
   of	
   which	
   is	
   unknown”278	
  Clarke’s	
  

assertion	
   that	
   “any	
  sufficiently	
  advanced	
   technology	
   is	
   indistinguishable	
  

from	
  magic”279	
  further	
  emphasize	
  the	
  game-­‐like	
  quality	
  of	
  the	
  OWL	
  circle,	
  

at	
  the	
  same	
  time	
  as	
  it	
  focuses	
  the	
  quest	
  in	
  the	
  realm	
  of	
  technology.	
  	
  

The	
  Desires:	
  	
  

The	
  list	
  of	
  desires	
  we	
  use	
  is	
  borrowed	
  from	
  the	
  motivational	
  psychology	
  

research	
   of	
   Professor	
   Steven	
   Reiss. 280 	
  Reiss’s	
   desires	
   are	
   usefully	
  

provocative.	
  As	
  discussed	
  in	
  section	
  3.2,	
  they	
  reduce	
  a	
  complex	
  emotional	
  

field	
   down	
   to	
   someone	
   else’s	
   shorthand	
   definition	
   of	
   the	
   world.	
   In	
   the	
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  Caillois,	
  Man,	
  Play	
  and	
  Games.	
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  Meno,	
  from	
  Plato’s	
  Dialogue,	
  in	
  Solnit,	
  A	
  Field	
  Guide	
  to	
  Getting	
  Lost.	
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  Clarke,	
  Profiles	
  of	
  the	
  Future.	
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  Reiss,	
  Who	
  Am	
  I:	
  The	
  16	
  Basic	
  Desires	
  That	
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  Our	
  Actions	
  and	
  Define	
  Our	
  Personalities.	
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circle,	
   they	
   also	
   introduce	
   language	
   before	
  we	
   know	
  what	
  we	
  might	
   be	
  

describing,	
  and	
  thereby	
  provide	
  an	
  uncommon	
  point	
  of	
  departure	
  for	
  an	
  

embodied	
  discovery	
  process.	
  Choosing	
  to	
  approach	
  a	
  difficult	
  subject	
  in	
  a	
  

difficult	
   or	
   convoluted	
   manner	
   is	
   a	
   common	
   strategy	
   of	
   fine	
   art.	
   The	
  

underlying	
   assumption	
   is	
   that	
   to	
   “free	
   up”	
   the	
   creative	
   and	
   expressive	
  

body	
  to	
  respond	
  to	
  the	
  unanswerable,	
  we	
  must	
  first	
  “busy”	
  the	
  reasoning	
  

part	
   of	
   the	
   brain	
   so	
   that	
   it	
   will	
   not	
   interfere.281	
  The	
   sparse,	
   yet	
   strict	
  

instructions	
  that	
  we	
  provide	
  act	
  as	
  a	
  structure	
  that	
  engages	
  the	
  reasoning	
  

part	
   of	
   the	
  brain,	
   and	
   frees	
  participants	
   to	
  be	
   spontaneous,	
   follow	
   their	
  

intuition,	
   aesthetic	
   scents	
   and	
   creative	
  whims.282	
  It	
   allows	
   them	
   to	
   trust	
  

and	
   follow	
   their	
   instincts.	
   The	
   list	
   of	
   desires	
   acts	
   as	
   the	
   first	
  

estrangement,	
   or	
   seed,	
   and	
   are	
   followed	
   very	
   closely	
   by	
   the	
   next	
  

conceptual	
  shift:	
  the	
  transfer	
  to	
  body.	
  Importantly,	
  the	
  facilitators	
  remain	
  

neutral	
  throughout,	
  accepting	
  all	
  choices	
  as	
  equally	
  valid.	
  

Transfer	
  to	
  Body:	
  	
  

Where	
   in	
   your	
   body	
   does	
   your	
   desire	
   reside?	
   This	
   question	
   acts	
   as	
   a	
  

second	
  enstrangement	
   switch,	
   transferring	
   from,	
   and	
   connecting,	
   desire	
  

to	
  body.	
   It	
   is	
  a	
  nonsensical	
  question	
  that	
  draws	
  heavily	
  on	
  surrealist	
  art	
  

strategies,	
   liberating	
   in	
   their	
   absurdity.283	
  “If	
   you	
   were	
   a	
   colour	
   what	
  

colour	
  would	
  you	
  be?”	
  Many	
  children	
  know	
  this	
  game	
  and	
  have	
  answers	
  

for	
   these	
   types	
   of	
   inquiries.	
   The	
   switch	
   between	
   an	
   abstract	
   desire,	
  

defined	
  very	
  strictly	
  by	
  someone	
  else	
  and	
  the	
  feeling	
  that	
  this	
  word	
  does	
  

indeed	
  reside	
  within	
  your	
  body,	
  allows	
  the	
  participants	
  to	
  begin	
  to	
  work.	
  

The	
   question	
   is	
   no	
   longer	
   abstract,	
   it	
   has	
   been	
   made	
   concrete	
   and	
  

physical.	
   A	
   clear	
   concept	
   now	
   becomes	
   the	
   participants’	
   guide	
   in	
   the	
  

work.	
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  Rollo	
  May,	
  The	
  Courage	
  to	
  Create	
  (New	
  York:	
  W.	
  W.	
  Norton	
  &	
  Company,	
  1994).	
  
282	
  Bogart,	
  A	
  Director	
  Prepares,	
  Seven	
  Essays	
  on	
  Art	
  and	
  Theatre.	
  
283	
  Brotchie	
  and	
  Gooding,	
  A	
  Book	
  of	
  Surrealist	
  Games.	
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BLESS	
  ALL	
  SEAFARERS.	
  

THEY	
  exchange	
  not	
  one	
  LAND	
  for	
  another,	
  but	
  one	
  ELEMENT	
  

for	
  another.	
  The	
  MORE	
  against	
  the	
  LESS	
  ABSTRACT.284	
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  Wyndham	
  Lewis,	
  "Bless	
  England,"	
  in	
  Manifesto:	
  A	
  Century	
  of	
  Isms,	
  ed.	
  Mary	
  Ann	
  Caws(Lincoln,	
  
NE:	
  University	
  of	
  Nebraska	
  Press,	
  2000	
  (1914-­‐1915)),	
  344.	
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The	
  Material	
  Switch:	
  “Find	
  the	
  material	
  that	
  works	
  for	
  you.”	
  	
  

Making	
   this	
   switch	
   allows	
   the	
   physical	
  making	
   to	
   begin	
   as	
   participants	
  

find	
   physical	
   form	
   and	
   texture	
   for	
   the	
   body-­‐feeling	
   that	
   has	
   been	
  

identified.	
   Again	
   the	
   decisions	
   made	
   here	
   are	
   not	
   reasonable,	
   rather	
  

participants	
  continue	
  their	
  line	
  of	
  absurdist	
  questioning	
  by	
  asking:	
  If	
  this	
  

feeling	
   had	
   a	
   texture	
   and	
   a	
   shape	
   what	
   would	
   it	
   be?	
   Once	
   they	
   have	
  

chosen	
  materials	
   they	
   can	
   begin	
   building	
   and	
   thereby	
   discover	
   how	
   to	
  

support	
  their	
  burgeoning	
  concept.	
  	
  

Thinking	
  with	
  your	
  Hands:	
  Making	
  as	
  research.	
  	
  

By	
   thinking	
   through	
   the	
   making	
   process	
   the	
   work	
   is	
   one	
   further	
   step	
  

removed	
   from	
   reasoning	
   and	
   habitual	
   thinking.	
   The	
   participants	
   have	
  

until	
   this	
   point	
  made	
   three	
   very	
   large	
   leaps	
   of	
   faith:	
   choosing	
   a	
   desire,	
  

connecting	
  this	
  desire	
  to	
  their	
  body,	
  and	
  their	
  until	
  now	
  unnamed	
  feeling	
  

to	
  a	
  material	
  texture	
  and	
  expanse.	
  These	
  three	
  switches	
  have	
  occurred	
  in	
  

less	
  than	
  fifteen	
  minutes	
  allowing	
  no	
  time	
  to	
  re-­‐consider	
  or	
  back	
  out	
  into	
  

careful	
  reasoning.	
   In	
  a	
  sense,	
  participants	
  are	
  not	
  completely	
  committed	
  

at	
   this	
   point,	
   simply	
   because	
   they	
   do	
   not	
   know	
  what	
   it	
   is	
   that	
   they	
   are	
  

making.	
   The	
   work	
   that	
   follows	
   is	
   instinctual	
   and	
   effective.	
   The	
  

conversation	
   around	
   the	
   table	
   is	
   practical:	
   “Can	
   I	
   have	
   the	
   scissors?”	
  

“How	
  do	
  I	
  make	
  this	
  stick	
  out	
  to	
  the	
  side?”285	
  Kelly	
  claims	
  that	
  the	
  divorce	
  

of	
   the	
   hands	
   from	
   the	
   head	
   puts	
   a	
   strain	
   on	
   the	
   human	
   psyche.286	
  This	
  

suggests	
   that	
   bringing	
   them	
   back	
   together	
   again	
   through	
   embodied	
  

processes	
   releases	
   strain.	
   Having	
   viewed	
   numerous	
   circle	
   participants	
  

engage	
   in	
   this	
   process	
   I	
   suggest	
   that	
   the	
   state	
   that	
   it	
   engenders	
   is	
  

tranquil:	
  focused,	
  efficient,	
  relaxed	
  and	
  also	
  gently	
  energetic.	
  Thinking	
  as	
  

an	
  emergent	
  bodily	
  process	
  allows	
  us	
   to	
  access	
  knowledge,	
  expertise	
  or	
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  Personal	
  Correspondence.	
  	
  
286	
  Kelly,	
  What	
  Technology	
  Wants,	
  193.	
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connoisseurship	
  that	
  otherwise	
  eludes	
  articulation.287	
  The	
  OWL	
  processes	
  

lean	
  heavily	
  on	
  this	
  idea.	
  

Being	
  Done:	
  The	
  Decision	
  of	
  “ready.”	
  	
  

Knowing	
   when	
   a	
   device	
   is	
   “done”	
   is	
   an	
   instinctual	
   knowing.	
   The	
   circle	
  

structure	
  removes	
  the	
  reasoning	
  part	
  of	
  the	
  brain	
  from	
  the	
  imagining	
  and	
  

creating	
  process,	
  and	
  thereby	
  frees	
  the	
  participant	
  to	
  trust	
  in	
  their	
  ability	
  

to	
  recognise	
  what	
   it	
   is	
  they	
  are	
  doing	
  as	
   it	
  emerges,	
   including	
  when	
  it	
   is	
  

“done”.	
  This	
  knowing	
  “when”	
  is	
  something	
  we	
  all	
  have	
  experienced.	
  Henri	
  

Cartier	
   Bresson	
   called	
   it	
   “the	
   decisive	
   moment”	
   the	
   moment	
   when	
   the	
  

trigger	
   on	
   the	
   camera	
   is	
   pushed.	
   This	
   moment	
   relies	
   on	
   the	
  

photographer’s	
   ability	
   to	
   see	
   and	
   record	
   an	
   event	
   literally	
   taking	
   form.	
  

For	
  Cartier-­‐Bresson,	
  failure	
  and	
  chance	
  were	
  a	
  source	
  and	
  not	
  a	
  deterrent	
  

to	
   learning	
   how	
   to	
   see	
   with	
   clarity	
   and	
   simplicity.	
   Photographers	
   who	
  

follow	
  this	
  style	
  become	
  risk-­‐takers,	
  constantly	
  discovering	
  and	
  capturing	
  

fleeting	
   moments	
   that	
   otherwise	
   would	
   have	
   gone	
   unseen.288	
  Cartier-­‐

Bresson’s	
   moment	
   was	
   tied	
   to	
   a	
   particular	
   approach	
   to	
   photography,	
  

nonetheless	
  it	
  is	
  useful	
  to	
  provide	
  ways	
  of	
  thinking	
  around	
  the	
  notion	
  of	
  

making	
   a	
   device	
   which	
   is	
   yet	
   to	
   be	
   imagined,	
   and	
   knowing	
   when	
   it	
   is	
  

“done.”	
  In	
  musical	
  improvisation	
  the	
  knowing	
  where	
  to	
  go	
  next	
  becomes	
  

a	
  series	
  of	
  small	
  decisions	
  made	
  in	
  a	
  hyper	
  aware	
  state	
  of	
   flow	
  in	
  which	
  

the	
   musician	
   “knows”	
   both	
   the	
   minds	
   and	
   desires	
   of	
   his	
   or	
   her	
   fellow	
  

musicians,	
   and	
   also	
   holds	
   the	
   experience	
   of	
   the	
   audience	
   as	
   an	
   almost	
  

physical	
   “thing”	
   which	
   can	
   be	
   examined,	
   turned,	
   changed,	
   and	
   at	
   some	
  

point	
  is	
  “done.”289	
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  Wilde,	
  Schiphorst,	
  and	
  Klooster,	
  "Move	
  to	
  Design	
  •	
  Design	
  to	
  Move	
  a	
  Conversation	
  About	
  
Designing	
  for	
  the	
  Body."	
  
288	
  Jack	
  Zichittella,	
  "The	
  Decisive	
  Moment	
  Revealed,"	
  Arts	
  and	
  Activities	
  123,	
  no.	
  5	
  (1998).	
  
289	
  Joel	
  Ryan,	
  "Knowing	
  When,"	
  in	
  The	
  Vibrancy	
  Effect	
  ed.	
  Chris	
  Salter	
  (Rotterdam:	
  V2_	
  Publishing,	
  
2011	
  (forthcoming)).	
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Description:	
  	
  

The	
  interview	
  is	
  filmed	
  in	
  one	
  take.	
  Participants	
  are	
  required	
  to	
  think	
  on	
  

their	
  feet,	
  to	
  not	
  let	
  their	
  inner	
  dialogue	
  drown	
  out	
  their	
  ideas.	
  We	
  began	
  

with	
  language,	
  with	
  the	
  desires.	
  Here	
  we	
  return	
  to	
  language.	
  The	
  process	
  

between	
  is	
  embodied.	
  It	
   is	
  non-­‐lingual,	
  or	
  mute.	
  As	
  language	
  floods	
  in,	
   it	
  

takes	
  over,	
  surprising	
  the	
  participants.	
  	
  

Excluding	
  language	
  from	
  the	
  central	
  part	
  of	
  our	
  structure	
  allows	
  a	
  very	
  intuitive	
  

and	
  productive	
  process	
  to	
  emerge	
  and	
  only	
  at	
  the	
  end	
  is	
  reasoning	
  allowed	
  back	
  

into	
   the	
   experience.	
   For	
   this	
   process	
   to	
   appear	
   “on	
   camera”	
   we	
   ask	
   the	
  

participant	
   to	
   speak	
   in	
   one-­‐take.	
   This	
   achieves	
   two	
   things:	
   first	
   it	
   allows	
   the	
  

process	
  to	
  remain	
  personal	
  and	
  introverted,	
  as	
  the	
  camera	
  operator	
   is	
   just	
  that,	
  

an	
   operator	
   facilitating	
   the	
   participant	
   to	
   self-­‐record	
   their	
   piece;	
   and	
   secondly,	
  

the	
   switch	
   between	
   an	
   intuitive	
   and	
   wordless	
   making	
   process	
   to	
   a	
   reasoned	
  

presentation	
   happens	
   “on	
   camera”	
   with	
  many	
   participants	
   only	
   realising	
   what	
  

they	
  have	
  built	
  as	
  they	
  name	
  it.	
  The	
  naming	
  and	
  describing	
  fulfill	
  the	
  function	
  of	
  a	
  

performative	
  speech	
  act,	
  wherein	
  saying	
  something	
  makes	
  it	
  so.290	
  To	
  make	
  this	
  

final	
   switch	
  more	
  distinct	
  we	
  ask	
   strict,	
  product	
   like	
  questions.	
   Instead	
  of:	
  how	
  

did	
  you	
  feel?	
  We	
  are	
  asking:	
  what	
  does	
  it	
  do?	
  The	
  strictness	
  of	
  this	
  line	
  of	
  enquiry	
  

allows	
   the	
   sometimes	
   hazy	
   decision	
   making	
   process	
   that	
   has	
   come	
   before	
   to	
  

crystalise.	
   The	
   “product”	
   is	
   described	
   and	
   the	
   participants	
   are	
   thereby	
   brought	
  

back	
  into	
  the	
  everyday	
  world.	
  The	
  circle	
  is	
  broken	
  and	
  the	
  game	
  is	
  over.	
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  Austin,	
  "Performative	
  Utterances."	
  



	
   Circling	
  Forward	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  ch3.3	
  •	
  170	
  

Debrief:	
  	
  

As	
   a	
   postscript	
   to	
   the	
   overall	
   workshop	
   experience	
   each	
   participant	
   is	
  

debriefed	
  before	
  leaving	
  the	
  workshop	
  space.	
  This	
  allows	
  us	
  to	
  close	
  any	
  

conceptual	
  holes	
  and	
  attend	
   to	
  any	
  concerns	
   the	
  participant	
  might	
  have	
  

and	
  is	
  an	
  important	
  part	
  of	
  us	
  taking	
  responsibility	
  for	
  the	
  emotions	
  and	
  

questions	
   that	
  may	
  arise	
   in	
   such	
  an	
   intense	
  experience.	
   It	
   is	
   also	
  where	
  

we	
  can	
  explain	
  a	
  little	
  bit	
  more	
  about	
  the	
  reason	
  and	
  backgrounds	
  for	
  the	
  

project.	
  

