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DHRA 2022
Digital Sustainability: From Resilience to Transformation
Since its outbreak in early 2020, the COVID-19 pandemic has been a crisis permeating all types
of human activity. It could, thus, be conceived as a distinct hyper-phenomenon – perhaps, the first
of its kind in recent history. The creative and cultural industries represent one of the sectors
hardest hit by this global health crisis. At the same time, the outbreak of the pandemic has
coincided with a particularly worrying phase in the climate crisis, with 2020 being pronounced the
hottest year on record (NASA, 2021). In Glasgow’s COP26 meetings (31 October – 12 November
2021) questions of how we use the products of science and technology for human progress
emphatically resurfaced, and the urgent need to rethink sustainability was recognised by delegates.
Amid this context of parallel emergencies, being resilient can only be seen as the first step towards
being transformed.
DRHA 2022 will provide a forum for debate across the Humanities, Arts and Sciences, focussing
on interdisciplinary responses to the combined challenges of the COVID-19 pandemic and climate
crisis. The aim of the conference is to put forward new models of operating, reaching out,
connecting audiences, distributing content and engaging communities, with and through digital
technologies.
How can the cultural and creative industries benefit from technological advances and use
innovation to develop new, sustainable, models and practices, as well as reach out to diverse
audiences? How is COVID-19 likely to transform culture and creativity? What positive changes
could emerge from the devastating context of the global pandemic? How can digital sustainability
be rethought in an age of climate crisis? How can digital technologies reshape and transform
creative practices to make them more resilient to the medium and long-term challenges projected
for the sector and for society at large?
The DRHA 2022 conference is hosted by Kingston School of Art at Kingston University. Kingston
School of Art has a well-established and internationally renowned research culture that encourages
and supports high quality, innovative research through practice, history and theory. This rich
spectrum encompasses the critical practices of fine artists, curators and cultural commentators and
historians, alongside that of designers, film makers, performers, musicians, creative writers,
architects and other creative industries experts, all of whom have extensive professional, industrial
and commercial links.
Kingston University has a history that spans more than 120 years, since it first opened in 1899 as
Kingston Technical Institute. It became Kingston University (merging a College of Technology,
College of Art and College of Education) in 1992. The University is located in Kingston upon
Thames, one of London’s safest Boroughs, situated in a leafy, riverside location. The University
has four campuses in and around the town centre. It's a lively, student-friendly location on the
Thames, neighbouring historic Hampton Court Palace and two royal parks, while the heart of the
capital is just 30 minutes away by train.
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KEYNOTES

Keynotes

Machine for a Virtual Garden

Professor Elizabeth Price

Kingston University London, UK

Abstract
In her Keynote ‘Machine for a Virtual Garden’ Elizabeth Price will reflect upon a current visual art
project informed by research in Glasgow University Archives, specifically the Stoddard/Templeton
collection concerning the design and manufacture of carpets in Scotland.
This collection includes an extraordinary collection of hand painted carpet designs, most of which
are cartographic in their logic. They map out an ideal, imaginary ‘garden’ site within the horizontal
‘field’ of the carpet, featuring permanently blooming variations of flora and fauna. Further to this,
the material qualities of the carpet surface are used to suggest sensual, downy qualities of grass,
moss or petals, and the tessellation of repeat patterns used to infer the rhizomatic sward of
undergrowth.
This notion of the carpet imagines a terrain that is luxurious and vacant. In many of these designs
it is possible to identify dislocated motifs, including the sinuous saz leaves found in Ottoman rugs;
the acanthus scroll of Baroque; and the trefoil petal of Gothic architectures. Of course, these highly
stylised forms are already somewhat remote from the flora and foliage they depict – and when they
occur within the Templeton carpets – are also dislocated from the historical and cultural contexts
that created them.
As an artist working in moving image Price will further reflect upon how these complex image
sources are manifest through the industrial processes of carpet manufacture, specifically the
extraordinary ‘spool loom’, which shares a close technical history with the images she makes. She
will also address the related social politics of labour: the spool loom was specifically created to be
operated by women.
This project in being developed in collaboration with the Hunterian Gallery, Glasgow University. It
includes the commission of a new audio-visual work and a carpet, made in collaboration with
Dovecot Studios Edinburgh to be presented as a solo exhibition ‘UNDERFOOT’ at the Hunterian
Gallery in November 2022. The exhibition is supported by Creative Scotland, Glasgow and
Kingston Universities.
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Keynotes

Deep Green: the Role of Digital and Creative Sectors in
Achieving an Inclusive Green Recovery in Kingston

Ioanna Rossi (Curator and Chair)
Kingston Council, UK

Panellists
David Grasty, Corporate Head of Digital Strategy & Portfolio, Kingston Council
Robin Hutchinson, Founder & Director, The Community Brain
Robert O'Dowd, Chief Executive, Rose Theatre
Archie O’Neil, Community Learning & Participation Lead, Creative Youth
Abstract
Kingston Council declared a Climate Emergency in 2019 and in March 2022 its Place Committee
approved Kingston’s Climate Action Plan. The council’s ambition is to move the whole borough to
carbon neutrality by 2038, while the council aims to be carbon neutral in its own operations by
2030. To achieve this ambition, Kingston strives to combine a local vision for addressing climate
change with local economic development, just transition and arts and culture. The roles of digital
technology, arts and culture are fundamental in Green economic recovery and in creating a unique,
vibrant and inclusive place. At the heart of this are the twin challenges of addressing a climate
emergency while, simultaneously, recovering from the pandemic in a way that provides economic
uplift and improved quality of life for all of the borough’s citizens. In tackling these issues, the arts,
culture and technology industries can help with communicating how communities must alter their
behaviour and move towards more sustainable lifestyles, but can also take advantage of new
business opportunities as the need for innovation in green and low carbon services and products
continues to evolve.
With its diverse arts, culture and technology scenes, Kingston’s experience can potentially
provide lessons for other places. The borough still has a lot to gain of course through collaborations
and partnerships with other areas, as well as learning from wider industry best practice.
This panel discussion will explore the following questions:
What is the role of cultural and creative industries in an age of climate change? Local application
and perspectives
What does the creative sector do to decarbonise itself? What is the role of technology in this
process?
What is the role of the creative sector in engagement with communities to address climate risk?
What are the growth opportunities to address climate and resilient challenges?
Just transition & inclusion – can creative and digital sectors promote just transition, and how?
Behaviour change is fundamental in addressing decarbonisation; what is the role of data in this
and how we collect it?
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Keynotes

The Needs of Media

Michael Nitsche

Georgia Institute of Technology, USA

Abstract
Perspectives of a sustainable future require a re-thinking of how we build tools to make our
arguments. This talk will center around the idea of “vital media” and how we need to accept
material factors in our thinking about media design. It turns away from human-centered approaches
and leans on ideas of New Materialism to call for a media design that takes its material
collaborators seriously. Connecting vital media to performance and craft, the argument presents
examples for a balance between self-expression and material evolution. Its main goal is to steer
the conversation toward design approaches that recognize that the living body and its
dependencies on the world around it are at the heart of what media are about. Vital media exist to
not only help individuals fulfill their potential through expression, but also to realize the agencies of
materials in the equally active surrounding world. In that way, they may just provide the necessary
means to explore shared futures.
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Keynotes

Sustainability within a Market-based Ecological Order

Patrik Schumacher

Zaha Hadid Architects, London, UK

Abstract
This paper argues that architecture and urbanism have progressed and will continue to progress
their ecological orientation on the basis of the soft power of markets and discourses rather than on
the basis of hard political power. The current improvements in sustainability are largely a result of
private initiatives like the various voluntary certification schemes that have spurned efforts and
established quantitative criteria and accountability. These schemes are “enforced”, or rather
incentivised, through reputation mechanisms. The self-imposed pressure to clean up and do good
opens up the search for solutions. The best solutions and best practices have emerged on a
voluntary basis, via scientific research and competition as discovery mechanisms. Mandated rule
books and regulatory impositions arbitrarily constrain and distort this discovery process. The risk is
that state power usurps and freezes these achievements and, in terms of motivation, substitutes an
attitude of compliance for a spirited competitive striving. ‘One fits all’ rules only take account of
ecological costs and, and in contrast to markets, cannot take account of the benefit side. Blanket
rules forgo the opportunity to differentiate between the importance of the purpose of the various
buildings, and do not allow the identification of institutions and life processes that would merit extra
high energy consumption. Rationality implies economy, i.e. cost-benefit weighing. This requires
freedom. Freedom is also a precondition for creativity and the discovery of the best science-based
engineered solutions that often violate rule book parameters.
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Keynotes

Materialities of Knowing, Scholarly/Arts Collaborations and
Digital Tech. Possibilities for a New Kind of Humanism?