The	
  workshop	
  takes	
  two	
  hours	
  including	
  the	
  recording	
  of	
  all	
  twelve	
  participants’	
  

work.	
  In	
  that	
  time	
  we	
  have	
  opened	
  a	
  bubble	
  in	
  time	
  in	
  which	
  we	
  were	
  allowed	
  to	
  

physically	
  build	
  what	
  does	
  not	
  exist,	
  and	
  in	
  turn	
  to	
  meditate	
  over	
  our	
  desires,	
  and	
  

how	
  they	
  might	
  be	
  met	
  or	
  mitigated.	
  

Nine	
  circles	
  were	
  conducted:	
  three	
  in	
  Tokyo	
  and	
  six	
  in	
  Sydney.	
  Five	
  of	
  the	
  Sydney	
  

workshops	
  were	
   targeted	
   towards	
   specific	
   social	
   or	
   community	
   groups:	
   artists	
  

with	
  disabilities	
  and	
  their	
  carers;	
  design	
  academics;	
  young	
  children;	
  performing	
  

artists;	
   librarians.	
   Outcomes	
   were	
   exhibited	
   as	
   part	
   of	
   the	
   2010	
   Participatory	
  

Design	
   Conference,	
   in	
   Sydney.291	
  A	
   participatory	
   lecture	
   that	
   borrowed	
   heavily	
  

from	
   the	
   circle	
   structure	
   was	
   also	
   conducted	
   in	
   Yamaguchi,	
   Japan,	
   with	
   sixty	
  

housewives.292	
  This	
  breadth	
  of	
  participants	
  and	
  contexts	
  afforded	
  deep	
  reflection,	
  

and	
   the	
  development	
  of	
   the	
   strict	
   structure	
  described	
  above.	
   Surprisingly,	
   even	
  

when	
  participants	
  behaved	
  in	
  predictable	
  ways,	
  it	
  was	
  impossible	
  to	
  preconceive	
  

their	
  outcomes.	
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  The	
  11th	
  Participatory	
  Design	
  Conference:	
  http://www.pdc2010.org;	
  The	
  Art	
  of	
  Participatory	
  
Design,	
  exhibition:	
  http://www.pdc2010.org/art-­‐of-­‐pd/	
  
292	
  YCAM,	
  Yamaguchi	
  Centre	
  for	
  Art	
  and	
  Media:	
  http://www.ycam.jp/en/index.html;	
  Media	
  
Kitchen:	
  Re-­evaluating	
  contemporary	
  connections	
  between	
  clothing	
  and	
  technology:	
  
http://www.ycam.jp/en/education/2010/04/ycam-­‐media-­‐kitchen-­‐-­‐-­‐annual-­‐le-­‐1.html	
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Participants	
   in	
   the	
   OWL	
   circle	
   do	
   not	
   know	
   what	
   they	
   are	
   making.	
   They	
  

commonly	
   follow	
   the	
   affordances	
  of	
   the	
  materials	
   they	
   choose	
   as	
   a	
   support	
   for	
  

their	
  exploration.	
  Yet	
  this	
  does	
  not	
  prescribe	
  the	
  outcome.	
  In	
  two	
  different	
  circles,	
  

for	
   example,	
   two	
   participants	
   chose	
   similar	
   materials,	
   yet	
   arrived	
   at	
   radically	
  

different	
  outcomes.	
  	
  

	
  
Figure	
  32.	
  Danielle	
  Wilde	
  and	
  Kristina	
  Andersen,	
  the	
  OWL	
  circle	
  (2010)	
  	
  

left:	
  OWL	
  circle	
  participant.	
  間	
  time/space	
  interval.	
  	
  
right:	
  	
  OWL	
  circle	
  participant.	
  family.	
  

They	
   both	
   chose	
   a	
   two-­‐metre	
   long	
   cardboard	
   pole,	
   and	
   cream	
   coloured	
   fabric.	
  

The	
  first	
  participant,	
  a	
  Japanese	
  male	
  in	
  his	
  twenties,	
  was	
  drawn	
  to	
  the	
  desire	
  for	
  

physical	
   activity.	
   He	
   placed	
   the	
   cardboard	
   pole	
   along	
   his	
   shoulders,	
   behind	
   his	
  

head,	
  and	
  the	
  fabric	
  hung	
  down	
  in	
  front	
  of	
  his	
  body.	
  He	
  called	
  his	
  device	
  “ma”	
  or	
  

間,	
   which	
   means	
   interval	
   in	
   space	
   or	
   time	
   (fig.	
   32,	
   left).	
   He	
   explained,	
   and	
  

demonstrated	
  how	
  his	
   device	
   allowed	
  him	
   to	
   fight	
  with	
   and	
  make	
   friends	
  with	
  

the	
  wind.	
  When	
  wearing	
   it	
   he	
  was	
   dynamic	
   and	
   agile.	
   The	
   other	
   participant,	
   a	
  

Japanese	
   woman	
   in	
   her	
   late	
   forties,	
   also	
   placed	
   the	
   cardboard	
   pole	
   along	
   her	
  

shoulders,	
  behind	
  her	
  head,	
  and	
  had	
  the	
   fabric	
  hang	
  down	
   in	
   front	
  of	
  her	
  body.	
  

She	
  supplemented	
  this	
  set-­‐up	
  with	
  a	
  headpiece	
  and	
  hand-­‐held	
  fan-­‐like	
  extensions	
  

created	
  with	
  a	
  cream	
  pleated	
  card	
  (fig.	
  32,	
  right).	
  Her	
  desire	
  was	
   family.	
  Rather	
  

than	
  supporting	
  dynamic,	
  flowing	
  movement,	
  her	
  device	
  signified	
  the	
  heavy,	
  yet	
  

joyous	
  responsibility	
  of	
  love	
  and	
  family.	
  When	
  wearing	
  her	
  device	
  she	
  was	
  solid	
  



	
   Circling	
  Forward	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  ch3.3	
  •	
  172	
  

and	
   static,	
   like	
   a	
   monumental	
   statue.	
   Viewed	
   from	
   a	
   visual	
   and	
   material	
  

perspective,	
   the	
  materials	
   they	
   chose	
   led	
   them	
   to	
   an	
   almost	
   identical	
   outcome,	
  

yet	
   the	
  dynamic	
   aesthetics	
   of	
   their	
  devices	
  were	
   radically	
  different.	
  The	
   gestalt	
  

reflected	
   deeply	
   felt,	
   idiosyncratic	
   embodied	
   understandings	
   of	
   their	
   chosen	
  

desires.	
  	
  

The	
  amount	
  of	
  time	
  invested	
  by	
  participants	
  is	
  also	
  not	
  indicative	
  of	
  the	
  valence	
  

of	
   their	
  experience.	
  For	
  example,	
   in	
  one	
  of	
   the	
   first	
  circles	
   in	
   Japan,	
  one	
  woman	
  

completed	
   her	
   device	
   and	
   interview	
   within	
   twenty	
   minutes.	
   I	
   suspected	
   this	
  

indicated	
   difficulty	
   engaging	
   with	
   the	
   process,	
   yet	
   she	
   not	
   only	
   completed	
   her	
  

device	
  and	
  interview,	
  but	
  remained	
  at	
  the	
  venue	
  until	
  after	
  the	
  entire	
  circle	
  had	
  

finished,	
  watching	
   the	
   other	
   participants	
   develop	
   and	
   describe	
   their	
   outcomes.	
  

The	
  woman’s	
  device	
  consisted	
  of	
  a	
  fabric	
  element	
  with	
  a	
  small	
  loop	
  at	
  each	
  end	
  –	
  

one	
   for	
   her	
   hand	
   and	
   one	
   for	
   her	
   foot.	
   It	
  was	
   unobtrusive,	
   soft,	
   flat,	
   able	
   to	
   be	
  

folded	
  (fig.	
  33).	
  The	
  woman	
  explained	
  that	
  she	
  had	
  not	
  exercised	
  for	
  a	
  year	
  and	
  

often	
  felt	
  guilty	
  about	
  not	
  doing	
  so.	
  The	
  device	
  was	
  to	
  be	
  used	
  to	
  briefly	
   lift	
  her	
  

foot	
   several	
   centimeters,	
   a	
   number	
   of	
   times,	
   whenever	
   she	
   felt	
   guilty.	
   To	
   my	
  

surprise,	
  she	
  explained	
  that	
  the	
  device	
  would	
  not	
  magically	
  exercise	
  her	
  or	
  make	
  

her	
  fit	
  –	
  she	
  didn’t	
  actually	
  care	
  to	
  exercise.	
  Rather	
  it	
  would	
  magically	
  eliminate	
  

her	
   guilt.	
  When	
   I	
   spoke	
  with	
   her	
   independent	
   of	
   her	
   circle	
   process	
   to	
   discover	
  

what	
   the	
   experience	
  was	
   like	
   for	
   her	
   she	
  became	
  very	
   animated	
   and	
   explained	
  

that	
   it	
  was	
  one	
  of	
  the	
  most	
  profound	
  experiences	
  she	
  had	
  ever	
  had.	
  At	
  first,	
  she	
  

had	
  no	
  idea	
  what	
  she	
  was	
  doing,	
  then	
  suddenly	
  it	
  became	
  clear	
  and	
  she	
  was	
  done,	
  

which	
  was	
  why	
  she	
  finished	
  so	
  quickly.293	
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Figure	
  33.	
  Danielle	
  Wilde	
  and	
  Kristina	
  Andersen,	
  the	
  OWL	
  circle	
  (2010)	
  	
  

OWL	
  circle	
  participant.	
  physical	
  activity.	
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The	
  woman’s	
  experience	
  contrasted	
  with	
  my	
  assumptions	
  and	
  expectations	
  on	
  a	
  

number	
   of	
   levels.	
   First	
   I	
   mistakenly	
   presumed	
   that	
   she	
   had	
   been	
   bored,	
   and	
  

unable	
   to	
   engage,	
  but	
  did	
   so	
  out	
  of	
  politeness.	
  Then	
   I	
  presumed	
   that	
   the	
  magic	
  

would	
  be	
  to	
  exercise	
  her,	
  as	
  the	
  device	
  was	
  made	
  in	
  response	
  to	
  the	
  fact	
  that	
  she	
  

had	
  not	
  exercised	
  for	
  more	
  than	
  twelve	
  months.	
  I	
  was	
  mistaken	
  on	
  both	
  counts.	
  	
  

Even	
  within	
   the	
   carefully	
   articulated,	
   defamiliarising	
   process	
  developed	
   for	
   the	
  

OWL	
  circles,	
  assumptions	
  may	
  come	
  into	
  play.	
  Constant	
  vigilance	
  is	
  needed.	
  

…reflections	
  

Throughout	
   the	
  OWL	
  interviews	
  and	
  circles	
   I	
  have	
  repeatedly	
  been	
  surprised	
  by	
  

the	
   rich	
   and	
   imaginative	
   responses	
   from	
   participants,	
   and	
   the	
   idiosyncratic	
  

nature	
  of	
  both	
  experience,	
  and	
  how	
  experiences	
  are	
  expressed.	
  When	
  conducting	
  

research	
  concerned	
  with	
  the	
  relation	
  of	
  subjective	
  experience	
  or	
  opinion,	
  it	
  may	
  

be	
  difficult	
  to	
  allow	
  the	
  full	
  range	
  of	
  responses	
  to	
  be	
  present	
  and	
  accounted	
  for,	
  

as	
  tidy	
  data	
  is	
  much	
  easier	
  to	
  deal	
  with.	
  Yet	
  OWL	
  demonstrates,	
  as	
  hipDisk	
  did	
  in	
  a	
  

different	
  way,	
   that	
   the	
   idiosyncratic	
   nature	
   of	
   our	
   humanity	
   is	
   deeply	
   felt,	
   and	
  

may	
  be	
  touching	
  for	
  observers,	
  as	
  well	
  as	
  participants.	
  Providing	
  opportunities	
  to	
  

engage	
  directly	
  with	
  such	
  deeply	
  felt	
  experiences	
  has	
  consistently	
  been	
  reported	
  

as	
  significant	
  by	
  OWL	
  participants.294	
  Such	
  outcomes	
  suggest	
  that	
  acknowledging	
  

and	
  working	
  with	
  the	
  full	
  range	
  of	
  data	
  is	
  valuable.	
  

In	
  the	
  closing	
  chapter	
  of	
  What	
  Technology	
  Wants,	
  Kelly	
  suggests	
  that	
  technology	
  

brings	
   to	
   us,	
   individually,	
   the	
   possibility	
   of	
   finding	
   out	
   who	
  we	
   are,	
   and	
  more	
  

important,	
   who	
  we	
  might	
   be.295	
  By	
   not	
   prescribing	
   pathways	
   to	
   knowledge,	
   or	
  

outcomes	
   to	
   aim	
   for,	
  OWL	
   leaves	
   space	
   for	
   each	
  participant’s	
   idiosyncratic	
   self,	
  

allowing	
  preferences	
  and	
  tendencies	
  to	
  be	
  discovered,	
  or	
  uncovered,	
  during	
  the	
  

making	
   and	
   imagining	
   process.	
   That	
   this	
   process	
   is	
   embodied	
   rather	
   than	
  

intellectually	
  navigated	
  allows	
  failure	
  and	
  chance	
  to	
  be	
  sources	
  for	
  learning	
  how	
  

to	
  see	
  with	
  clarity	
  and	
  simplicity,	
   just	
  as	
  they	
  were	
  for	
  Cartier-­‐Bresson	
  with	
  his	
  
	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  
294	
  Personal	
  correspondence	
  
295	
  Kelly,	
  What	
  Technology	
  Wants,	
  349.	
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“decisive	
  moment”,296	
  though	
   in	
   the	
   case	
  of	
  OWL	
   to	
   “see”	
   can	
  be	
   taken	
   to	
  mean	
  

“understand.”	
   OWL	
   participants,	
   in	
   their	
   modest	
   way,	
   like	
   photographers	
   who	
  

follow	
   Cartier-­‐Bresson’s	
   lead,	
   become	
   risk-­‐takers,	
   discovering	
   and	
   capturing	
  

fleeting	
  moments	
  that	
  otherwise	
  may	
  have	
  gone	
  unseen.	
  

Judith	
  Butler	
  claims	
  that:	
  	
  

ethics	
   requires	
   us	
   to	
   risk	
   ourselves	
   precisely	
   at	
   moments	
   of	
  

unknowingness,	
   when	
   what	
   forms	
   us	
   diverges	
   from	
   what	
   lies	
   before	
   us,	
  

when	
   our	
  willingness	
   to	
   become	
  undone	
   in	
   relation	
   to	
   others	
   constitutes	
  

our	
  chance	
  of	
  becoming	
  human.	
  (…)	
  If	
  we	
  speak	
  and	
  try	
  to	
  give	
  an	
  account	
  

from	
  this	
  place,	
  we	
  will	
  not	
  be	
  irresponsible,	
  or,	
  if	
  we	
  are,	
  we	
  will	
  surely	
  be	
  

forgiven.297	
  

The	
   OWL	
   processes	
   support	
   “speaking	
   and	
   giving	
   account	
   from	
   this	
   place”298	
  

throughout	
   the	
  different	
  phases	
  of	
   the	
  circles	
  and	
  of	
   the	
   interviews.	
  Participants	
  

speak	
   through	
   the	
   exploratory	
   devices	
   they	
  make	
   during	
   the	
   circles.	
   They	
   also	
  

speak	
   and	
   give	
   account	
   at	
   each	
   step	
   along	
   the	
  way	
   from	
   their	
   first	
   choice	
   of	
   a	
  

desire,	
  through	
  the	
  choice	
  of	
  body-­‐desire	
  pairing,	
  materials,	
  and	
  at	
  the	
  end	
  during	
  

the	
   video	
   interview,	
   through	
   words,	
   when	
   they	
   declare	
   their	
   newly	
   imagined	
  

reality	
   to	
   be	
   so.	
   A	
   similar	
   speaking	
   and	
   account	
   giving	
   occurs	
   throughout	
   the	
  

interviews:	
   when	
   participants	
   articulate	
   their	
   inner	
   experiences;	
   name	
   and	
  

describe	
  the	
  imaginary	
  reality	
  they	
  construct	
  for	
  each	
  bodyProp;	
  choose	
  desires;	
  

and	
  construct	
  self-­‐portraits.	
  	