Joost Fontein

University of Johannesburg, South Africa

Abstract
This lecture proceeds in three parts. I start by outlining the possibilities for a new kind of
humanism which derive from the profound uncertainties, unknowability and excessive potentialities
of material stuff. Over recent decades a burgeoning body of work across the social sciences and
humanities has begun develop ‘post-postmodern’ approaches towards understanding human
relations in and with the material world; focusing, for example, on the materialities and ‘agency’ of
objects and things; the properties and flows of materials; science and technology studies; affect;
‘ontology’; ‘human-animal relations’; ‘new materialism’; and many more. This broad scholarship has
sometimes been lumped together under the term ‘posthumanism’. Although much of my work has
focused on what the stuff does, I am wary of the notion of ‘posthumanism’ because of the
continuing importance of pursuing the political project of recognising shared humanness, which
seems as urgent today as it ever was; maybe more so. If the analytical apparatus of ‘humanism’
has rightly been subject to profound critique, we should still hold onto the vital promise of
recognising and celebrating our shared humanity. We need a new kind of humanism and the basis
for this is, I argue, to be found in shared experiences of the uncertainties – and subjunctive
possibilities – inherent in the excessivities of stuff. Inherent in this vision is a need to forge new
ways of engaging with the productive contingencies of stuff in the production and exchange of
knowledge, as irreducible to semantic closure, incomplete and emergent, and from where all
subjunctive ‘could bes’ ultimately emerge. This amounts to a ‘decolonising’ move in the proper
sense of that term, in that it demands being open to different ways of knowing; to diverse
intellectualisms operating in multiple registers away from the textual and semantic dominance
common to academic knowledge. In the second part of the lecture, I draw on some recent
collaborations between artists and scholars in order to explore how humanities research could
benefit from deeper intellectual engagements with artists and creatives who embody, at least
potentially, a better sensibility towards understanding what stuff can do and how, and therefore
also, perhaps, to opened-ended, multiple, incomplete and emergent ways of knowing. This leads to
the third part of the lecture where I turn, tentatively, to what I know least about: digital technologies.
One of the exciting possibilities that new digital technologies offer this discussion lie in the kinds of
questions they raise about the relationship between stuff and meaning/representation; signs and
what they signify. In the wake of a trajectory from 1990s techno-optimism to the techno-pessimism
and fear of the 2000s, and onto a growing recognition in the 2010s and beyond of how new
technologies entrench exclusionary politics, inequalities and divisions, we can ask whether new
digital technologies reinforce older, cartesian dualities or offer new ways of thinking, knowing and
being beyond them? While the binary code upon which digital technologies are built seems
inherently cartesian and dualistic, the potential affects of constant bombardments of images,
sounds and text often seems, like stuff itself, excessive and irreducible to semantic closure,
certainty and stabilisation. In this light, we are left with questions: what can ‘other ways of knowing’
(ie like artists and creatives operating in other intellectual registers) offer our understanding of the
promises of new technologies? And vice versa: what can engagement with the potentialities of new
digital technologies offer our understandings of multiple intellectualisms and ways of knowing’?
And, what possibilities do they offer for forging the new kind of ‘posthumanist’ humanism that we
began with? Without pretending to offer complete (or even any) answers, in conclusion, I explore
whether a difference between ‘editing’ and ‘curation’ might be useful for understanding the
potentialities of a new humanism forged around both digital technologies and the uncertainties of
stuff, and for embracing multiple, incomplete forms of intellectualism and ways of knowing.
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Panels

Sunlight Doesn’t Need a Pipeline: Imagining a
Redistributed Ledger of Responsibility in the Arts

Danielle-Maria Admiss

Stanley Picker Gallery & Kingston University London, UK

Samuel Onalo

Kingston University London, UK

Abstract
Today, working life is entirely mediated through our connected devices permeating all aspects of
art production, but little is known about the extent to which digital impacts the climate. Various
studies have attempted to estimate the digital CO₂ footprint, some claiming it releases emissions of
the entire aviation industry (ICT, 2020). At the same time, even though there is an urgent need to
radically reduce pollutants, there are strong arguments why carbon monitoring itself doesn’t relate
to actual value. Scientists, environmentalists, and activists have warned that compensation
systems provide dire consequences for the environment and allow western-northern hemisphere
nations licence to keep polluting (Drury, 2019). In the art and technology sector, a lack of
standards, regulations, or agreed measurements have meant consistent underreporting, no clear
lines of accountability between artist and institution, and a worry that increasing costs will create
further barriers and precarity for many art workers. Underpinning both these arguments is a
fundamental absence of cross-disciplinary discussion about the very real ways in which pollution,
capitalism, and colonialism are entangled (Verges, 2020) limiting meaningful conversations about
the redistribution of money and power needed to achieve a Just Transition.
To understand how accounting for carbon emissions and other forms of toxicity might be
imagined otherwise, in this paper Admiss and Onalo present a thought experiment: a vision of a
distributed blockchain ledger of carbon responsibility for art workers run on renewable energy.
Although lambasted for their perpetuation of neoliberal and extractivist value systems, blockchain
technologies have the potential to reorganise how money, goods, production, and power flow
through the arts and invite a conversation about ‘values’ and ‘relations’. Here, using blockchain as
a blueprint to reimagine carbon responsibility is not a techno-solutionist strategy, rather, it is a way
of accounting for the universalising and particularising tendencies in contemporary social, political,
and economic systems relating to art production today. The purpose of this experiment then, is to
think with blockchain to collectively speculate on what it would mean for art workers to be socially,
culturally, ethically, and materially accountable for their carbon emissions. Drawing upon cyber
security researcher, Samuel Onalo’s ‘Virtual Private Blockchain’ as a foundation for a discussion,
the presentation takes listeners through the infrastructure, interactions and behaviours that would
occur if art production required a holistic carbon accounting blockchain. What must we keep and
what must we let go? How might distributed technology help us think through redistribution and
transition? And how do the same systems oppress art workers in different ways? Interspersed are
case studies—from Tonga's “volcano remittance project” to Ethiopia’s “diaspora bonds”—that
investigate the Global South’s green survival experiments. These are entry points into
conversations about climate debt/reparation, migration/displacement, remittance/gifts and security/
borders.
‘Sunlight Doesn’t Need a Pipeline’ is a curatorial co-creation project that explores and works
toward a just transition in the arts. Through community-driven artistic research, workshops and
radical pedagogy, the project collaborates with activists, researchers, and local communities to
create an open-source decarbonisation plan for art workers.
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Situationism and Seduction in the Sinosphere: Interactive
Dramaturgy in Practice

Bill Aitchison

Nanjing University, China

Abstract
My paper that discusses the issues of intimacy and framing in the online performance Love in the
Time of Corona (first performed in April 2020). My point of view is that of director of the work and I
will focus on the context, intention, rehearsal process, result, and possibilities this work has opened
up.
This bilingual (English and Mandarin) performance was conceived and created through the first
phases of the epidemic with a group of seven performers based in China, the UK and US. The
piece is a telematic performance using live one to one video calls on phones between performers
in their homes and audiences in theirs.
I want to focus on the question of intimacy within this performance as it made some unfamiliar
demands upon the performers and required a heterogeneous directorial approach.
I will first describe how we found the performers’ material which was drawn from their personal
experience of the virus. This will be put in context for, when confined in quarantine, the personal
and political merged. The highly individual experiences, of both performer and audience, were
politically mandated and varied considerably according to such factors as social class and nation
state.
I will then look at the challenge of using domestic spaces as quasi stages within the series of
seven distinct online encounters. In order to do so I will look at two of the major influences on this
work: situationism, particularly the SI influenced work of the Croatian multi-media group Shadow
Casters, and seduction.
I will describe and assess the use of domestic space, in particular the movement through it, as
the virus and technology had created new rules of spatial usage. I will then look at the question of
building an intimate relationship between performer and audience.
A number of techniques were drawn from the seduction community often referred to as pick-up
artists. The material here is also rather broad and largely shunned from serious discussion. I will
look at how such techniques as openers, reframing, changes of location and speaking to the core
person were and were not useful, as well ways in which this helped build the performer’s online
persona.
I will conclude by assessing some of the possibilities this work has opened up and where it may
next be taken.
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Curating the City: Observations of an Emerging Global
Urban Initiative and its Digital Futures

Kristina Anilane

Kingston University London, UK

Abstract
This research project introduces Curating the City as a new discipline aiming to suggest urban
transformation and adaptation through speculative practice. It uses speculation to test a curatorial
tool kit for the urban environment: new modalities of urban development that interact with the
communities through space production in the public areas. Supported through a collaborative
dialogue between curators, architects, designers, governments, activists and citizens, this practice
employs curatorial formats, methods and techniques such as exhibitions, installations, interventions
and events creating a living experiment in the city. Curating the city is suggested as discipline
within the expanded curatorial field, where urban curators envision the opportunity for community
building, the implementation of alternative construction methods and influencing local and national
policy through master planning. There, urban texture becomes the platform for untested thinking
but with the potential of life application. The project enriched its theoretical implications through an
in-depth case study analysis, all of which — while experimenting with the angles of vision and the
curatorial implications — are concerned with creating frameworks of civic life, urban innovation and
challenges for enriched communities of the future. The juxtaposition of estranged topographies,
typologies (on the level or organisation and function), political contexts and chronologies provide a
grid-framework for analysis of representative global urban reality.
http://intar-journal.risd.edu/volume-9/
https://www.storeprojects.org/events/store-x-heatherwick-studio-summer-school/
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Intangible Threshold: Virtual Touch Performance Analysis