  

These	
   processes	
   shift	
   the	
   way	
   that	
   participants	
   think	
   about,	
   imagine	
   and	
   also	
  

experience	
   their	
   bodies	
   in	
   relation	
   to	
   technology	
   and	
   desire.	
   The	
   structures	
  

afford	
  the	
  courage	
  to	
  discover,	
  as	
  well	
  as	
  to	
  articulate	
  discoveries.	
  As	
  Rollo	
  May	
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  Henri	
  Cartier-­‐Bresson,	
  Henri	
  Cartier-­Bresson	
  (Masters)	
  (New	
  York:	
  Aperture,	
  2005).	
  
297	
  Judith	
  P.	
  Butler,	
  Giving	
  an	
  Account	
  of	
  Oneself,	
  4th	
  ed.	
  (New	
  York:	
  Fordham	
  University	
  Press,	
  
2005),	
  136.	
  
298	
  aka	
  ibid.	
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describes	
   it,	
   they	
   afford	
   “The	
  Courage	
   to	
  Create.”299	
  The	
   results	
   are	
   enchanting,	
  

deeply	
   felt,	
   and	
   continue	
   to	
   resonate	
   long	
   after	
   the	
   immediate	
   experience.300	
  

When	
   considered	
   through	
   the	
   lens	
   of	
   my	
   taxonomy,	
   the	
   OWL	
   project:	
   the	
  

interviews,	
   exploratory	
   body-­‐devices	
  made	
   in	
   the	
   circles,	
   video	
   interviews,	
   and	
  

the	
  circle	
  itself	
  may	
  be	
  described	
  as	
  (artistically-­‐)poetic.	
  

Souvenirs	
  of	
  the	
  future	
  	
  

Susan	
   Stewart,	
   in	
   her	
   book	
  On	
  Longing,	
   proposes	
   that	
   souvenirs	
   are	
   objects	
   of	
  

desires	
   that	
   assist	
   in	
   the	
   formation	
   of	
   continuous	
   personal	
   narratives	
   that	
  

connect	
   the	
   present	
   with	
   the	
   past. 301 	
  OWL	
   objects	
   and	
   devices	
   connect	
  

participants	
   through	
   their	
   imaginations	
   and	
   desires,	
   as	
   well	
   as	
   through	
   the	
  

objects	
  themselves,	
  from	
  the	
  present	
  to	
  the	
  future.	
  They	
  give	
  form	
  to,	
  and	
  assist	
  

in	
  the	
  formation	
  of	
  continuous,	
  or	
  ongoing	
  personal	
  narratives	
  that	
  support	
  this	
  

connection.	
   In	
   chapter	
   one	
   I	
   discussed	
   the	
   role	
   of	
   ongoing	
   narrative	
   in	
   the	
  

formation	
  of	
  artistic-­‐poetic	
  experiences.	
   If	
  narrative	
  experience	
  evolves	
   in	
  ways	
  

that	
  are	
  surprising,	
  unexpected,	
  less	
  than	
  obvious	
  or	
  indirect,	
  to	
  result	
  in	
  the	
  kind	
  

of	
   suggestion,	
   allusion,	
   signification,	
   juxtapositions	
   and	
   slippages	
   that	
   support	
  

multiple	
   interpretations,	
   the	
   outcomes	
   can	
   generate	
   poetic	
   experiences.	
   OWL	
  

devices	
   embody	
   imaginative	
   futures	
   that	
   surprise	
   the	
   participants	
   as	
   they	
   take	
  

form	
   and	
   are	
   given	
   meaning.	
   They	
   suggest,	
   allude	
   to	
   and	
   signify	
   fulfilment	
   of	
  

desires,	
   in	
   ways	
   that	
   are	
   highly	
   idiosyncratic,	
   yet	
   leave	
   room	
   for	
   multiple	
  

interpretations.	
  

Desire	
  assists	
  participants	
  in	
  maintaining	
  a	
  connection,	
  throughout	
  this	
  process,	
  

to	
   their	
   re-­‐imagining	
   of	
   that	
   future.	
   According	
   to	
   Solnit,	
   we	
   treat	
   desire	
   as	
   a	
  

problem	
   to	
   be	
   solved	
   by	
   focusing	
   on	
   the	
   object	
   of	
   desire,	
   rather	
   than	
   on	
   the	
  

nature	
  and	
  sensation	
  of	
  desire.	
  Yet	
  with	
  a	
  slight	
  adjustment	
  of	
  perspective	
  desire	
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  May,	
  The	
  Courage	
  to	
  Create.	
  
300	
  Personal	
  correspondence.	
  
301	
  Stewart,	
  On	
  Longing:	
  Narratives	
  of	
  the	
  Miniature,	
  the	
  Gigantic,	
  the	
  Souvenir,	
  the	
  Collection,	
  in	
  ch5,	
  
pp134-­‐151	
  Stewart	
  provides	
  an	
  extended	
  discussion	
  of	
  souvenirs	
  in	
  relation	
  to	
  the	
  past	
  that	
  can	
  be	
  
mapped	
  throughout	
  to	
  the	
  OWL	
  project	
  outcomes	
  in	
  relation	
  to	
  the	
  future.	
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could	
   be	
   cherished	
   as	
   a	
   sensation	
   on	
   its	
   own	
   terms,	
   since	
   it	
   is,	
   she	
   claims,	
  

inherent	
   to	
   the	
   human	
   condition.302 	
  	
   She	
   suggests	
   that	
   desire	
   can	
   only	
   be	
  

displaced,	
  not	
  assuaged.	
  Perhaps	
  this	
   is	
  why	
  the	
  OWL	
  projects	
  are	
  so	
  satisfying?	
  

They	
   give	
   material	
   form	
   to	
   desires	
   and	
   thereby	
   displace	
   them.	
   But	
   are	
  

participants	
  merely	
  displacing	
  their	
  desires?	
  Or	
  is	
  something	
  else	
  happening?	
  	
  

When	
  Kevin	
  Kelly	
   asked	
  George	
   Lucas	
   “Do	
   you	
   think	
   technology	
   is	
  making	
   the	
  

world	
  better	
  or	
  worse?”	
  Lucas	
  replied:	
  

If	
  you	
  watch	
  the	
  curve	
  of	
  science	
  and	
  everything	
  we	
  know,	
  it	
  shoots	
  up	
  like	
  

a	
   rocket.	
  We’re	
   on	
   this	
   rocket	
   and	
  we’re	
   going	
   perfectly	
   vertical	
   into	
   the	
  

stars.	
   But	
   the	
   emotional	
   intelligence	
   of	
   humans	
   is	
   equally	
   if	
   not	
   more	
  

important	
   than	
   our	
   intellectual	
   intelligence.	
   We’re	
   just	
   as	
   emotionally	
  

illiterate	
  as	
  we	
  were	
  5,000	
  years	
  ago;	
  so	
  emotionally	
  our	
  line	
  is	
  completely	
  

horizontal.	
   The	
   problem	
   is	
   the	
   horizontal	
   and	
   the	
   vertical	
   are	
   getting	
  

farther	
  and	
  farther	
  apart.	
  And	
  as	
  these	
  things	
  grow	
  apart,	
   there’s	
  going	
  to	
  

be	
  some	
  kind	
  of	
  consequence	
  of	
  that.303	
  

Kelly	
  believes	
  we	
  underestimate	
  the	
  strain	
  of	
  that	
  gap.	
  The	
  OWL	
  project	
  attempts	
  

to	
   close	
   the	
   gap	
   by	
   supporting	
   participants	
   in	
   the	
   envisioning	
   of	
   technologies	
  

they	
   dream	
   of,	
   which	
   are	
   not	
   adjacent	
   possible	
   and	
   not	
   necessarily	
   what	
  

technology	
  wants,	
  at	
  least	
  not	
  in	
  any	
  obvious	
  or	
  direct	
  sense.	
  The	
  project	
  affords	
  

a	
  gentle	
  confrontation	
  of	
  desires,	
  bodies	
  and	
  dreams	
  about	
  technology.	
  It	
  effects	
  a	
  

displacement	
   of	
   desires,	
   by	
   giving	
   them	
   form,	
   but	
   it	
   also	
   affords	
   speaking	
   and	
  

giving	
   account	
   from	
   the	
   place	
   Butler	
   speaks	
   of,	
   related	
   to	
   our	
   inherent	
  

humanity.304	
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  Solnit,	
  A	
  Field	
  Guide	
  to	
  Getting	
  Lost,	
  30.	
  
303	
  Kelly,	
  What	
  Technology	
  Wants,	
  196.	
  
304	
  Butler,	
  Giving	
  an	
  Account	
  of	
  Oneself,	
  136.	
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Figure	
  34.	
  Danielle	
  Wilde	
  and	
  Kristina	
  Andersen,	
  OWL	
  circle	
  (2010)	
  
top:	
  	
  OWL	
  circle	
  participants,	
  l-­‐r:	
  sting	
  (vengeance);	
  whole	
  in	
  the	
  shell	
  (curiosity);	
  hugging	
  (saving)	
  

bottom:	
  	
  OWL	
  circle	
  at	
  The	
  Interactivation	
  Lab	
  in	
  Sydney.	
  the	
  masticator	
  (eating);	
  the	
  ring\	
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Conclusion	
  

The	
  OWL	
  circle	
  is	
  a	
  live	
  volatile	
  process,	
  understood	
  in	
  the	
  sense	
  of	
  John	
  Dewey’s	
  

notion	
  of	
   “experience:”	
   immediate,	
  continuous	
  and	
   involved	
   in	
   the	
  very	
  process	
  

of	
  living.305	
  It	
  is	
  characterized	
  by	
  successive	
  parts	
  that	
  flow	
  freely	
  into	
  each	
  other	
  

without	
  seam	
  and	
  without	
  unfulfilled	
  blanks.	
  There	
  are	
  pauses,	
  places	
  of	
  rest,	
  but	
  

they	
  serve	
  to	
  punctuate	
  and	
  define	
  the	
  quality	
  of	
  movement,	
  to	
  sum	
  up	
  what	
  has	
  

been	
  undergone	
  and	
  prevent	
  its	
  dissipations	
  and	
  idle	
  evaporation.306	
  	
  

The	
  OWL	
  devices	
  may	
  also	
  be	
  characterized	
  as	
  expressive	
  objects,	
  through	
  which	
  

the	
  artist	
  and	
  the	
  active	
  observer	
  encounter	
  each	
  other,	
  their	
  material	
  and	
  mental	
  

environments,	
   and	
   their	
   culture	
   at	
   large.307	
  Expression,	
   Dewey	
  writes,	
   signifies	
  

both	
  an	
  action	
  and	
  a	
  result.308	
  The	
  OWL	
  processes	
  embody	
  and	
  bring	
   into	
  being	
  

such	
   objects	
   and	
   experiential	
   processes.	
   The	
   participants	
   become	
   both	
   artists	
  

and	
  active	
  observers	
  of	
  their	
  personal	
  embodied	
  discovery	
  processes	
  as	
  they	
  give	
  

form	
  to	
  their	
  body-­‐technology-­‐desires.	
  	
  

By	
   mixing	
   ethnography	
   (“science”),	
   art	
   and	
   magic,	
   the	
   OWL	
   project	
   supports	
  

people	
   through	
   these	
   embodied	
   processes	
   so	
   that	
   the	
   processes	
  may	
   result	
   in	
  

surprising,	
  enchanting	
  and	
  deeply	
  felt,	
  (artistic-­‐)poetic	
  outcomes.	
  Mixing	
  art	
  and	
  

science	
   is	
   not	
   new,	
   what	
   is	
   new	
   is	
   how	
   people’s	
   relationship	
   to	
   art/science	
  

conflations	
  has	
  shifted.	
  	
  

Art	
   and	
   science	
  may	
   indeed	
  be	
  distinct	
  disciplines,	
  but	
   they	
   share	
  a	
   fascination	
  

with,	
   and	
   love	
   of,	
   the	
   unknown.	
   The	
   scientist,	
   J.	
   Robert	
   Oppenheimer	
   once	
  

remarked,	
   "live	
   always	
   at	
   the	
   'edge	
   of	
   mystery'	
   -­‐	
   the	
   boundary	
   of	
   the	
  

unknown".309	
  In	
  Shklovsky’s	
  view,	
  "the	
  purpose	
  of	
  art	
   is	
  to	
   impart	
  the	
  sensation	
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  John	
  Dewey,	
  Art	
  as	
  Experience	
  (New	
  York:	
  Putnam,	
  1958).	
  
306	
  Ibid.,	
  36.	
  
307	
  Ibid.,	
  82-­‐105.	
  
308	
  Ibid.,	
  82.	
  
309	
  Solnit,	
  A	
  Field	
  Guide	
  to	
  Getting	
  Lost,	
  5.	
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of	
  things	
  as	
  they	
  are	
  perceived	
  and	
  not	
  as	
  they	
  are	
  known,"310	
  and	
  Solnit	
  says	
  that	
  

“it	
   is	
  the	
  job	
  of	
  artists	
  to	
  open	
  doors	
  and	
  invite	
  in	
  prophesies,	
  the	
  unknown,	
  the	
  

unfamiliar.”311	
  They	
  therefore	
  make	
  comfortable	
  bedfellows	
  when	
  attempting	
  to	
  

explore	
  unknown	
  spaces	
  and	
   states	
  of	
  being.	
   If,	
   in	
   fact,	
   that	
   thing	
   the	
  nature	
  of	
  

which	
  is	
  totally	
  unknown	
  to	
  us	
  is	
  what	
  we	
  need	
  to	
  find,	
  then	
  finding	
  it	
  is	
  a	
  matter	
  

of	
   going	
   beyond	
   what	
   we	
   know.	
   Whether	
   we	
   use	
   the	
   vehicles	
   of	
   art,	
   science,	
  

magic	
   or	
   an	
   idiosyncratic	
   conflation	
   of	
   them	
   to	
   bring	
   comfort	
   is	
   up	
   to	
   the	
  

individual.	
  My	
  research	
  demonstrates	
  that	
  doing	
  so	
  has	
  great	
  value.	
  

Through	
   the	
  OWL	
   project	
   I	
   have	
   been	
   able	
   to	
   examine	
   imaginative,	
   as	
   well	
   as	
  

speculative	
   extensions	
   of	
   the	
   body.	
   I	
   have	
   also	
   closely	
   examined	
   and	
   refined	
  

choices	
   throughout	
   the	
  development	
  process.	
  The	
  natural	
  performativity	
  of	
   the	
  

body-­‐devices	
   has	
   been	
   given	
   form	
   through	
   embodied	
   interview	
   processes,	
   as	
  

well	
  as	
   in	
  the	
  video	
  interviews.	
  The	
  results	
  surprise	
  and	
  delight.	
  With	
  regard	
  to	
  

my	
   question	
   concerning	
   what	
   might	
   constitute	
   a	
   valid,	
   stand-­‐alone,	
   cultural	
  

artefact	
  when	
  undertaking	
  this	
  kind	
  of	
  research,	
   I	
  suggest	
   that	
  exhibition	
  of	
   the	
  

exploratory	
   devices	
   as	
   well	
   as	
   the	
   videos	
   is	
   one	
   approach.312	
  Another,	
   quite	
  

different	
  response	
  may	
  be	
   found	
  if	
  we	
  acknowledge	
  the	
  strength	
  of	
  blurring	
  art	
  

and	
  everyday	
  life,	
  as	
  suggested	
  by	
  the	
  use	
  of	
  the	
  Light	
  Arrays	
  and	
  other	
  extending	
  

interfaces	
  in	
  abilitation	
  and	
  learning.313	
  The	
  OWL	
  project	
  may	
  not	
  quite	
  afford	
  the	
  

development	
   of	
   what	
   Arthur	
   C.	
   Clark	
   describes	
   as	
   “sufficiently	
   advanced	
  

technology.”314	
  Nonetheless,	
  participants	
  are	
  consistently	
  strongly	
  engaged	
  in	
  co-­‐

creation	
   and	
   collaborative	
   imagining	
   of	
   “that	
   which	
   does	
   not	
   yet	
   exist.”315	
  The	
  

embodied	
  processes	
  support	
  the	
  kind	
  of	
  experiences	
  that	
  Rollo	
  May	
  speaks	
  of	
  in	
  

The	
  Power	
  to	
  Create,316and	
  which	
  I	
  describe	
  in	
  this	
  exegesis	
  as	
  (artistic-­‐)poetic.	
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  Shklovsky,	
  Art	
  as	
  Technique.	
  In	
  Russian	
  Formalist	
  Criticism:	
  Four	
  	
  Essays,	
  16.	
  
311	
  Solnit,	
  A	
  Field	
  Guide	
  to	
  Getting	
  Lost,	
  5.	
  
312	
  See	
  Wilde,	
  Danielle,	
  Kristina	
  Andersen.	
  "The	
  Owl	
  Project”	
  Exhibition.	
  In	
  The	
  Art	
  of	
  Participatory	
  
Design	
  in	
  Participatory	
  Design	
  Conference	
  (PDC).	
  Sydney,	
  Australia.	
  	
  
313	
  See	
  section	
  2.3,	
  as	
  well	
  as:	
  Wilde,	
  "Extending	
  Body	
  &	
  Imagination	
  :	
  Moving	
  to	
  Move."	
  