Camille Baker

University for the Creative Arts, UK

Susanne Palzer

Independent Artist, UK

Abstract
Intangible Threshold was a performance collaboration commissioned by Access Space curator
Jake Harries in October 2020. The collaborative project investigated methods to understand what
connection over distance might mean, how to collaborate virtually, and what form performance
might manifest when using only computer screens and other available technology. Two artists,
Susanne Palzer and Camille Baker, came together from different backgrounds in performance, to
answer the question: what methods do we have at our fingertips to brainstorm, devise, and
rehearse for live performance during COVID times in 2020? Through regular online meetings,
discussion, experiments in digital connection through cameras, performative acts using video
conferencing tools, they explored ways to address the meta-concepts of virtual touch, distant
relationships, connecting with nature as replacement for human physical interaction, as well as
lockdown restricted and the impossibility of collaborating and performing live in-person.
Baker and Palzer developed a number of different responses to the problem they set for
themselves through gestural play to create a partial answer to what performance can be and mean
in these difficult pandemic times. With Intangible Threshold the artists created a different form of
touch communication through image exchange, layers of images, layers of paper, layers of travel,
layers of ideas, layers of nature, layers of gestures, layering experiences — exploring layers of
touch and layers of inquiry. They discovered that in the act of rehearsing the gestures as
choreography, juxtaposed with video recorded tests and multiplied layering or collaging of recorded
videos of the gesturing, that they became confused as to which were the real and which were
recorded versions of themselves that were performing — resulting in a blurring of these presences.
This confusion led to new reflections on how to distinguish these different modalities and versions
after too many layers performing simultaneously. It brought into play issues and concerns around
liveness and presence in real and virtual performance of other key theorists and artists who came
before, such as Auslander and Phelan, which the artists did not have time to address in the
durationally constrained collaboration.
The outcomes of the commission included a video montage (performance) of the physical/
analogue gestures from the photo exchanges, the digitally printed photos themselves, the captured
videos of screen gestures and devised choreographic actions, and the recorded video layering.
Baker and Palzer’s choreography was distilled from these exchanges and performed “live” online,
as the culmination of the collaboration. The artists also wrote a reflective essay on the experience
and process for the project legacy, alongside the digital archive collection of the interactions and
activities. Finally, they participated in a live interview on the collaborative process, led by Jake
Harris, the Director of Access Space, archived on the Access Space website.
This article will address the conceptual underpinnings, reflective musings and practical issues
faced by the artists during and after the residency.
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D'un corps à l'autre

Tsovinar Banuchyan

Université Paris 8, France

Cédric Plessiet

Université Paris 8, France

Abstract
The performative installation D'un corps à l'autre (From one body to another) that we propose
here for DRHA2022 had to be reconsidered due to COVID-19 outbreak and was therefore
transformed into a multi-site installation in virtual reality. The presented work had to be part of a
specific exhibition space, where the body of the performer (co-author of the work) would be
accompanied by her virtual representation, projected onto her body via a tablet. During the
pandemic, the impossibility of physical presence erased the notion of the encounter between the
artist and spectator, between artwork and interactor. Numerous institutions have chosen to
organize virtual presentations, which has allowed spectators to attend artistic events without having
to travel. We therefore wanted to rethink and move the work into a multi-user virtual space. As
Michel Bret writes in his article Virtual Living Bodies "The real-virtual duality (which covers that of
body-mind must be overcome in favor of a redefinition of both terms: the real integrates henceforth
a virtual component (since we perceive the virtual) and the virtual cannot exist outside the real
(since it is expressed through material machines)”. In the artwork Eve Dance is an Unplaceable
Place by Margherita Bergamo and Daniel Gonzalez, an interactive performance “makes possible
the encounter between the virtual and the real.” In this participatory dance show, touch is essential,
because while the spectators find themselves/ the audience finds itself in a virtual universe where
the different dancers offer to repeat their gestures, a real dancer accompanies the spectators in
reality by endowing them with the possibility of having genuine feelings. The objective of our work
is to show how a performative installation gradually transforms into a digital work that offers remote
interaction. This raises the question of how to succeed in creating not only the artwork, but also a
virtual space for its representation, sharing and meeting with its audience. Thus, in our work the
performer fulfills a choreography in real time thanks to a motion capture device and takes control of
three realistic virtual bodies created from a digitization of herself. The performance can be
observed in a form of mediated interaction through a virtual reality headset. Spectators are being
materialized in the virtual space as fire that can move freely, observe the scene and interact with
the three virtual dancers. These can be also realized by MGAM model either a virtual puppet
controlled by the artist or semi-autonomous golems that perform programmed behaviors according
to the actions of the spectators. In consequence, we moved the originally planned performance in a
real space into the virtual world. This artwork will be accompanied by an article that will show how
virtual reality manages to bring the work closer to the audience despite physical distances and how
performance becomes a game between a real body and a virtual body, as well as how virtual
characters communicate with each other by creating an illusion that they are free to move and are
not being directed by anyone.
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Comparative Analysis of 3D Reconstruction Methods of
Symbolic Elements of the Mapuche World, Based on Deep
Learning Models.
Ignacio Gabriel Bugueno Cordova
University of Chile, Chile

Luis Fernando Garcia Lara

Catholic University of Temuco, Chile

Abstract
This work arises in the context of the transdisciplinary research group led by the authors, which is
aligned with the objectives proposed by the Innovation and Territory Laboratory of the Department
of Design of the Catholic University of Temuco.
The heritage rescue promoted since 2003 by Unesco in its convention for the safeguarding of
Intangible Cultural Heritage is the foundational basis of our research group, which focuses on the
generation of new cultural expressions with the integration of state-of-the-art intelligent
technologies. Our aim is to rescue, transcribe/translate and create new expressions based on
audiovisual recording material housed in various previously validated repositories.
Photogrammetry has been one of the processes we have used to digitise the physical world, as
we have carried out the survey of various elements and symbolic objects using proprietary digital
platforms such as Autodesk's ReCap, Photomodeler, Meshroom, Colmap. Also, highlighting the
importance of state-of-the-art Deep Learning-based expert methods for 3D reconstruction (as
discussed in the article Han, X. F., Laga, H., & Bennamoun, M. (2019). Image-based 3D object
reconstruction: State-of-the-art and trends in the deep learning era. IEEE transactions on pattern
analysis and machine intelligence, 43(5), 1578-1604), we make use of novel Artificial Intelligence
models that enable a three-dimensional planar reconstruction from a two-dimensional image, 3D
Shape Reconstruction via 2.5D Sketches, a Transfer Learning-based monocular depth estimation,
and a Multi-view stereo image-based 3D reconstruction.
In this research we carry out a comparative study between the various results obtained from
these different approaches, superimposing the volumetric results, establishing the volumetric
differences between them and with respect to the physical object. We also offer a general overview
of the digital platforms used and the assertiveness of the three-dimensional model compiled using
this technique.
For this purpose we have selected three symbolic elements from the Mapuche world, the Kollón,
the Chemamull and the Rewe. The Kollón is a mask used in the Ngillatun and Machitun
ceremonies, the Rewe represents the seven platforms that make up the Mapuche cosmovision and
the Chemamull is an element placed in cemeteries in the shape of a human that points to the place
where the sun rises.
As a result, through this work, we present a novel proposal that contributes to the rescue and
preservation of the inherited cultural heritage, particularly of the Mapuche native peoples, by
reconstructing and recreating high-precision three-dimensional ecosystems, making use of
intelligent and cutting-edge technologies that add value and a sense of belonging to the culture.
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New Models for Engaging with the British Council
Collection Online

Elliott Burns

Ritika Biswa

Rita Aktay

Doreen Ríos

UAL / Off Site Project Ltd / British Council, UK
British Council, Turkey

British Council, India
CENTRO / Anti-Materia / British Council,
Mexico

Abstract
How can user-interface design animate an art collection without relying on established and
Western-centric online archive models? What forms of engagement have an appeal to diverse
global audiences and harness art as a means to generate international connections? Can
engagement become a tool of trust and a key to making better curatorial decisions?
At the beginning of January 2022, the Museum Without Walls 2.0 research and development
programme was launched by the British Council and spearheaded by Off Site Project Ltd. Tasked
with contributing to the renewal of the British Council Collection’s overseas relevance, the project
sought to develop a set of three prototype models of online collection display that actively resist
archive protocols and instead focus on human centred modes of design that draw upon the study
of digital humanities in the Global South.
Each of the three prototypes has been produced in partnership in one of three universities (IIT
Jodhpur in India, CENTRO in Mexico and Koç University in Turkey) and in relation to the interests
and professional expertise of the teams adopts a different set of principal considerations.
In this paper presentation, project team members will outline the structural design of the Museum
Without Walls 2.0 programme and the specific British Council Collection context it emerges from;
before shifting into a discussion of the three resultant prototypes. Based upon their designs, each
prototype will be positioned as a specific advocation for certain techniques of connecting audiences
in the Global South with the holdings of international art collections.
Finally, in the form of a conclusion we will summarise the current status of the project and how it
has been used by the British Council to inform their future digital strategies.
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Drone Outlooks and Digital Textscapes: Experimental
Sensory Practices for Expanded Environmental
Imaginaries
Richard Carter

University of Roehampton, UK

Abstract
This paper discusses the artist’s ongoing work in developing experimental modes of
environmental sensing and sense-making, deploying drone platforms and processing airborne
terrain imagery using algorithmic routines to generate visual-poetic artworks. This process seeks to
expand conceptions of what it means to know and depict present environmental crises through
digital sensors.
Jennifer Gabrys has noted that human understandings of a precipitously changing world are
made possible through planetary scale sensory infrastructures. Varied orbital and aerial platforms
play a critical role in this context, turning gravitational arcs and atmospheric forces into components
of a globalised observing apparatus that parse terrestrial signals into bodies of data. By necessity,
these sensory operations are predicated on the entanglement of human and more-than-human
agencies (materials, machines, atmospheres, landscapes, light) to enact a cycle in which these
signals are concurrently gathered, encoded, and interpreted. Such actions crystallise varying
thresholds defining the observable, intelligible, or extraneous, but these are always contextualized,
contingent, and generative of their objects of study. It is here that Gabrys, along with other sensory
theorists past and present, express concern that the datafied, unified Earth presented by digital
sensory practices are reproducing the very figures of totality, regulation, and colonial enclosure that
facilitate extractive, exploitative socio-economic patterns.
This paper advances the proposition that artistic research offers a provocative avenue for
experimental reworkings of digital sensory practices. This can involve charting phenomena, affects,
and contexts that are rendered incommensurate and invisible by extant digital sensory paradigms,
and, in so doing, crystallise an expanded array of imaginaries concerning how we might navigate
and represent a profoundly damaged, technogenic ecology, in which digital technologies are critical
drivers of ongoing harm while concurrently representing a means of negotiating better paths
forward. Jussi Parikka has characterised such undertakings as ‘speculative media archaeology’,
wherein reflexive medial questions drive the production of both conventional scholarship and other
kinds of artefactual production and aesthetic provocation, with the goal of critiquing assumptions
encoded within technology itself and its enabling practices, testing concretely different ways these
might be reworked.
It is in such terms that this paper will present the author’s ongoing projects “Waveform” and
“Landform”, which are attempting to realise digital sensory practices that are sensitive towards, and
generative concerning, the questions and problematics noted above. Both projects involve
automated, experimental processing of airborne drone data to create artworks fusing terrestrial
imagery with generative poetic text. Designated as “textscapes”, these hybrid artworks feature a
vocabulary drawn from varied environmental writers and theorists, establishing speculative
dialogues between the latter’s ecocritical representations and those generated by digital sensory
data. This paper will consider these complex dialogues—laden with frictions and breakdowns—as
suggestive of a nascent, speculative poetics of digital environmental sense-making, before
considering the complex responses of wider audiences towards the “Waveform” and “Landform”
projects more broadly. This paper will conclude by observing how both projects demonstrate the
critical value of experimental uncertainty and productive ‘failure’ in digital arts practices that seek to
expand contemporary environmental imaginaries, and so avoid lapsing into technological
solutionism.
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Making a Mark: Craft, Co-Creation and Communication in
Digital and Analogue Spaces

Megha Chauhan

Community Couture, India

Priyanka Borar

Independent Artist, India

Aniela Fidler Wieruszewska
Community Couture, UK

Abstract
COVID-19 pandemic had an adverse impact on the Indian artisan and other associated cultural
practices. These changes have guided the artisans to explore the possibilities of the digital platform
and technologies, enabling digitization as a ‘democratic endeavour towards an experience
economy (Kalkreuter et al., 2020). Make a Mark: Community Couture, British Council funded UK x
India collaborative project explores means to make a mark using digital media and analogue craft.
The paper is based on the research conducted through observations and conversations with
artisans during short field trips with the participants and zoom webinars with textile artisans in
Rajasthan, India. One of the aims of the fieldwork was to build an understanding of ways
technology enhances the artisans’ skills which further aided the development of a recording kit. The
paper through the findings discusses how new ways of collaborative making may emerge from
artisans’ use of digital tools. Furthermore, it provides insights into technology’s role in the
transmission of cultures and highlights the opportunities for scaling up digital upskilling for capacity
building.
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Supporting People Living with Dementia to Accessibly and
Meaningfully Engage in Creative Arts Activities Online
During the Lockdown
Justin Christensen

The University of Sheffield, UK

Renee Timmers

The University of Sheffield, UK

Jennifer MacRitchie

The University of Sheffield, UK

Abstract
Creative arts activities presenting opportunities for leisure and self-expression can also offer
many benefits for people living with dementia including improvements to health and wellbeing.
During the lockdown of the COVID-19 pandemic, arts organisations that offer services to people
living with dementia had to transition their activities that previously involved face-to-face
interactions to remote delivery, which led to changes in accessibility and types of services offered.
Aiming to understand the accommodations and adjustments that were made for people living with
dementia to access arts activities through technology, we conducted a survey with arts-workers
involved in the remote delivery.
We conducted a survey that included a combination of qualitative and quantitative questions,
distributing it online to arts workers that were delivering arts activities remotely in the UK to people
living with dementia during the pandemic (and conducted structured interviews with other
participants to supplement the survey responses). Survey questions included what types of
activities were employed, how the activities changed due to remote access (including motivations
for access), what tools were used, what technological support there was for access, and how this
affected the number of people they were able to reach with these activities.
Twenty-seven arts workers (average age 47) delivering music (23 respondents), arts (8), crafts
(4), dance (6), drama (3), and word-based activities (1) responded. The main tools used included:
Zoom, YouTube Live, Microsoft Teams, and Facebook Live. Several themes emerged from the
thematic analysis of open-ended responses: i) gaining a sense of community, finding structure and
purpose, and combatting against physical isolation were perceived to be major motivations for
people living with dementia, ii) creating opportunities for choosing, contributing input, and sharing
was important, and iii) changes in access resulted from the shift to remote delivery such as
difficulty for people living with dementia to interact through technology, user setup and
maintenance needs, and the possibility for geographic expansion of the remote service.
The findings highlight the diverse, individual needs of people living with dementia in group arts
participation, while still prioritising their motivations for participation including sense of community,
structure, purpose, and combatting against feelings of isolation during the pandemic. The findings
also indicate that the remote activities that gave opportunities for meaningful contribution while
simultaneously having a multitude of possibilities for access for people living with dementia were
particularly successful. It is speculated if some of these new points of access can be continued in
hybrid or online settings that this will increase access and benefit individuals living with dementia
who currently experience challenges in face-to-face settings.

19

Panels

"To do nothing but grumble and not to act ..."

Clare Conway

Kingston University London, UK

Matt Hams

Kingston University London, UK

Abstract
William Morris: Wallpaper Man was a hybrid series of exhibitions and online events held between
October 2020 until July 202
It featured new work by members of the Kingston School of Art alumni and students’
interdisciplinary group: The Storybox Collective. Created in collaboration with the William Morris
Society, the work—inspired by the legacy of Morris as visionary thinker and ‘protector’ of natural
and man-made environments—explored the resonance of Morris’s work in the context of the
ecological and political issues of today. Most of the work curated in the series was created between
March and October 2020 at the height of the COVID-19 pandemic with the makers constrained by
the physical and digital tools and materials they had to hand. Fuelled by the isolation of global
lockdowns the Collective applied agile approaches to the development of collaborative practice
using digital tools and environments, enabling opportunities to connect and to assess ‘work in
terms of shared experiment, collective trial and error’ (Sennet, 2008). The resulting work is all the
more remarkable for this, as is the diversity and range of responses, the approaches to making and
the craftsmanship and quality of the outcomes.
Due to the constraints of the pandemic, the work was first presented in a Zoom online Private
View on 22 October 2020. Preparation for the online launch event focused on establishing effective
approaches to curating a global, social and cultural online experience in a way that best
communicated the process of collaborative practice and the range of outputs and methodologies.
By applying a hybrid approach to the curation: filming the work exhibited within the physical space
of Morris’s Kelmscott House; screening short films interspersed with screen-shared presentations;
encouraging audience participation by creating themed breakout rooms responding to a William
Morris quotation from his Socialist writings, digital technology enabled an immersive and engaging
hybrid experience that contextualised the project’s scope, providing opportunities to reach new and
diverse audiences beyond that originally imagined.
This paper and accompanying short film document the progress of the project and its outputs,
examining how technology can be applied to co-create and communicate analogue and digital
outputs in physical and digital environments. From the printmaker and her 4-year-old daughter
foraging for oak galls to make natural dye, the Talisman Stacking Project which invites participants
to explore the social and environmental possibilities of open-source online repositories, to the
project using AI to generate new Morris patterns, we showcase how digital technologies enabled us
to achieve and build an ongoing legacy during a time in which we were physically constrained.
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Metacities & Art of Living Odyssey
Transmedia Storytelling, participatory production and
geolocated narratives applied in future research, heritage
and tourism.
Demitri Delinikolas