314	
  Clarke,	
  Profiles	
  of	
  the	
  Future.	
  
315	
  Meno,	
  from	
  Plato’s	
  Dialogues,	
  in	
  Solnit,	
  A	
  Field	
  Guide	
  to	
  Getting	
  Lost,	
  15.	
  
316	
  May,	
  The	
  Courage	
  to	
  Create.	
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This	
  completes	
  my	
  discussion	
  of	
  the	
  praxis.	
  I	
  will	
  now	
  provide	
  a	
  synthesis	
  of	
  my	
  

conclusions,	
  and	
  the	
  contributions	
  I	
  have	
  made	
  through	
  this	
  thesis	
  –	
  the	
  exegesis	
  

and	
  praxis	
  combined.	
  I	
  will	
  also	
  speak	
  of	
  future	
  directions	
  for	
  this	
  research.	
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The	
  aim	
  of	
  this	
  investigation	
  has	
  been	
  to	
  posit	
  a	
  poetics	
  of	
  embodied	
  engagement.	
  

To	
  this	
  end,	
   I	
  have	
  interrogated	
  the	
  approach	
  of	
  practitioners	
  and	
  theorists	
   in	
  a	
  

broad	
   range	
   of	
   disciplines,	
   and	
   have	
   undertaken	
   numerous	
   practical	
  

experiments.	
  Physically	
  engaging	
  body-­‐worn	
  technologies	
  are	
  not	
  only	
  artefacts,	
  

they	
   are	
   hybrid	
   systems	
   that	
   are	
   informed	
   by	
   Interaction	
   Design,	
   HCI,	
  

architecture,	
   fashion,	
   performance	
   and	
   technology	
   research,	
   as	
   well	
   as	
   by	
  

individual	
   project,	
   practitioner	
   and	
   participant	
   concerns.	
   Importantly,	
   in	
   and	
  

within	
  every	
  activity	
  a	
  person	
  undertakes,	
  embodied	
  experience	
  is	
  integral.	
  

Movement	
   is	
   at	
   the	
   core	
   of	
   life.	
   We	
   come	
   into	
   the	
   world	
   moving. 317 	
  Yet	
  

articulating	
   deeply	
   felt	
   physically	
   engaged	
   experiences	
   can	
   be	
   challenging.	
   As	
  

Maxine	
  Sheets-­‐Johnson	
  articulates:	
  

What	
   is	
   experientially	
   felt	
   in	
   both	
   an	
   affective	
   and	
   kinesthetic	
   sense	
  

clearly	
  poses	
  a	
  challenge	
  to	
   language	
  not	
  only	
  because	
  such	
  experiences	
  

are	
  dynamic,	
  but	
  because	
  language	
  is	
  not	
  experience	
  in	
  the	
  first	
  place.318	
  

Indeed,	
  we	
  experience	
  the	
  world	
  and	
  ourselves	
  in	
  wordless	
  ways	
  before	
  

we	
   come	
   to	
   language	
   experience,	
   whether	
   for	
   our	
   own	
   benefit	
   or	
  

communicatively	
  for	
  others.319	
  

In	
   acknowledgement	
   of	
   the	
   immanent	
   struggle	
   to	
   engender	
   clearly	
   articulated	
  

outcomes	
   from	
   an	
   embodied	
   process,	
   my	
   emergent	
   definition	
   of	
   poetic	
   began	
  

with	
   language.	
   I	
   drew	
   heavily	
   from	
   discussions	
   of	
   poetic	
   versus	
   “natural”	
  

language,	
   leaning	
   on	
   Shklovsky’s	
   definition	
   of	
   “natural”	
   as	
   a	
   signifier	
   for	
   a	
  

naturalistic,	
  direct,	
  everyday	
  approach	
  or	
  experience.320	
  In	
  no	
  way	
  did	
  I	
  intend	
  to	
  

suggest	
  that	
  a	
  pristine	
  truth	
  exists	
  beyond	
  language,	
  rather	
  I	
  wanted	
  to	
  maintain	
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  Sheets-­‐Johnstone,	
  "Why	
  Is	
  Movement	
  Therapeutic?:	
  Keynote	
  Address,	
  44th	
  American	
  Dance	
  
Therapy	
  Association	
  Conference,	
  October	
  9,	
  2009,	
  Portland,	
  OR,"	
  1.	
  
318	
  This	
  may	
  seem	
  to	
  contradict	
  Austin’s	
  notion	
  of	
  “performative	
  utterances,”	
  yet	
  a	
  performative	
  
utterance	
  is	
  not	
  an	
  experience	
  in	
  and	
  of	
  itself.	
  It	
  is	
  a	
  speech	
  act	
  that	
  brings	
  experience	
  into	
  being.	
  
Austin,	
  "Performative	
  Utterances."	
  Performative	
  utterances	
  also	
  constitute	
  only	
  one	
  kind	
  of	
  speech	
  
act,	
  there	
  are	
  many	
  other	
  forms	
  of	
  linguistic	
  expression	
  that	
  conform	
  more	
  comfortably	
  to	
  Sheets-­‐
Johnstone’s	
  assertion.	
  The	
  possible	
  contradiction	
  should,	
  therefore,	
  not	
  be	
  viewed	
  as	
  problematic.	
  
319	
  Sheets-­‐Johnstone,	
  The	
  Primacy	
  of	
  Movement,	
  364.	
  	
  
320	
  Shklovsky,	
  Art	
  as	
  Technique.	
  In	
  Russian	
  Formalist	
  Criticism:	
  Four	
  	
  Essays,	
  16.	
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centrality	
  of	
  the	
  body,	
  placing	
  embodied	
  experience	
  before	
  language.	
  By	
  doing	
  so	
  

I	
  was	
  able	
  to	
  reflect	
  on	
  the	
  importance	
  of	
  action,	
  narrative	
  and	
  meaning-­‐making	
  

in	
  experience;	
  and	
  on	
  the	
  qualities	
  of	
  attention	
  that	
  may	
  be	
  brought	
  to	
  the	
  body	
  

as	
   a	
   result	
   of	
   wearing	
   or	
   viewing	
   a	
   physically	
   engaging	
   body-­‐worn	
   system	
   or	
  

device.	
   I	
   could	
   also	
   contemplate	
   how	
   the	
   nature	
   or	
   quality	
   of	
   embodied	
  

engagement	
  might	
  relate	
  to	
  or	
  shift	
  experiential	
  and	
  conceptual	
  thresholds;	
  and	
  

consider	
  the	
  ability	
  of	
  a	
  body-­‐worn	
  device	
  to	
  engage	
  the	
  imagination	
  or	
  enchant	
  

the	
  wearer	
  or	
  viewer.	
  Finally,	
  I	
  was	
  able	
  to	
  reflect	
  on	
  how	
  the	
  nature	
  or	
  quality	
  of	
  

physically	
  interacting	
  with	
  the	
  effects	
  of	
  technology	
  might	
  extend	
  the	
  way	
  we	
  see,	
  

imagine	
   or	
   experience	
   the	
   world	
   through	
   our	
   bodies,	
   and	
   consider	
   how	
   this	
  

might	
  shift	
  relationships	
  to	
  our	
  bodies,	
  as	
  well	
  as	
  to	
  body-­‐worn	
  technologies.	
  

Through	
  a	
  carefully	
  considered	
  combination	
  of	
  practical	
  experiments	
  I	
  was	
  able	
  

to	
   test	
   my	
   ideas	
   as	
   they	
   developed,	
   and	
   in	
   doing	
   so	
   arrive	
   at	
   a	
   taxonomy	
   of	
  

poetics	
   in	
   relation	
   to	
   physically	
   engaging	
   body-­‐worn	
   devices.321	
  I	
   used	
   this	
  

taxonomy	
   as	
   a	
   yardstick,	
   to	
   analyse	
   and	
   reflect	
   on	
   the	
   poetic	
   valence	
   of	
   the	
  

different	
  praxis	
  outcomes,	
  as	
  they	
  reflected	
  and	
  responded	
  to	
  the	
  different	
  points	
  

in	
  a	
  variety	
  of	
  ways.	
  	
  

These	
   points	
   have	
   proven	
   to	
   be	
   useful	
   in	
   the	
   development	
   of	
   embodied	
  

interactions	
   that	
   resonate	
   poetically	
   for	
   a	
   broad	
   range	
   of	
   participants	
   and	
  

applications.	
  They	
  emerged	
  from	
  the	
  praxis	
  and	
  have	
  been	
  tested	
  by	
  and	
  through	
  

that	
  same	
  praxis	
   in	
  a	
  reflexive,	
  as	
  well	
  as	
  reflective	
  process.	
   I	
  hope	
   they	
  will	
  be	
  

taken	
  up	
  and	
  further	
  tested	
  by	
  other	
  designers	
  in	
  contexts	
  I	
  have	
  not	
  envisioned.	
  

Throughout	
   this	
   research	
   process	
   I	
   have	
  worked	
  with	
   a	
   range	
   of	
   collaborators	
  

and	
  participants	
   from	
  many	
   cultural	
   and	
   socio-­‐economic	
  backgrounds.	
   Some	
  of	
  

the	
   research	
  was	
  undertaken	
   in	
  French,	
  and	
  some	
   in	
   Japanese	
  with	
   translation.	
  

Interviews,	
   discussions	
   and	
   experiments	
   have	
   been	
   conducted	
   in	
   The	
   United	
  

Kingdom,	
   France,	
   The	
   Netherlands,	
   Germany,	
   Australia,	
   The	
   United	
   States,	
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  Summary	
  provided	
  on	
  pp58-­‐59	
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Canada,	
  Japan,	
  South	
  Korea	
  and	
  Hong	
  Kong.	
  The	
  cultural	
  breadth	
  has	
  allowed	
  me	
  

to	
  test	
  broad	
  applications	
  and	
  responses	
  to	
  my	
  outcomes,	
  taking	
  into	
  account	
  the	
  

nuanced	
  understandings	
  and	
  expressions	
  engendered	
  by	
  the	
  different	
  contexts.	
  	
  

As	
   discussed	
   in	
   this	
   document,	
   I	
   have	
   undertaken	
   a	
   range	
   of	
   projects	
   and	
  

experiments.	
   Together	
   the	
   outcomes	
   represent	
   a	
   systematic	
   examination	
   of	
  

gestural,	
  sensorial	
  and	
  also	
  mechanical	
  extension	
  of	
  the	
  body.	
  This	
  research	
  has	
  

been	
  driven	
  by,	
  and	
  distilled	
  the	
  following	
  questions:	
  

1. how	
   might	
   extending	
   the	
   body,	
   gesturally,	
   mechanically,	
   sensorially,	
  

through	
   the	
   use	
   of	
   body-­devices	
   (artistically-­)	
   poeticise	
   embodied	
  

engagement?	
  (and	
  what	
  might	
  this	
  mean?)	
  

2. what	
   are	
   the	
   impacts	
   of	
   different	
   development	
   choices	
   of	
   body-­worn	
  

technologies	
   on	
   qualities	
   of	
   experience	
   and	
   engagement	
   (for	
   both	
  

wearers	
  and	
  observers)?	
  

3. What	
   role,	
   qualities	
   and	
   contexts	
   for	
   performativity,	
   will	
   most	
  

powerfully	
  leverage	
  what	
  is	
  made	
  available	
  by	
  the	
  interfaces?	
  

4. What	
   constitutes	
   a	
   valid,	
   stand-­alone,	
   cultural	
   artefact	
   when	
  

undertaking	
  this	
  kind	
  of	
  research?	
  

The	
  answers	
   to	
   these	
  questions	
  are	
  not	
   simplistic.	
  Nor	
  are	
   they	
  necessarily	
   the	
  

same	
   for	
   each	
  project	
   or	
   context	
   in	
  which	
   research	
   is	
   undertaken.	
  What	
   I	
   have	
  

proven	
  is	
  that	
  careful	
  consideration	
  of	
  the	
  proposed	
  poetics	
  taxonomy	
  can	
  guide	
  

the	
   researcher	
   to	
   meaningful,	
   and	
   poetic	
   outcomes	
   as	
   they	
   engage	
   with	
   these	
  

questions.	
  

In	
   chapter	
   one,	
   I	
   demonstrated	
   that	
   beginning	
   with	
   the	
   body	
   to	
   arrive	
   at	
   a	
  

technologically	
   facilitated	
   opportunity	
   for	
   engagement	
   leads	
   not	
   only	
   to	
   rich	
  

opportunities	
   for	
   playful	
   interaction,	
   but	
   also	
   affords	
   access	
   to	
   complex	
   and	
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idiosyncratic	
   information	
   about	
   how	
   people	
   learn	
   in,	
   through	
   and	
   about	
   their	
  

bodies.	
   hipDisk	
   afforded	
   a	
   multi-­‐faceted	
   examination	
   of	
   my	
   third	
   and	
   fourth	
  

research	
  questions:	
  Performativity	
  was	
  examined	
  in	
  a	
  range	
  of	
  contexts	
  that	
  led	
  

to	
   the	
   formulation	
   of	
   hypotheses	
   regarding	
   participation,	
   that	
   were	
   able	
   to	
   be	
  

tested	
  through	
  the	
  rest	
  of	
  the	
  praxis.	
  The	
  work	
  performed	
  best	
  as	
  a	
  participatory	
  

device	
   for	
   use	
   in	
   social	
   contexts	
   (i.e.	
   with	
   multiple	
   players).	
   hipDisk	
   is	
   now	
  

planned	
  for	
  development	
  as	
  a	
  kit,	
  that	
  will	
  support	
  learning	
  about	
  electronics	
  and	
  

the	
  body,	
  as	
  well	
  as	
  body	
  worn	
  technologies,	
  before	
  the	
  participant	
  even	
  puts	
   it	
  

on.	
   Once	
   built	
   and	
   activated	
   participants	
   will	
   then	
   be	
   able	
   to	
   play	
   and	
   learn	
  

further	
   about	
   their	
   bodies	
   and	
   experience,	
   ideally,	
   through	
   playful	
   engagement	
  

with	
  others.	
  	
  

Importantly,	
   what	
   hipDisk	
   has	
   to	
   offer	
   may	
   only	
   really	
   be	
   accessed	
   through	
  

experience.	
  hipDisk	
  emerged	
  from	
  an	
  embodied	
  process	
  and	
  supports	
  embodied	
  

cognitive	
   reflection.	
   It	
   proved	
   a	
   rich	
   foundation	
   from	
   which	
   to	
   conduct	
   this	
  

investigation.	
  

In	
   chapter	
   one	
   I	
   also	
   discussed	
   the	
  gesture≈sound	
  experiments	
   and	
  hipDrawing.	
  

gesture≈sound	
   afforded	
   focused	
   development	
   of	
   vocal-­‐	
   and	
   multi-­‐modal	
  

prototyping	
   methodologies	
   for	
   the	
   generation	
   of	
   physically	
   engaging	
  

gesture≈sound	
   mappings.	
   The	
   aim	
   was	
   to	
   develop	
   a	
   tool	
   for	
   use	
   by	
   electro-­‐

acoustic	
   composers	
   –	
   for	
   the	
   development	
   and	
   performance	
   of	
   works.	
   The	
  

outcomes	
   deepened	
   my	
   understanding	
   of	
   how	
   to	
   support	
   embodied	
   cognitive	
  

reflection,	
  and	
  also	
  suggested	
  uses	
  with	
  people	
  with	
  autism	
  and	
  other	
  spectrum	
  

disorders.	
  hipDrawing	
  allowed	
  me	
  to	
  consider	
  what	
  might	
  happen	
  if	
  performance	
  

and	
   tool	
   development	
   are	
   separated.	
   The	
   approach	
   taken	
   with	
   hipDrawing	
  

facilitated	
  nuanced	
  investigation	
  of	
  performance	
  with	
  strict	
  performer/audience	
  

separation.	
  The	
  outcomes	
  led	
  to	
  a	
  desire	
  to	
  step	
  out	
  of	
  the	
  process	
  and	
  observe	
  

how	
   a	
   choreographer	
   or	
   other	
   performance	
   practitioner	
  might	
   create	
  work	
   for	
  

physically	
  engaging	
  body-­‐devices.	
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The	
  Light	
  Arrays	
  project,	
  discussed	
  in	
  chapter	
  two,	
  began	
  as	
  a	
  simple	
  experiment	
  

with	
  passive	
  light-­‐based	
  extensions	
  and	
  evolved	
  into	
  a	
  year-­‐long	
  interrogation	
  of	
  

the	
  opportunities	
  that	
  might	
  be	
  presented	
  by	
  extending	
  the	
  body	
  with	
  light.	
  This	
  

project	
  serves	
  as	
  a	
  case	
  study	
  for	
  extended	
  development	
  of	
  all	
  of	
   the	
  phase	
  one	
  

praxis	
  outcomes.	
  	
  

The	
   initial	
   Light	
   Arrays	
   experiments	
   pointed	
   to	
   two	
   lines	
   of	
   research:	
   (1)	
  

augmented	
   proprioception,	
   generated	
   with	
   an	
   artificial	
   visual	
   feedback	
   system,	
  

and	
   (2)	
   enhanced	
  body	
   interaction	
   using	
   an	
   interactively	
   augmented	
   body	
  with	
  

lights	
   that	
   reflect	
   and	
   respond	
   to	
  movement	
   through	
   time,	
   as	
  well	
   as	
   space.	
  By	
  

following	
  these	
  lines	
  of	
  research	
  over	
  an	
  extended	
  period	
  I	
  was	
  able	
  to	
  determine	
  

that	
   complexity	
   of	
   technology	
   does	
   not	
   affect	
   poetic	
   valence,	
   rather	
   it	
   is	
   the	
  

nuanced	
   use	
   of	
   the	
   technology	
   in	
   line	
   with	
   my	
   taxonomy	
   that	
   leads	
   to	
   poetic	
  

outcomes.	
  	
  

Through	
  the	
  extended	
  Light	
  Arrays	
  I	
  was	
  able	
  to	
  develop	
  and	
  test	
  an	
  interwoven,	
  

two-­‐tiered	
  design	
   choreographic	
  process	
   that	
  built	
   on	
   the	
   approach	
   taken	
  with	
  

hipDisk,	
  and	
  also	
  gesture≈sound,	
  and	
  that	
  aimed	
  specifically	
  at	
  supporting	
  poetic	
  

outcomes.	
   This	
   approach	
   was	
   highly	
   unusual,	
   and	
   challenging	
   for	
   the	
  

choreographers.	
  Nonetheless	
  the	
  outcomes	
  demonstrated	
  that	
  the	
  approach	
  was	
  

not	
  only	
  viable,	
  but	
  it	
  was	
  valuable.	
  It	
  led	
  to	
  viscerally	
  engaging,	
  poetic	
  outcomes	
  

that	
   were	
   tested	
   in	
   the	
   context	
   of	
   an	
   international	
   festival,	
   with	
   a	
   broad	
  

audience.322	
  I	
  was	
  also	
  able	
  to	
  reflect	
  at	
  length	
  on	
  applications	
  of	
  the	
  Light	
  Arrays	
  

in	
  abilitation	
  contexts,	
  and	
  thereby	
  build	
  on	
  the	
  outcomes	
  suggested	
  by	
  hipDisk,	
  

gesture≈sound	
  and	
  also	
  hipDrawing.	
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  Every	
  year	
  the	
  Yebisu	
  International	
  Festival	
  of	
  Art	
  and	
  Alternative	
  Visions	
  commissions	
  an	
  
outdoor	
  work,	
  including	
  performance,	
  public	
  demos	
  and	
  talks,	
  as	
  well	
  as	
  an	
  interactive	
  installation.	
  
The	
  work	
  is	
  available	
  to	
  the	
  public	
  for	
  free,	
  so	
  commands	
  a	
  broad	
  audience.	
  I	
  was	
  fortunate	
  to	
  be	
  
commissioned,	
  with	
  my	
  collaborator	
  Alvaro	
  Cassinelli,	
  to	
  be	
  the	
  feature	
  artist	
  at	
  the	
  festival	
  in	
  
2011.	
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This	
  investigation	
  concludes	
  with	
  a	
  final	
  project	
  that	
  was	
  undertaken	
  concurrent	
  

with	
  the	
  Light	
  Arrays.	
  The	
  OWL	
  project	
  was	
  designed	
  to	
  undermine	
  and	
  challenge	
  

the	
  assumptions	
  that	
  I	
  might	
  bring	
  as	
  a	
  designer	
  to	
  the	
  technology	
  development	
  

process.	
   The	
  OWL	
  project	
   had	
   several	
   phases	
   of	
   development,	
   each	
   focused	
   on	
  

refining	
   methodologies	
   for	
   embodied	
   cognitive	
   reflection.	
   The	
   methodologies	
  

built	
  on	
  everything	
  that	
  had	
  been	
   learned	
  throughout	
   this	
   investigation,	
  as	
  well	
  

as	
   some	
   of	
   my	
   original	
   inspirations	
   including	
   the	
   work	
   of	
   Bill	
   Gaver	
   et	
   al	
   on	
  

cultural	
   Probes,	
   ambiguity,	
   playfulness	
   and	
   uncertainty,323 	
  and	
   the	
   work	
   of	
  

Dunne	
   and	
   Raby	
   on	
   design	
   placebos.324	
  The	
   OWL	
   project	
   brings	
   together	
   and	
  

carefully	
   re-­‐appropriates	
   elements	
   from	
   these	
   two	
  methodologies,	
   as	
   a	
   way	
   to	
  

reflect	
  upon	
  traditional	
  design	
  methods,	
  as	
  well	
  as	
  how	
  designers	
  might	
  support	
  

large	
   technology	
   shifts	
   by	
  bringing	
  magic	
   and	
  desire	
   into	
   the	
  mix,	
  with	
   art	
   and	
  

technology.	
  	
  

future	
  directions	
  

This	
   research	
   has	
   opened	
   up	
   several	
   exciting	
   possibilities	
   for	
   future	
   /	
   ongoing	
  

development.	
   The	
   first	
   involves	
   an	
   investigation	
   of	
   volumetric	
   extension	
   of	
   the	
  

body,	
   to	
   understand	
   if	
   this	
   is	
   a	
   potent	
   approach	
   to	
   bring	
  people	
  present	
   to	
   the	
  

affordances	
   and	
   openings	
   of	
   the	
   body	
   in	
  motion.	
   The	
   second	
   extends	
   the	
  OWL	
  

project	
   to	
   develop	
   processes	
   for	
   embodied	
   reflection	
   about	
   body-­‐desire	
  

relationships	
  and	
  future	
  technologies	
  with	
  people	
  in	
  palliative	
  care.	
  Both	
  of	
  these	
  

research	
   projects	
   are	
   participatory,	
   performative,	
   and	
   build	
   on	
   notions	
   of	
  

extension	
  and	
  a	
  poetics	
  of	
  embodied	
  interaction.	
  	
  

Building	
  on	
  the	
  praxis	
  outcomes	
  described	
  in	
  this	
  document,	
  it	
  would	
  be	
  valuable	
  

to	
   investigate	
   whether	
   volumetric	
   extension	
   might	
   provide	
   a	
   novel	
   basis	
   for	
  

movement	
   exploration	
   for	
   artistic	
   purposes,	
   as	
   well	
   as	
   for	
   open,	
   creative	
  

	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  
323	
  Gaver,	
  "Designing	
  for	
  Homo	
  Ludens.";	
  William	
  Gaver,	
  "Curious	
  Things	
  for	
  Curious	
  People,"	
  (in	
  
Press)	
  [online]	
  http://www.gold.ac.uk/media/36.gaver.curiousThings.inPress.pdf,	
  (2006);	
  Gaver,	
  
"Cultural	
  Probes	
  and	
  the	
  Value	
  of	
  Uncertainty.";	
  Gaver,	
  Anthony	
  Dunne,	
  and	
  Pacenti,	
  "Cultural	
  
Probes.";	
  Gaver,	
  "Ambiguity	
  as	
  a	
  Resource	
  for	
  Design."	
  
324	
  Dunne	
  and	
  Raby,	
  "The	
  Placebo	
  Project."	
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expression	
   by	
   people	
   with	
  motor	
   impairments.	
   As	
   an	
   example,	
   if	
   the	
   shoulder	
  

blades	
   are	
   both	
   extended	
  with	
   forms	
   that	
   overlap	
   slightly,	
  when	
   the	
   shoulders	
  

are	
  brought	
  forward	
  and	
  the	
  back	
  extended	
  laterally,	
  these	
  forms	
  could	
  separate	
  

at	
   the	
   centre,	
   above	
   the	
   spine.	
   Similar	
   openings	
  may	
   be	
   highlighted	
   at	
   elbows,	
  

knees,	
  wrists	
  and	
  fingers,	
  as	
  well	
  as	
  on	
  or	
  around	
  the	
  torso	
  and	
  other	
  core	
  areas	
  

of	
  the	
  body.	
  My	
  proposal	
   is	
  to	
   investigate	
  the	
  poetic	
  valence	
  of	
  bursts	
  of	
  colour,	
  

light	
   or	
   sound,	
   which	
   could	
   be	
   revealed	
   by	
   such	
   openings,	
   and	
   their	
   ability	
   to	
  

prompt,	
  or	
  invite	
  participants	
  to	
  explore	
  through	
  movement.	
  	
  

Drawing	
  on	
   the	
  knowledge	
  gleaned	
   from	
  each	
  of	
   the	
  projects	
  elaborated	
   in	
   this	
  

investigation,	
  subtle	
  and	
  complex	
  combinations	
  could	
  be	
  explored.	
  The	
  intention	
  

is	
   to	
   understand	
   how	
   best	
   to	
   support	
   nuanced	
   movement	
   explorations,	
   and	
  

alternate	
   interpretations	
  of	
   the	
  poetic	
   valence	
  of	
   atypical	
  movement,	
   such	
  as	
   is	
  

the	
  norm	
  for	
  people	
  with	
  de-­‐abilitating	
  neurophysical	
  conditions	
  such	
  as	
  cerebral	
  

palsy	
   or	
   other	
   motor	
   impairments.	
   Inviting	
   otherly-­‐abled	
   participants	
   into	
   the	
  

development	
  process	
  would	
  assist	
  in	
  the	
  development	
  of	
  appropriate,	
  as	
  well	
  as	
  

surprising	
  avenues	
   for	
   exploration.	
   It	
  would	
  also	
  afford	
   further	
   investigation	
  of	
  

the	
  role	
  that	
  participation	
  may	
  play	
  in	
  both	
  development	
  and	
  outcomes.	
  

The	
  second	
  research	
  direction	
  I	
  aim	
  to	
  pursue	
  is	
  to	
  develop	
  the	
  OWL	
  process	
  for	
  

people	
  in	
  palliative	
  care.	
  Based	
  on	
  my	
  discussions	
  with	
  members	
  of	
  the	
  medical	
  

community,325	
  embodied	
   cognitive	
   reflection	
   would	
   be	
   welcome	
   by	
   carers,	
   as	
  

well	
  as	
  patients,	
  friends	
  and	
  family	
  in	
  this	
  area.	
  In	
  many	
  respects	
  death	
  is	
  the	
  last	
  

taboo	
  in	
  western	
  society.	
  We	
  do	
  not	
  have	
  a	
  single	
  shared	
  ritual	
  to	
  assist	
  us	
  with	
  

dealing	
   with	
   death.	
   Rather,	
   in	
   developed	
   Western	
   countries	
   people	
   who	
   are	
  

dealing	
  with	
  death	
  can	
  choose	
  from	
  a	
  plethora	
  of	
  religions,	
  rituals,	
   idiosyncratic	
  

approaches	
   to	
   spirituality	
   –	
   found	
   in	
   self-­‐help	
   books	
   or	
   on	
   the	
   internet	
   –	
   or	
  

rituals	
   that	
   are	
   embedded	
   strongly	
   in	
   cultures	
  which	
  may	
   or	
  may	
   not	
   be	
   their	
  

own.	
  Yet	
   the	
  only	
   two	
   things	
   that	
   all	
   people	
   on	
   the	
  planet	
   share	
   is	
   that	
  we	
   are	
  

born	
  and	
  we	
  die.	
  Such	
  seminal	
  moments	
  afford	
  heightened	
  reflection.	
  Supporting	
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embodied	
   reflection	
   about	
   body-­‐desire	
   relationships	
   and	
   future	
   technologies	
  

with	
  people	
  who	
  are	
  free	
  to	
  dream	
  about	
  a	
  future	
  that,	
  for	
  them,	
  will	
  never	
  come	
  

to	
   be,	
   risks	
   being	
   touching	
   and	
   deeply	
   felt	
   beyond	
   that	
   which	
   has	
   been	
  

experienced	
  to	
  date	
  with	
  OWL.	
  If	
  a	
  person	
  who	
  is	
  dying	
  is	
  supported	
  to	
  give	
  free	
  

reign	
   to	
   their	
   imagination,	
   might	
   their	
   re-­‐imagining	
   transform	
   how	
   we	
   think	
  

about	
  the	
  body,	
  technology,	
  and	
  desire	
  not	
  only	
  as	
  we	
  move	
  towards	
  that	
  future,	
  

but	
  also	
  as	
  we	
  stand	
  here	
  today?	
  

It	
  is	
  impossible	
  to	
  cover	
  everything	
  in	
  an	
  investigation	
  of	
  this	
  scope,	
  considering	
  

the	
   fundamentally	
   hybrid	
   nature	
   of	
   the	
   subject	
   area.	
   Nonetheless,	
   by	
  

experimenting	
   broadly	
   as	
   well	
   as	
   deeply,	
   and	
   referencing	
   practitioners	
   from	
   a	
  

range	
  of	
  relevant	
  fields,	
  I	
  have	
  made	
  contributions	
  to	
  readings	
  of	
  phenomenology	
  

in	
  relation	
  to	
  body-­‐devices;	
  understanding	
  how	
  to	
  support	
  a	
  poetics	
  of	
  embodied	
  

engagement	
   when	
   developing	
   body-­‐worn	
   technologies;	
   and	
   addressing	
   why	
  

doing	
  so	
  is	
  essential	
  if	
  we	
  desire	
  to	
  move	
  beyond	
  base	
  functional	
  concerns.	
  	
  

By	
   developing	
   processes	
   that	
   support	
   embodied	
   cognitive	
   reflection,	
   and	
  

retrospectively	
   analyzing	
   the	
   outcomes,	
   surprising	
   opportunities	
   for	
   learning	
  

come	
   into	
   being.	
   Open	
   systems	
   for	
   embodied	
   creative	
   expression	
   democratize	
  

engagement,	
  giving	
  equal	
  value	
  to	
  atypical	
  body	
  schemas	
  and	
  motor	
  capabilities.	
  

Learning	
   and	
   creative	
   expression	
   is	
   thereby	
   available	
   for	
   everyone.	
   The	
   payoff	
  

for	
  the	
  inclusive	
  nature	
  of	
  this	
  approach	
  may	
  be	
  experienced	
  across	
  the	
  fabric	
  of	
  

society.	
   Importantly,	
   my	
   approach	
   is	
   underpinned	
   by	
   the	
   idea	
   of	
   engaging	
   the	
  

body	
  through	
  the	
   imagination	
  and	
  the	
   imagination	
  through	
  the	
  body,	
  no	
  matter	
  

the	
  context	
  or	
  application.	
  By	
  maintaining	
  the	
  centrality	
  of	
  this	
  idea,	
  interwoven	
  

with	
   all	
   of	
   the	
   above	
   concerns	
   and	
   considerations,	
   I	
   am	
   able	
   to	
   consistently	
  

support	
  a	
  poetics	
  of	
  embodied	
  engagement.	
  	
  



	
   	
  

	
  

	
  

	
  

	
  

	
  
Figure	
  35.	
  Danielle	
  Wilde,	
  hipDisk	
  (2007-­‐11)	
  	
  

the	
  hipdiskettes	
  take	
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64	
  



illustration	
  list	
  •	
  196	
  

Figure	
  17:	
   Danielle	
  Wilde,	
  basic	
  light	
  arrays	
  experiments	
  

(2007).	
  	
  materials:	
  fabric,	
  lasers,	
  LEDs,	
  custom	
  

electronics.	
  dimensions:	
  variable.	
  

73	
  

Figure	
  18:	
   Etienne-­‐Jules	
  Marel,	
  Man	
  Running	
  (1882).	
  	
  

materials:	
  photo	
  media.	
  

80	
  

Figure	
  19:	
   Synchronous	
  Objects	
  Project,	
  The	
  Ohio	
  State	
  

University	
  and	
  The	
  Forsythe	
  Company	
  (2009).	
  	
  

materials:	
  computer	
  generated	
  graphically	
  

augmented	
  dance.	
  

82	
  

Figure	
  20:	
   Rebecca	
  Horn,	
  Fingergloves	
  (1972),	
  Unicorn	
  (1970),	
  

Pencil	
  Mask	
  (1973).	
  	
  materials:	
  mixed	
  media.	
  

dimensions:	
  variable.	
  	
  

84	
  

Figure	
  21:	
   Hussein	
  Chalayan	
  and	
  Moritz	
  Waldemeyer,	
  

Readings	
  Spring/Summer	
  2008	
  fashion	
  collection.	
  	
  

materials:	
  fabric	
  dresses,	
  swarovsky	
  crystals,	
  lasers,	
  

custom	
  mechatronic	
  control	
  system.	
  dimensions:	
  

variable.	
  

85	
  

Figure	
  22:	
   Danielle	
  Wilde	
  and	
  Alvaro	
  Cassinelli,	
  laserSpine	
  

(2011).	
  	
  materials:	
  fabric,	
  lasers,	
  custom	
  electronics.	
  

dimensions:	
  variable.	
  