National & Kapodistrian University of Athens

Penny Papageorgopoulou

National & Kapodistrian University of Athens

Nick Pattas

National & Kapodistrian University of Athens
Abstract
In this paper we present two projects which experiment with transmedia storytelling, participatory
media production and geolocated narratives. The first one is called Art of Living | Odyssey and
applies the above mentioned methods and practices in cultural heritage and tourism. The second
project, called Metacities, uses the same theoretical framework on a collaborative worldbuilding
experiment, which develops a fictional futuristic geolocated narrative in the city of Athens.
Both projects use a variety of mediums including videos, cinematic VR, text, audio, illustrations
and XR experiences and use interactive maps to connect them into gamified narratives. Using a
transmedia approach the projects interconnect the different artworks and create hybrid experiences
linking the physical and virtual space. Whether using heritage or futuristic fiction the participants
are motivated to reevaluate the physical experience as it is interwoven with the narratives. This
aims to use digital storytelling as a motive for movement and travelling rather than a static
engagement with media.
Art of Living | Odyssey is based on the field of archaeological research called Homeric
Geography connecting together various locations which are mentioned in the Odyssey. The project
has already started in the island of Corfu and further expanded in Malta. Metacities has started in
Athens and calls creators to imagine a plausible future of the city and create a common storyworld
investigating different aspects of urban life, including the natural and built environment,
transportation, socio-economic conditions, etc.
Both projects experiment with collaborative processes in media creation, but Metacities expands
on this idea by creating a methodology for achieving a common storyworld that can be used by
creators to develop their own expansions and achieve artistic coherence and worldbuilding
continuity. The artists are enabled to develop their artworks individually, but their content can only
be added to the storyworld upon being voted, modified and accepted by the rest of the team. The
aim is to promote the cultivation of democratic processes and allow for both bottom-up and topdown creative practices, in order to simultaneously sustain polyphony, as well as artistic
coherence. By using actual locations to geolocate the fictional narratives, creators are motivated to
engage in future research and create more sustainable and plausible narratives.
In both projects a ludic methodology is adopted, which urges the audience to experience and
combine various artworks in order to proceed further in the storyworld or to discover hidden
locations in physical space.
These two projects are developed in parallel, yet their methods often intersect and cross pollinate
each other. It is expected that they will be further developed with the contributions of an expanding
community and thus can be studied alongside as tools for exploring digital transmedia storytelling
and participatory design.
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Co-designing a New Architecture Curriculum during a
Pandemic

Aoife Donnelly

Tom Coward

Andrew Clancy

Bruno Silvestre

Kingston University London, UK
Kingston University London, UK

Kingston University London, UK
Kingston University London, UK

Abstract
Whilst navigating the Pandemic times of 2020-21, a Departmental team worked collaboratively on
the curriculum design of two new courses. This paper will chart the course of the two-year project,
the synthesised outcomes generated and the innovative hybrid practices developed in response to
COVID restrictions.
Our ambitions in the revalidation work ranged from keeping abreast of and aiming to lead around
changes within the academic, disciplinary and regulatory contexts, to acknowledging how our
Department has grown and altered in shape and demographic since the last significant course redesign took place. We sought to depart from our former synoptic model and create a highly legible,
more open and accessible course, with a fresh and innovative narrative structure at its heart.
Under the well-established ethos of ‘Thinking Through Making’, and an ‘art school’ pedagogy
which is problem-driven, student-centred, and practice-based, the courses of architecture have a
clear position in the discipline. This identity is grounded in a close reading of the designed and built
work as being the primary carrier of architectural meaning. The revalidated courses seek to build
from the situation of each student to a clear articulation of architecture as a common ground
formed of diverse peoples, histories, and traditions.
The curriculum design process used multiple digital platforms from Miro to Zoom, Teams,
WhatsApp and Box to facilitate a plural and interlinked conversation to advance thinking and share
insights, and reservations. These were invaluable in opening up the conversation, imagining the
nature of the future courses, sketching, discussing, listening, and constructively dissenting.
Conversations ranged widely in form — expanding what ‘hybrid’ working might look like.
Workshop sessions in the physical spaces of Knight’s Park also captured colleagues in the digital
space of a live teams call, supporting live co-creation and editing of word documents on Teams,
whilst the common ground of a digital Miro board captured references and charted the evolving
thinking. Wider sharing embraced physical exhibition and online discussion.
This iterative process allowed the gradual augmentation of synthesised course proposals and
culminated in the successful revalidation of both Masters and BA courses at panel in February, with
a series of commendations:
1. For the collaborative process embracing the staff, students, and encompassing diverse
opinions in building to a consensus.
2. For the potential it establishes in setting out to embrace the potential of decolonisation as a gift
to all, foregrounding subjectivity and rigour in making space for new stories and futures.
3. For developing a highly innovative pedagogy, using a narrative structure to support each
student’s potential in the discipline.
Along the journey of course design, the student population, wider team of colleagues, Faculty,
industry partners and employers were engaged in the conversation. The paper will expand on this
process and the methodologies employed to achieve a course which has all of these voices
embedded within it.
Ultimately, revalidation provided the space to think about what it is that we do as educators and
practitioners- the responsibilities and joys of teaching, philosophically and practically.
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Claiming a Role for Digital Sustainability in the Framing of
Cultural Values in Heritage Sites

Heba Elsharkawy

Kingston University London, UK

Haitham Rashed

University of Prince Mugrin, Saudi Arabia

Abstract
Heritage is a constituent of the cultural tradition, and an important component of societal and
community welfare. This comprehensive vision merges both tangible and intangible dimensions;
architectural and historical values. As a result of globalisation and implementing new, innovative
technologies, people residing within heritage sites have started to realise the significance of their
voices in shaping their lives and futures as they can actively contribute to their cultural values by
coproducing heritage knowledge. Historic Cairo and the historical area of Jeddah, the in-depth
case studies of the presented research project, are acknowledged worldwide as two of the most
authentic and outstanding examples of the extraordinary Islamic monuments, and World Heritage
Sites. The presented study adopts a mixed-method research design with in-depth comparative
case studies for a comprehensive analysis of the research problem. This mixed methodology has
had the benefit of combining data collection techniques; interviews and questionnaires in order to
explore more fully the context of both case studies. Space Syntax digital tool has been adopted to
understand and model the evolution of urban patterns and structures in these two historic sites. It
highlighted the integrated and segregated street segments and provided insights to guide the
process of developing the proposed interventions. Space syntax technique highlighted the
importance of improving accessibility within Historic Cairo and the historical area of Jeddah as part
of these areas suffer segregation and high volumes of traffic. Drawing from the survey results along
with lessons learnt from other development initiatives in heritage sites, and complementing this with
Space Syntax analysis techniques, a set of tailored design guidelines is generated for sustainable
development in Historic Cairo and the historical area of Jeddah. The analysed results highlight the
recommendations to decision makers on how best to encourage and incorporate stakeholders’
views in future interventions implemented within their rich historic contexts. The discussion
highlights that while some roads will always be needed, it is crucial to rediscover streets as both
social spaces and as connecting elements within heritage sites associated with the quality of public
life. Thus, the physical interventions in these sites are not complete until the urban blocks of high
transformability index are re-planned, open spaces are designated, and the widths of the roads are
determined.
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Digital Pedagogy to Enable Education for Climate Literacy