93	
  

Figure	
  23:	
   Danielle	
  Wilde	
  and	
  Alvaro	
  Cassinelli,	
  in-­visible	
  skirt	
  

(2011).	
  	
  materials:	
  belting,	
  lasers,	
  motors,	
  custom	
  

electronic	
  modules,	
  Arduino	
  and	
  XBee	
  hardware,	
  

custom	
  programming	
  for	
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Figure	
  32:	
   Danielle	
  Wilde	
  and	
  Kristina	
  Andersen,	
  the	
  OWL	
  

circle	
  (2010).	
  left:	
  OWL	
  circle	
  participant.	
  間	
  

time/space	
  interval.	
  right:	
  	
  OWL	
  circle	
  participant.	
  

family.	
  mixed	
  media.	
  dimensions:	
  variable.	
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Figure	
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  and	
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circle	
  (2010).	
  left:	
  OWL	
  circle	
  participant.	
  leggy	
  

(physical	
  activity).	
  	
  mixed	
  media.	
  dimensions:	
  

variable.	
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Figure	
  34:	
   Danielle	
  Wilde	
  and	
  Kristina	
  Andersen,	
  OWL	
  circle	
  

(2010).	
  top:	
  	
  OWL	
  circle	
  participants,	
  l-­‐r:	
  sting	
  

(vengeance);	
  whole	
  in	
  the	
  shell	
  (curiosity);	
  hugging	
  

(saving).	
  bottom:	
  	
  OWL	
  circle	
  at	
  The	
  Interactivation	
  

Lab	
  in	
  Sydney.	
  the	
  masticator	
  (eating);	
  the	
  ring.	
  	
  

mixed	
  media.	
  dimensions:	
  variable	
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Figure	
  35:	
   Danielle	
  Wilde,	
  hipDisk	
  (2007-­‐11)	
  the	
  hipdiskettes	
  

take	
  a	
  bow.	
  	
  materials:	
  wood,	
  aluminium,	
  

conductive	
  fabric,	
  speakers,	
  amplifier,	
  custom	
  

electronics,	
  custom	
  programming	
  for	
  Arduino.	
  

dimensions:	
  variable.	
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Pascale	
  Lecoq	
  and	
  Krikor	
  Belekian.	
  Ecole	
  Int.	
  de	
  Théâtre	
  Jacques	
  Lecoq,	
  Paris	
  

Godfried	
  Willem-­‐Raes,	
  Logos	
  Foundation,	
  Gent,	
  Belgium	
  

Sergi	
  Jorda	
  and	
  Martin	
  Kaltenbrunner.	
  ReacTable,	
  Music	
  Technology	
  (MTG)	
  

Pompea	
  Fabra	
  University,	
  Barcelona	
  	
  

Pedro	
  Soler.	
  Hangar	
  Cultural	
  Production	
  Organisation.	
  Barcelona	
  

2010	
   Prof.	
  Skip	
  Rizzo,	
  Belinda	
  Lange,	
  and	
  Sheryle	
  Flynn,	
  Institute	
  for	
  Creative	
  

Technologies,	
  University	
  of	
  Southern	
  California,	
  Los	
  Angeles,	
  CA	
  

Prof.	
  Mike	
  Eisenberg,	
  Craft	
  Technology	
  Group	
  and	
  Katie	
  Siek,	
  Wellness,	
  

Innovation	
  and	
  Interaction	
  Lab,	
  University	
  of	
  Colorado,	
  Boulder	
  

Nwanua	
  Elumeze,	
  Aniomagic,	
  Boulder,	
  Colorado	
  

Joey	
  Berzowska,	
  XS	
  Labs	
  and	
  Barbara	
  Lane,	
  Studio	
  subTela,	
  Hexagram	
  

Institute	
  for	
  Research-­‐Creation	
  in	
  Media	
  Arts	
  and	
  Technologies,	
  Concordia	
  

University,	
  Montréal	
  

	
  Daniela	
  Rosner,	
  iSchool	
  and	
  Berkeley	
  Institute	
  of	
  Design,	
  UC	
  Berkeley	
  	
  

Adrian	
  Freed	
  Centre	
  for	
  New	
  Music	
  and	
  Audio	
  Technologies,	
  UC	
  Berkeley	
  	
  

	
   Kristin	
  Kneidlinger,	
  California	
  College	
  of	
  Art,	
  San	
  Francisco,	
  CA	
  

Murat	
  Konar,	
  Pixar,	
  Oakland,	
  CA	
  

Prof.	
  Terry	
  Winograd,	
  Dept	
  of	
  Computer	
  Science;	
  d.school	
  (guided	
  tour),	
  

Stanford	
  University	
  

Jon	
  Cates,	
  Head	
  of	
  New	
  Media,	
  School	
  of	
  the	
  Art	
  Institute	
  of	
  Chicago	
  

	
   Sabrina	
  Raaf,	
  University	
  of	
  Illinois,	
  Chicago,	
  IL	
  	
  

Tom	
  Igoe,	
  NYU,	
  Interactive	
  Telecommunications	
  Program	
  (ITP)	
  

Marko	
  Tandefelt,	
  Eyebeam	
  Centre	
  for	
  Art	
  and	
  Technology,	
  New	
  York	
  	
  

I	
  also	
  visited,	
  and	
  participated	
  in	
  the	
  guided	
  tour	
  of	
  d.school,	
  at	
  Stanford	
  

University.	
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In	
  February	
  2010	
  I	
  participated	
  in	
  the	
  Graduate	
  Student	
  Consortium	
  (GSC)	
  at	
  the	
  TEI	
  

conference,	
  at	
  MIT	
  Media	
  Lab,	
  Boston.	
  The	
  GSC	
  consisted	
  of	
  two	
  days	
  of	
  intense	
  

discussion	
  with	
  facilitators	
  and	
  other	
  graduate	
  student	
  participants:	
  

facilitators:	
  

Ellen	
  Yi-­‐Luen	
  Do,	
  College	
  of	
  Architecture	
  &	
  College	
  of	
  Computing,	
  Georgia	
  

Institute	
  of	
  Technology,	
  Atlanta	
  GA	
  

Mark	
  Gross,	
  Computational	
  Design	
  Lab,	
  School	
  of	
  Architecture,	
  Carnegie	
  

Mellon	
  University,	
  Pittsburgh	
  PA	
  

Ian	
  Oakley,	
  Department	
  of	
  Mathematics	
  and	
  Engineering,	
  University	
  of	
  

Madeira,	
  Portugal	
  

Ivan	
  Poupyrev,	
  Walt	
  Disney	
  Imagineering,	
  Pittsburgh	
  PA	
  

other	
  graduate	
  student	
  participants:	
  

Soumitra	
  Bhat,	
  Delft	
  University	
  of	
  Technology	
  

Peter	
  Bennet,	
  Sonic	
  Arts	
  Research	
  Centre,	
  Queens	
  University	
  Belfast	
  

Elisabeth	
  Eichhorn,	
  Potsdam	
  University	
  of	
  Applied	
  Sciences,	
  Potsdam	
  

Natalie	
  Freed,	
  Personal	
  Robotics	
  Group,	
  MIT	
  Media	
  Lab	
  Boston	
  Staas	
  de	
  Jong,	
  

LIACS,	
  Leiden	
  University	
  

Heekyoung	
  Jung,	
  School	
  of	
  Informatics	
  (HCI	
  Design)	
  at	
  Indiana	
  University	
  

Chris	
  Kiefer,	
  School	
  of	
  Informatics,	
  University	
  of	
  Sussex,	
  UK	
  

Hyunjung	
  Kim,	
  Dept.	
  of	
  Industrial	
  Design,	
  KAIST,	
  South	
  Korea	
  

Lillian	
  Spina-­‐Caza,	
  Rensselaer	
  Polytechnic	
  Institute,	
  Troy,	
  NY	
  

Emi	
  Tamaki,	
  Graduate	
  School	
  of	
  Interdisciplinary	
  Information	
  Studies,	
  The	
  

University	
  of	
  Tokyo,	
  Japan	
  

Andy	
  Wu,	
  Synaesthetic	
  Media	
  Lab,	
  GVU	
  Center,	
  Georgia	
  Institute	
  of	
  

Technology	
  

Jasmine	
  M.	
  Williams,	
  Georgia	
  Institute	
  of	
  Technology	
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Less	
  formalised,	
  but	
  no	
  less	
  important	
  were	
  my	
  discussions	
  about	
  research	
  

undertaken	
  with:	
  

2007	
   Kristina	
  Andersen,	
  STEIM,	
  Studio	
  for	
  Electro-­‐Instrumental	
  Music,	
  Amsterdam326	
  

Atau	
  Tanaka,	
  Prof.	
  Interaction	
  design,	
  Newcastle	
  University,	
  UK,	
  at	
  the	
  time,	
  co-­‐

artistic	
  director,	
  STEIM,	
  and	
  senior	
  researcher	
  at	
  Sony	
  CSL,	
  Paris	
  

Monika	
  Hoinkis	
  Art+Comm,Assoc.	
  Prof.	
  Universite	
  de	
  Kunst,	
  Berlin	
  

Professor	
  Andrew	
  Brown,	
  Professor	
  of	
  Digital	
  Arts,	
  Griffith	
  University,	
  

Brisbane,	
  at	
  the	
  time,	
  QUT	
  and	
  the	
  Australasian	
  CRC	
  for	
  Interaction	
  Design327	
  

Régine	
  Debatty,	
  we-­‐make-­‐money-­‐not-­‐art.com	
  

Sabine	
  Seymour,	
  Fashionable	
  Technology,	
  Parsons	
  School	
  of	
  Design,	
  NY	
  

Stajn	
  Wijnans,	
  Creative	
  Music	
  Technology,	
  Bath	
  Spa	
  University,	
  Bath	
  

Nancy	
  Mauro-­‐Flude,	
  Piet	
  Zwart	
  Institute,	
  Rotterdam.	
  	
  

Jennifer	
  Sheridan,	
  Black	
  Dog	
  Interactive;	
  Lancaster	
  University;	
  reActor2.	
  	
  

Dherera	
  Hansika	
  PhD	
  candidate	
  Deakin	
  University	
  and	
  London	
  Metropolitan	
  

University	
  

Rachel	
  Wingfield,	
  Loop.ph,	
  and	
  Textile	
  Futures	
  Research	
  Group,	
  Central	
  Saint	
  

Martins,	
  London	
  

Terry	
  Rosenberg,	
  Head	
  of	
  Design,	
  Goldsmiths,	
  London	
  

Tobie	
  Kerridge,	
  Biojewellery,	
  and	
  Interaction	
  Research,	
  Goldsmiths,	
  London	
  

Ulli	
  Oberlack,	
  Central	
  Saint	
  Martins	
  

Atau	
  Tanaka,	
  Director,	
  Culture	
  Lab,	
  Newcastle	
  University,	
  UK	
  

2009	
   Prof.	
  Guillaume	
  Paris	
  Ecole	
  Nationale	
  Superieur	
  de	
  Beaux	
  Arts.	
  	
  Paris,	
  F	
  

Pau	
  Alsina,	
  Open	
  University	
  of	
  Catalunya	
  	
  

Anne	
  Priest,	
  Deputy	
  Vice	
  Chancellor,	
  Art	
  and	
  Design,	
  Nottingham	
  Trent	
  

University	
  

Rory	
  Hamilton,	
  Live	
  Work,	
  London,	
  UK.	
  

Ann	
  Light,	
  Reader	
  in	
  Interaction,	
  Media	
  and	
  Communication	
  at	
  Sheffield	
  

Hallam	
  University,	
  UK.	
  

	
  

	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  
326	
  This	
  meeting	
  led	
  to	
  our	
  eventual	
  collaboration	
  on	
  the	
  OWL	
  project.	
  	
  
327	
  I	
  had	
  numerous	
  valuable	
  conversations	
  with	
  Andrew	
  Brown	
  throughout	
  this	
  investigation	
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Sophia	
  Lycouris,	
  Edinburgh	
  College	
  of	
  Art	
  

Anne	
  Sarah	
  Lemeur,	
  the	
  Sorbonne	
  University	
  Paris	
  I	
  

Susanne	
  Jaschko,	
  curator	
  Netherlands	
  Institute	
  for	
  Media	
  Art	
  

Julian	
  Eichhoff,	
  Head	
  of	
  Smart	
  Textiles	
  /	
  Joining	
  Technologies.	
  RWTH	
  Aachen	
  

University	
  

Mick	
  Finch,	
  Head	
  of	
  2D	
  Pathways,	
  Central	
  Saint	
  Martins,	
  London	
  

Helen	
  Sloan,	
  Director	
  of	
  SCAN,	
  UK	
  

Sally	
  Jane	
  Norman,	
  Culture	
  Lab,	
  Newcastle	
  University,	
  UK	
  

Stephen	
  Barras	
  (of	
  UC,	
  Canberra),	
  IRCAM,	
  Paris	
  

Yukiko	
  Shikata,	
  curator	
  at	
  NTT	
  ICC	
  Contemporary	
  Arts	
  Centre	
  

Georg	
  Tremmel	
  and	
  Shiho	
  Fukuhara	
  of	
  Biopresence,	
  Japan	
  

Prof.	
  Anne	
  Cranny-­‐Francis	
  (transforming	
  Cultures),	
  UTS,	
  Sydney	
  	
  

Margie	
  Medlin,	
  Creative	
  Path	
  Choreographic	
  Research	
  Centre,	
  Sydney	
  	
  

Martyn	
  Jolly,	
  Head	
  of	
  Photography	
  and	
  New	
  Media	
  Arts,	
  ANU,	
  Canberra	
  	
  

Paul	
  Hay,	
  Sculpture,	
  ANU,	
  Canberra	
  

Stephen	
  Barrass,	
  New	
  Media,	
  UC,	
  Canberra	
  

2010	
   Prof.	
  Liz	
  Bradley,	
  Clayton	
  Lewis,	
  Swamy	
  Ananthanaraya,	
  University	
  of	
  

Colorado,	
  Boulder	
  	
  

	
  Hugh	
  Herr.	
  Director	
  Biomechatronics	
  Group,	
  MIT	
  Media	
  Lab	
  Boston	
  	
  

Prof.	
  Terry	
  Winograd	
  Dept	
  of	
  Computer	
  Science,	
  Stanford	
  University	
  

Gordon	
  Kummel,	
  independent	
  technologist,	
  Chicago	
  

Paul	
  Catanese,	
  Columbia	
  College,	
  Chicago	
  

Shane	
  Mecklenburger,	
  Jenny	
  Vogel,	
  David	
  Stout,	
  University	
  of	
  North	
  Texas	
  

Dima	
  Strakovsky,	
  University	
  of	
  Kentucky	
  	
  

Jim	
  Jeffers	
  University	
  of	
  Massachusetts	
  Lowell	
  

Jonah	
  Brucker-­‐Cohen	
  NYU	
  Interactive	
  Telecommunications	
  Progam	
  

Tom	
  Burtonwood,	
  School	
  of	
  the	
  Art	
  Institute	
  of	
  Chicago	
  

Cameron	
  Tonkinwise,	
  Sabine	
  Seymour	
  and	
  Katherine	
  Moriwaki,	
  Parsons	
  and	
  

The	
  new	
  School	
  University,	
  New	
  York	
  

	
   Katherine	
  Behar,	
  Pace	
  University,	
  New	
  York
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APPENDIX:	
  B	
  

Research	
  Presentations	
  

2010	
  	
  	
  	
   OZCHI,	
  Australasian	
  Computer	
  Human	
  Interaction	
  Conference,	
  Brisbane,	
  

Australia	
  	
  

	
   PDC,	
  Participatory	
  Design	
  Conference,	
  Sydney,	
  Australia	
  	
  

	
   Hong	
  Kong	
  Baptist	
  University	
  Acadamy	
  of	
  Visual	
  Arts,	
  Hong	
  Kong,	
  China	
  	
  

	
   YCAM,	
  Yamaguchi	
  Centre	
  for	
  Arts	
  and	
  Media,	
  Yamaguchi,	
  Japan,	
  an	
  OWL	
  

participatory	
  lecture	
  

	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
   ISWC,	
  The	
  International	
  Symposium	
  for	
  Wearable	
  Computing,	
  Seoul,	
  

South	
  Korea	
  

	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
   DAP,	
  The	
  Devices	
  That	
  Alter	
  Perception	
  Workshop,	
  Seoul,	
  South	
  Korea	
  

	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
   ISMAR,	
  International	
  Symposium	
  for	
  Mixed	
  and	
  Augmeted	
  Reality,	
  Seoul,	
  

South	
  Korea	
  

	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
   Hongik	
  University,	
  WCU	
  Lab	
  for	
  the	
  Convergence	
  of	
  Digital	
  Technology	
  

and	
  Art,	
  Jochiwon,	
  South	
  Korea	
  	
  

	
   ICDVRAT,	
  International	
  Conference	
  Series	
  on	
  Disability,	
  Virtual	
  Reality	
  

and	
  other	
  Technologies,	
  Viña	
  del	
  Mar,	
  Chile	
  	
  	
  

	
   Geijutsu	
  University	
  Of	
  The	
  Arts	
  (Gedai)	
  Dept	
  Of	
  Film	
  And	
  Media	
  Studies,	
  

Yokohama,	
  Japan	
  	
  

	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
   Tokyo	
  University	
  (Todai)	
  Dept	
  Of	
  Creative	
  Informatics,	
  Tokyo,	
  Japan	
  	
  

	
   GM	
  Projects,	
  Azabu-­‐Juban,	
  Tokyo,	
  Japan.	
  	
  

	
   Pace	
  University	
  Dept	
  Of	
  Fine	
  Art.	
  New	
  York,	
  New	
  York,	
  USA	
  

	
   Upgrade!	
  Chicago	
  /	
  School	
  of	
  The	
  Art	
  Institute	
  Of	
  Chicago,	
  Dept	
  Film,	
  

Video	
  And	
  New	
  Media,	
  USA	
  

	
   California	
  College	
  of	
  Art,	
  Graduate	
  Design	
  Program.	
  San	
  Francisco,	
  

California,	
  USA	
  

	
   University	
  Of	
  California	
  Berkeley	
  Berkeley	
  Institute	
  Of	
  Design,	
  Berkeley,	
  

California,	
  USA	
   	
  	
  

	
   Concordia	
  University	
  Design	
  And	
  Computational	
  Arts.	
  Montreal,	
  Canada	
  

	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
   MIT	
  Media	
  Lab,	
  Boston	
  USA,	
  TEI09,	
  Tangible	
  And	
  Embedded	
  Interaction.	
  

Graduate	
  Research	
  Consortium	
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2009	
  	
  	
   Monash	
  University	
  Performance	
  Research	
  Unit	
  :	
  Asking	
  Questions	
  Of	
  

Performance	
  As	
  Research	
  

	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
   Monash	
  University	
  Art	
  &	
  Design.	
  Graduate	
  Research	
  Consortium	
  

	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
   Victorian	
  College	
  Of	
  The	
  Arts,	
  Melbourne,	
  Australia.	
  Re:Live	
  Media	
  Art	
  

History	
  Conference	
  

	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
   Melbourne	
  University,	
  Melbourne,	
  Australia.	
  Ozchi,	
  Interaction	
  

Conference	
  

	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
   Bmw	
  Edge,	
  Melbourne,	
  Australia.	
  Superhuman	
  Revolution	
  Of	
  The	
  Species	
  

	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
   Dancehouse,	
  Melbourne,	
  Australia.	
  Time	
  Transcendence,	
  Performance	
  

Conference	
  

	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
   Monash	
  University,	
  Melbourne,	
  Australia.	
  Time	
  Transcendence,	
  

Performance	
  Conference	
  	
   	
  

	
   Creative	
  Path,	
  Sydney,	
  Australia.	
  Seam	
  Spatial	
  Phrases	
  Symposium	
  	
  

	
   University	
  Of	
  Technology,	
  Sydney,	
  Creativity	
  And	
  Cognition	
  Studios	
  	
  

	
   Tokyo	
  University,	
  Ishikawa	
  Komuro	
  Lab	
  	
  

	
   Netherlands	
  Institute	
  For	
  Media	
  Art,	
  Wearable	
  T	
  echnology:	
  Powered	
  Art	
  

&	
  Fashion	
  Design.	
  	
  

	
   Melkweg,	
  Five	
  Days	
  Off	
  Festival.	
  Amsterdam,	
  NL	
  

	
   Kampnagel	
  Contemporary	
  Arts	
  Centre,	
  Girl	
  Monstar	
  Future	
  Feminist	
  

Event.	
  Hamburg,	
  D	
  	
  

	
   Dana	
  Centre,	
  London	
  Science	
  Museum,	
  Surface	
  Tension.	
  London,	
  UK	
  	
  

	
   London	
  Knowledge	
  Lab,	
  Ioc,	
  London,	
  UK	
  	
   	
  

	
   Brighton	
  University,	
  New	
  Media,	
  Brighton,	
  UK	
  	
  

	
   Lighthouse	
  Arts	
  Centre,	
  Brighton,	
  Uk.	
  Royal	
  College	
  Of	
  Art	
  Design	
  

Interactions,	
  London	
  UK	
  

	
   Open	
  University	
  Hci	
  Seminar,	
  Pervasive	
  Interaction	
  Lab,	
  Milton	
  Keynes,	
  

UK	
  

	
   Queensland	
  University	
  Of	
  Technology,	
  Brisbane,	
  Australia	
  	
  

2008	
  	
  	
  	
   James	
  Cook	
  University,	
  Cairns.	
  Ozchi08	
  The	
  Australasian	
  Computer	
  

Human	
  Interaction	
  Conference	
  

	
   University	
  Of	
  New	
  South	
  Wales,	
  Sydney.	
  The	
  ARC	
  Research	
  Network	
  in	
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Human	
  Communication	
  (HCSNet)	
  	
  

	
   Monash	
  Faculty	
  Of	
  Art	
  And	
  Design	
  

Monash	
  Faculty	
  Of	
  Art,	
  Communication	
  &	
  Media	
  Studies,	
  Drama	
  &	
  

Theatre	
  Studies	
  Depts,	
  Melbourne	
  

	
   QUT.	
  Queensland	
  Institute	
  Of	
  Technology:	
  Fashion	
  And	
  Technology	
  

	
   Helpmann	
  Academy,	
  University	
  Of	
  South	
  Australia:	
  Panel:	
  Collaboration	
  

In	
  New	
  Media	
  Art.	
  	
  

	
   CSIRO	
  Textile	
  And	
  Fibre	
  Technology,	
  Belmont,	
  Australia:	
  The	
  Future	
  Of	
  

Wearables	
  –	
  Seeding	
  Innovation.	
  	
  

	
   Uts	
  Sydney.	
  Music,	
  Sound,	
  Design	
  Symposium:	
  Panel:	
  Instrument	
  

Building,	
  Interactivity	
  And	
  Performance	
  	
  	
  

2007	
  	
  	
   RMIT	
  Melbourne.	
  Embodied	
  Interaction	
  Design	
  Symposium.	
  Invited	
  

Speaker	
  And	
  Participant.	
  	
  

	
   University	
  of	
  Canberra.	
  New	
  Media	
  Seminar	
  

	
   This	
  Is	
  Not	
  Art	
  :	
  Electrofringe,	
  Newcastle,	
  Australia.	
  Panel:	
  Wearnow,	
  

Wearable	
  Technologies.	
  	
  

	
   STEIM,	
  Amsterdam,	
  The	
  Netherlands.	
  wiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiii	
  

Workshop.	
  Gesture≈Sound	
  Experiments	
  	
  

	
   Open	
  University,	
  Milton	
  Keynes,	
  Uk.	
  Hci	
  Seminar	
  And	
  Demonstration	
  Of	
  

Gesture≈Sound	
  Experiments	
  	
  

	
   Leeds	
  And	
  Leeds	
  Metropolitan	
  Universities,	
  Uk	
  (Re)Actor2,	
  The	
  2nd	
  

International	
  Conference	
  On	
  Digital	
  Live	
  Art.	
  Hipdisk:	
  A	
  Most	
  Undignified	
  

Musical	
  Instrument	
  

	
   Australian	
  National	
  University,	
  Canberra.	
  Acmc07	
  –	
  The	
  Australasian	
  

Computer	
  Music	
  Conference.	
  Hipdisk:An	
  Interactive	
  Sonic	
  System	
  

Inspired	
  By	
  Core-­‐Body	
  Gesture	
  	
  

	
   Dorkbot	
  Melbourne:	
  DBM5,13+17.	
  Three	
  Different	
  Presentations	
  About	
  

Wearable	
  Technologies	
  

	
   DEST	
  Science	
  Group,	
  The	
  Australian	
  Federal	
  Dept	
  Of	
  Education,	
  Science	
  

And	
  Training,	
  Canberra	
  

	
   The	
  National	
  Museum	
  Of	
  Australia,	
  Canberra.	
  Wearnow	
  Symposium.	
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Conference	
  Attendance	
  	
  

(attended	
  without	
  presenting)	
  

2010	
   CAA,	
  College	
  Art	
  Association	
  Annual	
  Conference,	
  Chicago,	
  IL	
  

New	
  Media	
  Caucus	
  Annual	
  Conference	
  and	
  Symposium,	
  Chicago,	
  IL	
  

Humantific	
  and	
  NextD	
  Sensemaker	
  Symposium	
  with	
  Richard	
  Saul	
  

Wurman,	
  Parsons/The	
  New	
  School.	
  NY,	
  NY	
  

2009	
   Tangible	
  Interaction	
  Conference,	
  Microsoft	
  Research.	
  Cambridge,	
  UK	
  

TechTextil	
  and	
  Avantex	
  Textile	
  and	
  Material	
  Fairs,	
  Frankfurt	
  Messe,	
  

Frankfurt	
  D	
  

2007	
   Touch,	
  Textiles	
  and	
  Technology	
  Seminar,	
  Constance	
  Howard	
  Research	
  

Centre,	
  Goldsmiths,	
  London,	
  UK	
  

European	
  Textile	
  Network	
  Digital	
  Craft	
  Conference,	
  London	
  Metropolitan	
  

University,	
  London,	
  UK	
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  C	
  

Light	
  Arrays	
  Choreographer	
  feedback	
  

(responses	
  received	
  by	
  email)	
  

	
  

Alessio	
  Sylvestrin:	
  

what	
   was	
   it	
   like	
   to	
   choreograph,	
   when	
   an	
   essential	
   focus	
   was	
   placed	
   on	
   the	
  

costumes	
  and	
  their	
  interactions?	
  

Since	
   the	
   costumes	
   had	
   precise	
   contact	
   with	
   the	
   body	
   anatomy,	
   the	
   costumes	
  

have	
   been	
   orienting	
   a	
   movement	
   research,	
   which	
   could	
   become	
   coherent	
   in	
   a	
  

specific	
  situation.	
  By	
  considering	
  the	
  reaction	
  from	
  the	
  body	
  to	
  the	
  costume	
  and	
  

how	
   the	
   costumes	
   could	
   stimulate	
   physical	
   reaction	
   as	
   well,	
   the	
   act	
   of	
   self	
  

observation	
   of	
   results	
   deriving	
   from	
   light	
   movements	
   replying	
   to	
   the	
   body	
  

requested	
   a	
   particular	
   kind	
   of	
   attention	
   and	
   time	
   reaction	
   since	
   the	
   creative	
  

process	
   started.	
   As	
  well,	
   the	
   frame	
   for	
   presentation	
   of	
   the	
   performance	
   had	
   as	
  

well	
   integrate	
   the	
   spiral	
   of	
   Fibonacci	
   sequence	
  which	
   gave	
   to	
   the	
   performance	
  

structure	
   another	
   score	
   for	
   the	
   physical	
   reading	
   of	
   the	
   dancers	
   and	
   the	
  

presentation	
  in	
  real	
  space	
  of	
  the	
  costumes.	
  

what	
  was	
  it	
  like	
  to	
  develop	
  a	
  work	
  while	
  these	
  costumes	
  were	
  still	
  being	
  developed?	
  

In	
   such	
   situation	
   an	
   experimental	
   presence	
   is	
   probably	
   preferable	
   to	
   allow	
   the	
  

contents	
  of	
  the	
  work	
  to	
  extend	
  and	
  because	
  it	
  was	
  not	
  always	
  possible	
  to	
  see	
  the	
  

real	
  result	
  as	
  in	
  the	
  performance	
  the	
  act	
  of	
  imagination	
  became	
  quite	
  a	
  relevant	
  

aspect	
  in	
  taking	
  decisions	
  with	
  out	
  having	
  the	
  clear	
  view	
  of	
  the	
  possible	
  results.	
  

what	
   was	
   it	
   like	
   to	
   create	
   for	
   and	
   with	
   and	
   through	
   the	
   three	
   different	
   kinds	
   of	
  

garment/interfaces	
  we	
  gave	
  you	
  :	
  the	
  laser	
  spine,	
  the	
  in-­visible	
  skirt	
  and	
  the	
  inertia	
  

LEDs	
  ?	
  

The	
  three	
   different	
   kinds	
   of	
   garment/interfaces	
   have	
   been	
   placed	
   in	
   different	
  

body	
  parts	
  and	
  different	
  problems	
  had	
  to	
  be	
  solved	
  in	
  function	
  to	
  the	
  decision	
  of	
  

placing	
   the	
  garment/interfaces	
   in	
   a	
   specific	
   body	
   part.	
  I	
   will	
   mention	
   short	
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observations	
  to	
  each	
  of	
  the	
  three	
  garment/interfaces,	
  which	
  will	
  not	
  fully	
  explain	
  

and	
   just	
   present	
   some	
   details.	
  	
   The	
   laser	
   spine,	
  is	
   not	
   directly	
   visible	
   to	
   the	
  

performer's	
  eye	
  and	
   therefore	
  and	
   internal	
  eye	
  which	
  orient	
   the	
  body	
   from	
  the	
  

dancers	
  inside	
  awareness	
  needs	
  to	
  be	
  open.	
  The	
  in-­‐visible	
  skirt,	
  it	
  is	
  actually	
  very	
  

visible	
   and	
  very	
  present	
   all	
   around	
   the	
  body	
  and	
   it	
   comports	
  more	
   concerns	
   in	
  

the	
   fact	
  of	
  wearing	
  and	
  object	
   too.	
  	
  The	
   inertia	
  LEDs,	
  confronted	
  the	
  reaction	
  to	
  

dropping	
  and	
  swinging	
  wait	
  and	
  time	
  reaction	
  to	
  such	
  kind	
  of	
  motion.	
  

having	
   done	
   it,	
   do	
   you	
  wish	
   the	
   garment/interfaces	
  were	
   different?	
  if	
   so,	
   in	
  what	
  

way?	
  

The	
  activation	
  of	
  the	
  garment/interfaces	
  with	
  the	
  manual	
  control	
  and	
  the	
  switch	
  

comported	
   some	
   extra	
   actions	
   which	
   were	
   not	
   always	
   spontaneous	
  in	
  

performance	
  and	
  it	
  forced	
  some	
  cut	
  of	
  the	
  actions	
  and	
  in	
  the	
  flow	
  of	
  the	
  all	
  event.	
  

We	
  have	
  been	
  able	
  to	
  activate	
  mostly	
  with	
  our	
  hands	
  and	
  I	
  wonder	
  if	
  there	
  would	
  

be	
   a	
   possibility	
   to	
   avoid	
   it,	
   or	
   that	
   another	
   option	
   to	
   such	
   gesture	
   could	
   be	
  

considered.	
  

is	
  there	
  anything	
  you	
  didn't	
  like	
  or	
  were	
  frustrated	
  by?	
  	
  

In	
   some	
   cases	
  we	
  wanted	
   to	
   keep	
   the	
   rigor	
   of	
   the	
   actions	
   as	
   in	
   rehearsal	
   so	
   to	
  

keep	
   the	
   choices	
   of	
  moving	
   specific.	
   In	
   fact	
   such	
   choice	
   of	
  movements	
   is	
  more	
  

relate	
  to	
  transfer	
  of	
  physical	
  tensions	
  rather	
  than	
  sustain	
  forms	
  or	
  shapes	
  carried	
  

in	
  space	
  and	
   this	
   can	
  becomes	
  more	
  demanding	
   to	
   the	
  eye	
  of	
  and	
  audience	
  not	
  

used	
   to	
   look	
   at	
   motions	
   under	
   such	
   consideration.	
   The	
   fact	
   that	
  

the	
  garment/interfaces	
  have	
  been	
  still	
  developing	
  during	
  the	
  performance	
  period	
  

to	
  create	
  some	
  non	
  expected	
  moments,	
  which	
  we	
  could	
  not	
  always	
  control	
   in	
  a	
  

productive	
  way	
  in	
  the	
  experiment.	
  

if	
  you	
  could	
  do	
  it	
  again,	
  would	
  you	
  do	
  it	
  differently?	
  if	
  so,	
  how?	
  

Inside	
   space	
   is	
   quite	
   important	
   to	
   control	
   better	
   all	
   elements	
   necessary	
   of	
   the	
  

performance	
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how	
  could	
  the	
  entire	
  process	
  change	
  to	
  better	
  work	
  for	
  you	
  as	
  a	
  choreographer?	
  

The	
   process	
   gave	
   interesting	
   materials	
   to	
   work	
   with	
   as	
   well	
   for	
   the	
   kind	
   of	
  

presence	
  and	
  approach	
   is	
  needed	
   in	
  works	
   involving	
  new	
  media	
  	
   in	
  dialogue	
   to	
  

the	
  body.	
  Rather	
  than	
  a	
  change	
  the	
  work	
  offer	
  the	
  possibility	
  of	
  reconsider	
  values	
  

and	
  potentiality	
  of	
  existing	
  motions	
  placed	
  and	
  shared	
  in	
  a	
  different	
  balance.	
  	
  

and	
  how	
  do	
  you	
  think	
  we	
  could	
  move	
  from	
  this	
  experiment	
  to	
  the	
  creation	
  of	
  a	
  full	
  

evening	
  length	
  (approx	
  60min)	
  dance/performance	
  work?	
  