Heba Eihab Elsharkawy

Kingston University London, UK

Haitham Rashed

University of Prince Mugrin, Saudi Arabia

Abstract
No doubt the COVID-19 pandemic has had its adverse repercussions across the world. It has,
however, revealed some valuable benefits in the ways people adapted to survive the temporary
disruption in their lives and livelihoods. With global and national lockdowns, a swift shift to online
modes of working, learning, trading, etc. evolved along with the transformational digital tools that
enabled it. In education, multiple digital technologies have been developed and enhanced to
support interactive online learning experiences in attempts to mirror what used to take place in the
physical learning environments. Educators embraced the inevitable shift to the learning
environments and explored the opportunities facilitated by the vast variety of digital technologies.
This shift also encouraged students to become more digital savvy with their learning, developing a
crucial graduate aptitude: digital proficiency. In the built environment subject areas, climate literacy
has also gained momentum over the last decade and has been established as a key competency
for all university graduates.
Moreover, there has been a fast-paced drive to raise the climate literacy knowledge and skills
within architectural education. Learners should be engaged in real life case studies to support and
develop critical evaluation of available and innovative solutions, and reflection as learning
approaches. Learners should also be encouraged to confidently disseminate their learning
experience and knowledge in their profession through partnership with their peers in their
communities and practices. They are introduced to new ways of working collaboratively with
stakeholders in the construction industry, including clients, contractors and suppliers. Education for
climate literacy should, in essence, adopt deep learning approaches based on pedagogies that
combine knowledge acquisition with critical thinking and problem-solving techniques (i.e.
transformative learning), in order to ensure creative and relevant solutions are developed in
response to real life scenarios. There is a necessity for a paradigm shift from transmissive to
transformative for good practice climate literacy education. Hence, innovative digital and
conventional pedagogical methods, course structures and content, learning outcomes and methods
of delivery should facilitate deep learning and develop problem solving skills. Hence, the outcomes
of climate-literacy-focused education are crucial to support national and global governments’
strategic plans and goals to mitigate the impact of climate change. This paper discusses state-ofthe-art educational approaches, with a particular focus on digital pedagogies, that enable an
enhanced, experiential and solution-based learning experience leading to effective and collective
actions for climate change mitigation.
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Design Pedagogy as a Temporal and Spatial Practice:
Reconfiguring Communities of Practice in ‘Blended’ or
Hybrid Learning Environments.
Cathy Gale

Kingston University London, UK

Abstract
Graphic design is a produced, received, and used in a profoundly social context (Dilnot, 1984),
mediated through communication technologies, platforms and ephemeral media spaces, contingent
on the socio-political, economic and cultural circumstances of contemporary audiences/users. How
and where students learn about their discipline is significant in art and design (Shreeve, et al.
2008). Students ‘make learning happen’ (Biggs, 1996; Race, 2014) in/as a community of practice.
Each studio session is built upon the last in a process of reflective learning by doing (Schön, 1983;
Race, 2014). As a scholarship of discovery (Boyer, 1990) this process-based research method,
gives meaning to the effort, followed by a scholarship of integration unifying students from diverse
backgrounds in a shared experience (Biggs, 2001). Collaborative and co-creative practices at postgraduate level are conceptually situated in the studio, yet practically delivered through amorphous
techno-social spaces in the neoliberal university.
The preferred environment for learning collaborative and co-creative practices through design
tools and techniques remains the studio (for tutors and students): a fundamentally post-digital
social space. Studio culture is where this section will start, as it is strategically connected to a
‘community of practice’ (Wenger, 2004) that facilitates individual and collective learning, relational
and extended abstract understanding (Biggs, 1996). Focusing on the recent transference of onsite
studio-based teaching to blended learning for 50 post-graduate graphic design students in a
post-92 London university/art school, the experiences and responses of an international cohort
comprising students from the UK, Italy, Greece, Austria, Lebanon, China, Taiwan, and South Korea
will be presented. When the university closed mid-programme all activities were forced to shift from
100% face-to-face onsite to 100% online with little or no preparation time, a multimodal pedagogy
of simultaneity was piloted working with the online whiteboard Miro, concurrent Zoom for screen
sharing conversations and Chat boxes as living documents of progress through a project. The
temporal and spatial conditions of contemporary design teaching and learning are considered in
relation to Bergson’s (1913) notion of simultaneity and time, comparing and reflecting on the
differences between on campus, studio-based learning and online remote learning. Multiple real
times (Bergson, 1922) beyond the fixed temporality of the studio characterise contemporary
teaching in hybrid environments but also a multi-layered language of advertising and consumer
messaging, in which all content is in motion. Yet, the need to participate ‘in the moment’ of teambased learning depends on each participant’s location in time and space. Engaged participation in
visual communication through multiple simultaneous touch points aligns the delivery of hybrid
teaching (and learning) with often dystopian future visions of a digitally infused landscape, such as
in the film Minority Report (Spielberg, 2002). The physical studio is determined by preordained
rules of creative and social behaviour in which inequalities have been exposed as a hidden mode
of the curriculum (hooks, 1994, 2003; Giroux and Penna, 1970). Pragmatic disruptions to
communication (Fiske, 1990) in the dispersed learning environments – beyond the control of the
educator — might include working in a hotel lobby, café, in a shared family space such as the
kitchen, or during a break at a (paid) workplace. Psychological disruptions and interference may
have longer term consequences for a potential global academy and the digital nomad as world
citizen.
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Digital Stories of Heritage-led Resilience and Sustainability
with Syrian Refugees in Jordan

Fabrizio Galeazzi

StoryLab Research Institute, Anglia Ruskin
University, UK

Davide Natalini

Global Sustainability Institute, Anglia Ruskin
University, UK

Aya Musmar

University of Petra, Amman, Jordan

Abstract
Climate change, conflict (both political and over lack of access to natural resources) and
displacement of populations are part of a complex chain-reaction that has profound consequences
on both tangible (e.g., art objects, public spaces and sites) and intangible aspects of heritage (e.g.,
traditions, memories and oral histories). Despite the high level of scholarly attention on the impacts
of climate change on natural and socio economic systems, a comprehensive understanding of how
intangible aspects of heritage are impacted by climate change, conflict and forced migration, and
how heritage can make communities more resilient to these challenges and help their integration to
the new cultural and social context, is lacking.
By investigating the connections between climate change, conflict, heritage and forced migration,
this contribution presents the results of a GCRF funded project aimed at providing actionable
knowledge, as well as successful creative digital interventions and strategies to support the lives of
Syrian refugees. Starting from interviews conducted in the Za’atri camp and village in Jordan, this
research developed visual stories of resilience (i.e., interactive online diagrams) that describe the
transformation of refugees’ heritage since they have fled from Syria, and how their heritage (e.g.,
traditions and practices) helped them to foster identity, preserve cultures and adapt to their new
physical, cultural and psychological circumstances. These visual and interactive narratives clarify
the impact that climate change, conflict and lack of resources had and still have on refugees’
heritage, and especially the importance of heritage practices and how they can help communities
forced to flee to become more resilient to these challenges.
Digital innovation and storytelling provide a uniquely powerful opportunity to tackle climate crisis
and conflict by: (1) ensuring agency for the refugees so that their lived experience shapes the
direction of new interventions that empower them to be agents in making their settlements resilient
and sustainable; (2) developing more targeted support and heritage-led integration strategies that
can be translated by international organizations and practitioners in actionable information vital for
running their programmes.
The creative digital interventions developed by this project will also inform future works of the
INHERIT Resilience Network, an international, highly interdisciplinary network of experts including
academics, policy makers and NGOs who provide a critical understanding of the interpretations/
narratives influencing the transformation of the MENA region’s heritage in response to conflict and
climate change. INHERIT is a collaborative space that fosters the development of international and
multidisciplinary projects, knowledge transfer activities and events and advance discourse and
policy on heritage revitalisation and sustainable management. By developing grassroot and
community-centered activities and interventions, INHERIT will promote a better understanding of
the socio-cultural needs of the different groups and provide communities with novel integration
strategies that will make more inclusive and stronger institutions fostering longer periods of peace
in the MENA.
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Livestreaming Creative Practice on Twitch: the Question of
Sustainability for Music Producers and Beat Battle
Communities
Steven Gamble

University College Cork, Ireland

Jason Ng

University College Cork, Ireland

Abstract
The challenges to physical congregation and travel posed by the COVID-19 pandemic have
significantly affected the creative industries. To manage unprecedented precarity, musicians who
relied on live performance income rapidly adopted new online practices related to music
production, live performance, and communal participation. A number of hip hop producers began
broadcasting on the video livestreaming platform Twitch, hosting ‘beat battle’ events that combine
performance, entertainment, and community interaction. This led to the development of a loosely
connected network of producers at various experience levels who participated in a range of regular
beatmaking events. The success of the event format – both as a communal practice and a form of
popular entertainment – led to a two-hour ‘world final’ at Glitchcon (Twitch's substitute for its 2020
annual convention), boasting a significant cash prize and potentially career-making publicity.
Our research initially examined the factors that led to the development of livestreamed communal
beat battles as a form of ‘pandemic media’, identifying the central figure of the ‘producer-host’. We
defined the producer-host as a new creative industry actor whose cultural practices combine
formerly distinct roles, adapting to the necessities of the digital format: performing artist, music
producer, event manager, livestream broadcaster, and community manager.
This paper advances our initial research, presenting findings from 18 months of ethnography as
active participants in online beatmaking events and interviews with three producer-hosts to
investigate the longer-term sustainability of music production streaming on Twitch. We analyse
tensions between streamers’ aims and the platform’s corporate strategy, highlighting significant
effects on revenue and economic sustainability, personal and professional gratifications, the
development of online audiences, and communal participation. Our approach to Twitch includes
critical views of commercial logics alongside more optimistic reports of the platform supporting
creative communities.
We found that despite gatekeeping mechanisms preventing new streamers from long-term
success, some producer-hosts were incentivised by maintaining communal connections and
supplementing lost income from cancelled live shows throughout the pandemic. The most
established cultural actors with pre-existing online audiences gained viable salaries through official
Twitch partnerships, though recent shifts in platform strategy threaten to limit the viability of
streaming as a career for music producers. The paper offers closing reflections on how the power
imbalance between livestreaming platforms and its users affects cultural practitioners’ financial
security and stability in the creative industries.
This talk provides a thorough examination of opportunities for, and constraints on, sustainable
creative labour on Twitch, which is sure to intersect productively with other contributions to the
conference on livestreamed performance, the migration of cultural content online, the impact of the
COVID-19 pandemic on cultural practice, new economic models, and online communal
participation.
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Ethical Aspects of Integrating AI Expert Models in the
Process of Retrieval and Use of ICH Registry Material