I	
  believe	
  it	
  can	
  be	
  possible	
  to	
  expand	
  the	
  work	
  to	
  a	
  longer	
  duration	
 and	
  I	
  would	
  

need	
  to	
  consider	
  a	
  plan	
  in	
  	
  indirect	
  	
  dialogue	
  with	
  an	
  eventual	
  context	
  and	
  space	
  

of	
   presentation,	
   since	
   the	
   surrounding	
   in	
   such	
   work	
   shapes	
   the	
   with	
   strong	
  

influence	
  all	
  the	
  elements	
  involved	
  in	
  the	
  work.	
  

is	
  there	
  anything	
  else	
  you	
  would	
  like	
  to	
  say	
  about	
  the	
  process?	
  what	
  was	
  it	
  like	
  for	
  

you?	
  

An	
   intense	
   period,	
   offering	
   great	
   chance	
   to	
   discover	
   interesting	
   thought	
   from	
  

other	
  artists	
  shearing	
  their	
  intention	
  in	
  unusual	
  stimulating	
  frame.	
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Kentaro!!328	
  

What	
  was	
  it	
  like	
  to	
  choreograph,	
  when	
  an	
  essential	
  focus	
  was	
  placed	
  on	
  the	
  

costumes	
  and	
  their	
  interactions?	
  

I	
  was	
  working	
  to	
  choreograph	
  so	
  the	
  movement	
  may	
  enhance	
  the	
  aesthetic	
  of	
  the	
  

light,	
  as	
  well	
  as	
  to	
  not	
  be	
  influenced	
  by	
  the	
  excess	
  light	
  that	
  comes	
  randomly.	
  

明かりがきれいに見えるような動きとランダムな余り明かりに左右されない

振りを意識しまし	
  た。	
  

What	
  was	
  it	
  like	
  to	
  develop	
  a	
  work	
  while	
  these	
  costumes	
  were	
  still	
  being	
  developed?	
  

I	
  think	
  it	
  was	
  difficult	
  to	
  create	
  as	
  we	
  went	
  along.	
  But	
  we	
  were	
  able	
  to	
  go	
  to	
  the	
  

next	
  stage,	
  because	
  there	
  was	
  no	
  way	
  of	
  knowing	
  how	
  it	
  would	
  turn	
  out.	
  

やりながら作るという難しさはあったと思います。ただやってみないと分か

らないことでした	
  ので、次のステップにはなりました。	
  

What	
  was	
  it	
  like	
  to	
  create	
  for	
  and	
  with	
  and	
  through	
  the	
  three	
  different	
  kinds	
  of	
  

garment/interfaces	
  we	
  gave	
  you	
  :	
  the	
  laser	
  spine,	
  the	
  in-­visible	
  skirt	
  and	
  the	
  inertia	
  

LEDs?	
  

This	
  was	
  not	
  a	
  problem.	
  

特に問題なくできました。	
  

Having	
  done	
  it,	
  do	
  you	
  wish	
  the	
  garment/interfaces	
  were	
  different?	
  If	
  so,	
  in	
  what	
  

way?	
  

It	
  was	
  not	
  so	
  hard	
  to	
  dance	
  in.	
  but	
  yes,	
  being	
  able	
  to	
  dance	
  in	
  it	
  was	
  an	
  important	
  

factor.	
  

そこまでおどりにくくなかったですが、踊りや	
  すさは重要です。	
  

	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  
328	
  Translation	
  of	
  my	
  questions	
  into	
  Japanese,	
  as	
  well	
  as	
  Kentaro!!’s	
  responses	
  into	
  English	
  
provided	
  by	
  Kenichi	
  Eguchi.	
  Japanese	
  translation	
  of	
  questions	
  not	
  included	
  in	
  this	
  document,	
  but	
  
available	
  on	
  request.	
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Is	
  there	
  anything	
  you	
  didn't	
  like	
  or	
  were	
  frustrated	
  by?	
  

It	
  would	
  have	
  gone	
  smoother	
  without	
  the	
  light	
  problems	
  occurring	
  during	
  the	
  

performance.	
  

やはり本番の最中に明かりのトラブルがない方	
  がスムーズだとは思います。	
  

If	
  you	
  could	
  do	
  it	
  again	
  would	
  you	
  do	
  it	
  differently?	
  If	
  so,	
  how?	
  

This,	
  I	
  can’	
  t	
  think	
  of	
  yet.	
  

これはまだ思いつきません。	
  

How	
  could	
  the	
  entire	
  process	
  change	
  to	
  work	
  better	
  for	
  you	
  as	
  a	
  choreographer?	
  

Nothing	
  specifically,	
  but	
  maybe	
  to	
  choreograph	
  it	
  so	
  that	
  it	
  would	
  maximize	
  the	
  

variation	
  of	
  lights,	
  or	
  to	
  maybe	
  bring	
  in	
  something	
  unexpected.	
  

特にないですが、明かりのバリエーションを活かす振付でしょうか。あと意

外性??	
  

And	
  how	
  do	
  you	
  think	
  we	
  could	
  move	
  from	
  this	
  experiment	
  to	
  the	
  creation	
  of	
  an	
  

evening	
  length	
  (approx.	
  60min)	
  dance/performance	
  work?	
  

It	
  would	
  be	
  nice	
  to	
  have	
  the	
  progression	
  and	
  narrative	
  that	
  will	
  keep	
  their	
  

attention.	
  

飽きさせない展開とストーリー性があると良い	
  と思います。	
  

Is	
  there	
  anything	
  else	
  you	
  would	
  like	
  to	
  say	
  about	
  the	
  process?	
  	
  

Nothing	
  specific.	
  とくにないです。	
  

What	
  was	
  it	
  like	
  for	
  you?	
  

It	
  was	
  very	
  different	
  from	
  the	
  way	
  I	
  normally	
  work,	
  so	
  it	
  was	
  a	
  great	
  experience.	
  

普段の作業とかけ離れているので、非常に勉強になりました。
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APPENDIX:	
  D	
  

Funding	
  Awards	
  

2011	
   Bunkacho	
  Agency	
  for	
  Cultural	
  Affairs,	
  Japan:	
  project	
  funding	
  

	
   The	
  University	
  of	
  Tokyo:	
  research	
  and	
  travel	
  costs	
  

	
   Yebisu	
  Int.	
  Festival	
  of	
  Art	
  and	
  Alternative	
  Visions:	
  commission	
  

2010-­‐11	
   Prime	
  Minister’s	
  Australia	
  Asia	
  Endeavour	
  Award:	
  stipend,	
  travel	
  and	
  

research	
  funding	
  

2010	
   National	
  Science	
  Foundation	
  of	
  America:	
  travel	
  funding	
  

2007-­‐11	
   Australian	
  Government	
  Postgraduate	
  Award	
  (APA):	
  stipend	
  

	
   CSIRO	
  Textile	
  and	
  Fibre	
  Technology	
  APA	
  top-­‐up:	
  stipend,	
  materials	
  

budget	
  and	
  travel	
  award	
  

2009	
   Ubicomp	
  Grand	
  Challenge	
  Early	
  Career	
  Exchange	
  Award:	
  Stipend	
  and	
  

accommodation	
  costs,	
  Open	
  University	
  Fellowship	
  

	
   The	
  Open	
  University	
  Pervasive	
  Interaction	
  Lab	
  AHRC-­‐funded	
  eSense	
  

project:	
  research	
  costs,	
  Open	
  University	
  Fellowship	
  

British	
  Council	
  Australia	
  Design	
  Researcher	
  Award:	
  stipend,	
  travel	
  

and	
  research	
  costs,	
  Nottingham	
  Trent	
  University	
  Fellowship	
  

2008	
   Monash	
  University	
  Deputy	
  Vice	
  Chancellor	
  (International),	
  European	
  

Travel	
  Grant:	
  2009	
  research	
  trip:	
  Europe	
  and	
  Japan	
  

2007	
   Monash	
  University	
  Postgraduate	
  Research	
  Travel	
  Grant:	
  2007	
  

research	
  trip:	
  Europe	
  

	
   (re)Actor2,	
  the	
  2nd	
  Int.	
  Conference	
  on	
  Digital	
  Live	
  Art.	
  Leeds,	
  UK:	
  

travel	
  funding,	
  conference	
  attendance	
  

other	
  award:	
  

2011	
   ABC	
  TV	
  NEW	
  INVENTORS	
  Invention	
  of	
  the	
  Year	
  finalist:	
  	
  

hipDisk	
  (winner	
  of	
  episode	
  22,	
  on	
  air	
  6	
  July	
  2011)
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  E	
  

Associated	
  Publications	
  

Invited	
  Article:	
  

Wilde,	
  D.	
  Schiphorst,	
  T.	
  Klooster,	
  S.	
  Move	
  to	
  Design	
  •	
  Design	
  to	
  Move:	
  a	
  

conversation	
  about	
  designing	
  for	
  the	
  body.	
  Interactions	
  18,	
  no.4.	
  New	
  York:	
  ACM	
  

Press.	
  July+August	
  2011	
  

Peer-­reviewed	
  Journal	
  Articles:	
  

Wilde,	
  D.	
  Extending	
  Body	
  &	
  Imagination	
  :	
  moving	
  to	
  move.	
  International	
  Journal	
  

on	
  Disability	
  and	
  Human	
  Development	
  2011;10(1):31-­‐36	
  ©2011	
  Walter	
  de	
  

Gruyter,	
  Berlin,	
  New	
  York.	
  DOI	
  10.1515/IJDHD.2011.004	
  

Wilde,	
  D.	
  Swing	
  That	
  Thing...	
  moving	
  to	
  move:	
  Extending	
  our	
  poetic	
  and	
  

expressive	
  potential.	
  Second	
  Nature	
  International	
  Journal	
  of	
  Creative	
  Media,	
  Vol.	
  

2,	
  1.	
  pp.	
  164-­‐197.	
  April	
  2010	
  

Wilde,	
  D.	
  Body≈Sounds	
  :	
  an	
  emergent	
  sonic	
  practice.	
  	
  Scan	
  Journal	
  of	
  Media	
  Arts	
  

Practice,	
  Vol.	
  6,	
  2,	
  September	
  2009.	
  Available	
  at:	
  

http://scan.net.au/scan/journal/display_synopsis?j_id=17	
  

Wilde,	
  D.	
  hipDisk:	
  using	
  sound	
  to	
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  and	
  ANU	
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  of	
  Art’s	
  (re)Skin	
  wearable	
  technologies	
  lab.	
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  Lee,	
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  Yuen,	
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  Langley,	
  Alistair	
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  consultation,	
  first	
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Tony	
  Gargett,	
  CISRO	
  MSE	
  in	
  Belmont:	
  consultation	
  and	
  construction	
  of	
  the	
  

aluminium	
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Prof.	
  Andrew	
  Brown,	
  Griffith	
  University:	
  advice	
  and	
  arduino	
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  for	
  the	
  

additional	
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Michael	
  Borthwick:	
  printed	
  circuit	
  board,	
  consultation,	
  interface	
  design	
  

Julian	
  Featherston:	
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  interface	
  design	
  

Andrew	
  Bencina:	
  sound	
  design;	
  and	
  Dean	
  Wallis:	
  production	
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  for	
  an	
  early	
  

prototype	
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gesture≈sound	
  experiments	
  	
  

~	
  a	
  collaboration	
  with	
  Ross	
  Bencina	
  and	
  Somaya	
  Langley	
  

STEIM	
  Studio	
  for	
  Electro-­‐Instrumental	
  Music,	
  Amsterdam	
  

The	
  Australia	
  Council	
  for	
  the	
  Arts	
  

The	
  Australian	
  Network	
  for	
  Art	
  and	
  Technology	
  (ANAT)	
  

Nico	
  Bes	
  and	
  Takuro	
  Mizuta	
  Lippit,	
  STEIM:	
  technical	
  and	
  production	
  support	
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  Waiswizs,	
  STEIM:	
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thanks	
  to	
  Ross	
  and	
  Steve	
  Adam	
  for	
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  and	
  Max	
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to	
  make	
  the	
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  exhibit-­‐ready	
  (stand-­‐alone)	
  

hipDrawing	
  

Dave	
  Fox,	
  CSIRO	
  CMSE:	
  programming	
  troubleshooting	
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  Gelme,	
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  XBee	
  experiments	
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  Gent	
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  Belkadi,	
  Comète	
  347,	
  Paris:	
  rehearsal	
  space	
  and	
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  Chendeb,	
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  Citu,	
  Paris	
  University	
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  Faculty	
  of	
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  Design	
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  Cassinelli	
  	
  

special	
  thanks	
  to	
  Professor	
  Masatoshi	
  ISHIKAWA	
  	
  

Ishikawa	
  Komuro	
  (now	
  Ishikawa	
  Oku)	
  lab,	
  The	
  University	
  of	
  Tokyo	
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  Zerroug:	
  technical	
  and	
  design	
  support:	
  

Tica	
  Sekine:	
  studio	
  assistant	
  

construction	
  support:	
  Tokyo	
  University	
  Engineering	
  Bldg	
  6	
  Workshop	
  Technicians	
  

Kenichi	
  Eguchi	
  and	
  Yelena	
  GLUZMAN:	
  people	
  finding	
  

the	
  in-­visible	
  skirt	
  and	
  other	
  imaginary	
  things	
  :	
  

Hiroko	
  Tasaka:	
  curation	
  and	
  production,	
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  Festival	
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  International	
  Festival	
  of	
  Art	
  and	
  Alternative	
  Visions	
  

Bunkacho.	
  Japanese	
  Agency	
  for	
  Cultural	
  Affairs	
  

concept	
  and	
  direction:	
  Danielle	
  WILDE	
  and	
  Alvaro	
  CASSINELLI	
  

garment	
  design	
  and	
  construction:	
  Danielle	
  WILDE	
  and	
  Alvaro	
  CASSINELLI	
  

interaction	
  programming	
  :	
  Alvaro	
  CASSINELLI	
  and	
  Danielle	
  WILDE	
  

traditional	
  electronics:	
  Alexis	
  ZERROUG,	
  Danielle	
  WILDE	
  and	
  Alvaro	
  CASSINELLI	
  

soft	
  electronics:	
  Danielle	
  WILDE	
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PCB	
  design	
  and	
  construction	
  :	
  Michael	
  BORTHWICK	
  

performance	
  lighting	
  design:	
  Yu	
  Endo	
  

duet:	
  

Choreography	
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  Alessio	
  SILVESTRIN	
  

dance	
  :	
  Alessio	
  SILVESTRIN	
  and	
  Naoya	
  AOKI	
  

sounds	
  :	
  Piers	
  MORGAN	
  

solo	
  performance:	
  

choreography,	
  dance,	
  sound	
  :	
  Kentaro	
  !!	
  

光らせん	
  •	
  Corasen	
  :	
  (performance	
  décor	
  and	
  interactive	
  installation)	
  
concept	
  and	
  direction:	
  Alvaro	
  CASSINELLI	
  and	
  Danielle	
  WILDE	
  

spiral	
  base	
  :	
  Alvaro	
  CASSINELLI	
  and	
  Alexis	
  ZERROUG	
  

dynamic	
  structure	
  :	
  Danielle	
  WILDE	
  

interaction	
  programming:	
  Alvaro	
  CASSINELLI	
  and	
  Danielle	
  WILDE	
  

electronics	
  and	
  mechatronics	
  :	
  Alexis	
  ZERROUG	
  and	
  Alvaro	
  CASSINELLI	
  	
  

sounds:	
  Piers	
  Morgan	
  

sound	
  control	
  :	
  Norimimchi	
  HIRAKAWA	
  

Inertia	
  LEDs:	
  

Sewing	
  support:	
  Tsuyoshisatoshi	
  YAMAMURO,	
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  OSAKADA,	
  Saeko	
  HIGUCHI	
  	
  

The	
  OWL	
  project	
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  collaboration	
  with	
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  Andersen	
  

STEIM,	
  Studio	
  for	
  Electro-­‐Instrumental	
  Music,	
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  Ishikawa	
  Oku)	
  lab,	
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  University	
  of	
  Tokyo	
  

Interactivation	
  Studio	
  at	
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  Sydney	
  

GM	
  Project	
  Space	
  

Chiako	
  Kudo,	
  GM	
  Ten:	
  curation	
  

Kenichi	
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  translation	
  

Nami	
  Uchida:	
  support,	
  GM	
  Ten	
  

Rie	
  Okada:	
  curation,	
  YCAM	
  and	
  Studio	
  Imaichi	
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  Sachiko	
  of	
  Studio	
  Imaichi	
  and	
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  Imaichi	
  

Richi	
  Owaki:	
  video,	
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  Imaichi	
  

Bert	
  Bongers	
  and	
  the	
  Interactivation	
  Studio	
  at	
  UTS,	
  Sydney:	
  hosting	
  

Lizzie	
  Muller	
  and	
  Lian	
  Loke:	
  curation,	
  PDC2010	
  

Alice	
  McAulife	
  and	
  Zara	
  L.	
  Humphreys:	
  interns	
  

Rosa	
  Waiswisz:	
  constant	
  joy,	
  participation,	
  support,	
  sculptural	
  signposting	
  



	
  

	
  

	
  

	
  

	
  

	
  

	
  

	
  