Luis Fernando Garcia Lara

Catholic University of Temuco, Chile

Ignacio Gabriel Bugueno Cordova
University of Chile, Chile

Abstract
This work arises in the context of the transdisciplinary research group led by the authors, which is
aligned with the objectives proposed by the Innovation and Territory Laboratory of the Department
of Design of the Catholic University of Temuco.
In 1993, in Chile, indigenous law N°19.253 was passed, article 7, paragraph 3 of which declares
that "The State has the duty to promote indigenous cultures, which form part of the heritage of the
Chilean nation". Later, in 2003, UNESCO organised the Convention for the Safeguarding of
Intangible Cultural Heritage, in which a great diversity of aspects of native cultures gained greater
relevance, and which have been promoted by various public and private initiatives. Thus, in Chile,
organisations responsible for the recovery and dissemination of the symbolic elements of the native
peoples have emerged, among them: The National Centre for Conservation and Restoration, The
Documentation Centre for Heritage Assets, The Information System for the Management of
Intangible Cultural Heritage, The National Cultural Heritage Service, and finally the IDE Patrimonio.
In 2006, the CNCA created a Heritage section, financing cultural projects through National Fund
Cultural Development Arts.
Likewise, in the Faculty of Architecture, Arts and Design of the Catholic University of Temuco we
initiated an interdisciplinary collaboration that has allowed us to carry out various investigations,
both in the recovery of ICH material from the native peoples of our territory, as well as in the
creation of new artistic/cultural proposals. Both are based on raw historical material composed of
ICH elements, available in digital repositories of various institutions, including the National Library
of Chile, the National Museum of Natural History and others.
This is how we made a first approach to the drafting of our methodology to face this scenario of
recovery and enhancement through the integration of AI expert models, which has been recorded
in our presentation at the IHTC 2021 congress with the research article "e-IHT: A Novel
Methodology for the Ethical Integration of Intelligent ICT4D and Humanitarian Technologies in
Native Communities".
It is in this aspect of the protection of indigenous cultural rights that we delve in this research,
which proposes an experimental methodology through the development of prototypes, defining
various approaches, some more successful and virtuous than others, but which together make up
the body of our method of approaching the digital humanities on the ICH of the native peoples of
our Chilean territory, certainly without transgressing or promoting cultural appropriation.
For the research presented here we highlight the models used, as a whole between AI expert
models and generative programming, which has allowed us to write a transcultural language in
which each of the elements is translated into programming language, and then from this
interpretation in text language we can change the category of the origin of the information, these
categories are Image/text/sound for example, where the source material comes from digitised
images and through the processing of the information we can recompose it and generate sounds.
Highlighting here our moral role over the source material.
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Collaborative (Dis)embodied Writing and its ENDs

Sozita Goudouna

City University of New York, USA

Abstract
The presentation aims to challenge a number of key areas in performance studies as well as
foundational expectations and assumptions of the arts and humanities more broadly—namely that
scholarship needs to be a solitary endeavor. We thus write back against the model of thinking and
studying that centers the singular body, especially against the backdrop of enduring institutional
and ecological ends and amidst apparent end times. Our work, then, is in some ways a rehearsal
for another future, a speculative engagement with performance, ecology, and academic affiliation
beyond institutional bounds. We are a group of scholars and artists whose current collaboration
grew out of workshops that were part of the 2021 Performance Studies international Constellate
Program.
Many of us have been working together online in various ways since the canceled 2020 PSi
Conference, when we began organizing around material related to the “Ends” cluster of the
conference that would have been in Rĳeka. We argue that writing together uncovers new habits of
knowledge production, new modes of being in and as a body. Our research seeks to reconnect
writing and thinking to and through the/our body—a present and future body we figure as both local
and dispersed. The body of collaborative writing spreads across the distance; it is multi-local. But it
lives (remotely) in the specificities of place and of our different geographies, and of how these
places have made and unmade us— from the volcano-marked crater-land of Maori territory to the
coastal waters of both Coast Salish lands and the East Coast of the UK, and points in between,
including New York City. The proposed experimental presentation shares the methodology of coauthorship and co-editing that we have developed together, and performs some of its surprising
findings, in a hybrid format involving trans-authored video and live writing. The program invites
participants to a virtual studio, a zoom room and a google doc, to explore the ways collective
authorship can define and shape our environment and our present/future bodies.
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Sensemaking of NFT Art Market

Varvara Guljajeva

Computational Media and Arts, Hong Kong University of Science and Technology (Guangzhou),
China

Mar Canet Sola

Baltic Film, Media and Arts School, Tallinn University, Estonia

Abstract
The world became interested in NFTs in 2021 when the digital artist known as Beeple sold his
work Everydays: The First 5000 Days for $69 million at Christie’s, which made him the top three
most valuable living artists (Kastrenakes 2021). Since then, non-fungible token (NFT) scores high
on Google Trends. In addition, the number of NFT artists, collectors, and platforms follows the
same growing trend.
Because of the numerous platforms, an enormous volume of NFTs, different cryptocurrencies,
fluctuating prices, and multiple speculations, it is complicated to navigate the NFT art market. In
order to speculate about speculation, we opened a physical NFT Shop at an abandoned gas
station hĳacking corporate branding. Besides non-fungible token art, we offered conversation and
warm coffee to the audience. It came out that almost all have heard about NFTs, but few
demonstrated in-depth knowledge.
In our NFT Shop, we emphasized that we show only clean NFTs, which underlined the
environmental impact of blockchain technology. Cryptocurrency Tezos, known as clean and ecofriendly crypto, is gaining popularity in the NFT art market as an alternative to Ethereum with a high
carbon footprint (McDonald 2021) and minting prices. According to A guide to ecofriendly CryptoArt
by Memo Akten, transactions’ cost in Ethereum fluctuates between $100-$1000 (Akten 2021). In
contrast to Tezos, gas fees are below a dollar today. However, the high energy consumption of
blockchain has generated strong opposition, especially among artists. Thus, many alternative NFT
platforms, like hic et nunc and fx(hash), use Tezos and brand themselves as eco-friendly and
affordable marketplaces.
Nevertheless, many digital artists do not want to be associated with CryptoArt for several
reasons. At the same time, the general audience assumes that all digital art is NFT art. Asking from
the digital art perspective, is NFT a blessing or a curse? The positive is that numerous artists can
finally make a living with art, and the art market is receptive towards digital formats. However, still,
there is too much unclearness about NTF markets, although all transactions are entirely
transparent. Hence, this paper aims to offer a framework to understand NFT marketplaces and,
thus, demystify the concepts of NFT and related platforms.
First, we propose dividing the platforms by the volume of sales per year into large-, medium- and
small-scale markets. Large markets are the ones that have over 300k non-fungible tokens, like
Open Sea, hic et nunc, and Rarible. In the middle are Art Blocks, fx(hash), SuperRear, Nifty
Gateway, objkt, and Foundation, within the 10k and 300k range. Finally, Feral File, Endless Ways,
and a\terHEN were identified as small-scale venues. Then, the paper analyzes how those
platforms operate and what common strategies are for each category. With this, we aim to cast
light on the dynamics and logic behind NFT platforms.
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Telematic Performance Forced by Pandemic: NeuroKnitting
Beethoven

Varvara Guljajeva

Computational Media and Arts, Hong Kong
University of Science and Technology
(Guangzhou), China

Mar Canet Sola

University, Estonia

Yuri Kuzmin

Hong Kong University of Science and
Technology (Guangzhou), China

Baltic Film, Media and Arts School, Tallinn
Abstract
The Covid-19 pandemic brought frustration and cancellations but also novel formats and
experiments to the cultural field. Innovation and continuity of cultural productions were only
possible thanks to streaming and other digital technologies. In this paper, we describe how the onstage interactive performance NeuroKnitting Beethoven became a telematic project due to travel
restrictions during the pandemic.
The art project was developed to celebrate Ludwig van Beethoven’s 250th anniversary and to revisit the composer’s classical compositions from an interdisciplinary viewpoint. Suddenly the public
could hear not only an artistic interpretation of the composition, but also the emotional state of the
musician, which has resulted in the movement of a circular knitting machine installation, visuals,
and plotted pattern to the produced garment in real-time. This means that the pianist’s affective
response to music was captured every second and memorized in the knitted textile pattern, which
was sprayed on the yarn before being knitted. In addition, the AI-generated visuals were displayed
simultaneously and overlaid with the brain data visualisations.
Since the travel was impossible, a real-time biometric data stream was created that controlled the
knitting machine on-distance in the artists’ studio. Multiple viewpoints of the knitting process were
streamed to the concert venue. Multi-location software communicating via UDP protocol, numerous
rehearsals over video calls, and multiple video streams from the artists’ studio and broadcasting
online to the wider audience enabled us to realise the art project. We believe that NeuroKnitting
Beethoven is a good example of how creative technology can save the cultural programs, and in
addition, offer novel formats that were not planned in the beginning.
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Post-Pandemic Transformations through Extended Reality
Artistic Research

Adnan Hadzi

University of Malta, Malta

Abstract
The COVID-19 pandemic, which limited our social activity by locking us in our homes, has led to
unprecedented activity in the digital sphere, not only forcing entire areas of culture and education to
embrace the virtual, but also to look for new ways to engage and strengthen participation in this
realm.
With the traditional channels of consumption and participation in events closed, education,
tourism, the conference industry as well as artistic practice had to find new ways to reach their
audiences. These actors focused not only on the flat screens of media consumption, but
increasingly tried to build a new space for the audience to be immersed in and transported by.
The development of new technologies has accelerated to the extent that it is difficult to keep up
not only with what is new, but above all with the possibilities of their use. There is a shortage of
specialists who would help cultural institutions to operate, educate and meet the needs of their
audiences in the new, virtual dimension, but, more importantly, there are no (human) resources for
training staff.
This paper discusses Extended Reality (XR) projects which respond to the urgent need to enrich
the existing educational programs for both cultural and media managers, but also for artists
aspiring to connect with their audiences in the digital space, developing an educational offer for
these groups in the field of XR, and ways of using these media to engage audiences. More
specifically, the paper discusses aims at increasing the skills and competences of the participants
in designing and evaluating immersive experiences in order to effectively manage, disseminate,
and produce culture in the digital sphere.
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ConTagion, ConTactic, ConFronted, ConTinuance: A
Performance of the Disquiet

Ada Hao

University of Brighton, UK

Abstract
This performance lecture feeds into a performance-situated inquiry that delves into the social
brokenness highlighted by the contagious coronavirus, reflects upon the social and political
possibilities of being in contact with each other beyond the immediate restriction placed on human
bodies, seeks to take up the question of the future through the confrontation with the body as an
archive, and postulates a “third space” that sustains the continuance of artistic creativity and
emancipatory power of imagination and creativity.
This performance lecture has emerged from my recent work ‘The Best Facial Clinic’ (2020), which
explores how virtual touch can create a synaesthetic experience for remote participants during
internet-situate performances on Zoom, where the proprioception of the body is re-engineered
through telematic technology; and my current collaborative project that imbricates telematic
technology and wearable technology as a chorographical device to create virtual contact
improvisation and virtual collaboration for mixed-reality performance on stage with me based in my
green screen studio London, and my collaborator Joan Gavaler and her physical theatre company,
Aura Curiatlas Physical Theatre based in Virginia, United States.
In this performance, I will use telematic technology to create an audio-visual performance, which
utilizes the power of virtual touch to elicit tactile sensations through affective visual and
synaesthesia – a neurological condition that causes a blending of senses. This performance is to
challenge the limit of how telematic technology, as a computer-mediated telecommunication, can
create a heterotopic virtual interface to situate an uncanny fusion of real and fictional experience.
Through this interdisciplinary experimentation that blurs the boundary between visual and sonic art,
virtual and real, and real and fictional, concepts of virtual touch, affect, synaesthesia, and visual
hapticality are used to create a new language of technology-mediated performance practice. Can
we elongate our somatosensation and echo the embodied experience of touching through the
disembodied virtual connectivity? Is it possible to extend reality by altering the perception of bodily
senses without leaving the body behind upon entering the virtual space?
In reference to Laura Mark’s theory of haptic visuality, that uses vision to trigger tactile
experiences in the body; Naomi Bennett’s concept of virtual touch, in which an affective sensory
response of touch can be elicited through non-tactile senses, Paul Sermon’s artistic production of
Telematic Dreaming (1992), Telematic Quarantine (2020) and Pandemic Encounter (2020), that
uses telematic technology to stimulate virtual encounter and transform the process of
communication, and the parallel drawn between the virtual “third space” and Michel Foucault’s
concept of Heterotopia in the context of internet-situated performance, this performance lecture
calls for a virtual séance that considers virtual as a condition in a synthesis of disjunctive
technologically-enabled experimentation and creative toolkit created to investigate distance and
connection, the radicalization of audio vision, and the embodiment of the virtual self through the
phantasmagorical image of the self.
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Digital Storytelling in Art History Pedagogy and Its Practice
in the Curriculum

Yi Huang

Arizona State University, USA

Abstract
This paper will explore the practice of digital storytelling in the introductory level art history course
and analyze the benefits it brings to the art history pedagogy during the pandemic period and in the
post-pandemic future.
The COVID and the physical restriction it has brought have significantly changed human life,
including the education activities. For example, in the author's affiliation, most of the introductory
level art history classes have been transformed into online courses since 2020. The new teaching
method calls for new teaching tools. The digital storytelling activities would become major
approaches in online art history courses and bring positive effects to the art history curriculum.
In now and future art history online courses, the introduction of digital storytelling activities will
improve the curriculum's quality and enhance students' learning experience in multiple aspects.
First, digital storytelling will broaden the dimension of storytelling. Unlike traditional oral storytelling
or written storytelling, digital storytelling includes images, videos, voices, and texts. Digital
storytelling can be multi-dimension and nonlinear. The development of IT technologies brings more
and more methods of digital storytelling, like video game storytelling, multimedia storytelling, and
VR storytelling, which significantly enhance the experience of the storyteller and listeners. Second,
digital storytelling brings an immersive experience for students to enjoy art, inspiring their interest in
art and art history and evoking their motivation for active learning. The author has brought video
game storytelling to the previous curriculum and received positive feedback from students about
their active learning. Active learning will bring self-confidence to students, which plays a decisive
role in art history education. This confidence encourages students to make their personal analysis
and judgment of art, accomplishing a major objective of studying art history. In addition, digital
storytelling has the characteristic of being interactive. Students could have the chance to arouse
their own questions or interest by walking through different choices in digital storytelling. The
interactivity made the art history class benefit from student-centered learning and problem-based
learning methods, which led to the training of critical thinking and problem-solving skills.
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BioArt Coven: Surveying and creating at the intersection of
contemporary witchcraft and biotechnologies

WhiteFeather Hunter

The University of Western Australia, Australia

Abstract
Bioart Coven is a new international collective of artists, makers, and activists; witches, witchcraft
enthusiasts, and feminists; technophiles, hackers, scientists, and healthcare workers; students,
researchers, and open-minded thinkers—all of whom have gathered around a powerful, niche set
of sociopolitical interests. These interests are best encapsulated as a promiscuous interchange
between witchcraft and technofeminism, or technofemininst witchcraft. Bioart Coven evolved from
the author’s own artistic research practice, expanding through the offering of a five-week online
course entitled, Bioart Coven: Surveying and creating at the intersection of contemporary witchcraft
and biotechnologies, through the School of Machines, Making and Make-Believe (Berlin, DE) in
2021. The course explored alternative witchcraft histories—such as those presented by feminist
social scientists, Silvia Federici and Donna Haraway—along with contemporary
recontextualizations by artists whose practices are rooted in posthuman ecofeminism. Participants
were also led in hands-on activities through online demonstration, such as basic fermentation
techniques, microbiology protocols and constructing DIY labware in kitchens or other domestic
(non-lab) spaces. The course(s) culminated in collaboratively designed and co-performed online
group rituals. The Bioart Coven name gives an appreciative nod to, and adapts of the title of the
book, Bioart Kitchen; Art, Feminism and Technoscience by Lindsay Kelley (2016, IB Tauris). Bioart
Kitchen was recommended reading for participants, as Kelley touches on the history of domestic
labour and its role in sci-tech development, revisited through a feminist lens. However, important to
note is that Kelley doesn’t mention or allude to witches, though so many of us have worked from
our kitchens. The figure of the witch is intimately linked with the birth, development, and
socioeconomic expansion of industrial technologies, including biotechnologies, and thus
necessitates a chapter in the full story. Participants across all iterations of the digitally-delivered
course have since engaged as a collective to co-author the Bioart Coven Manifesto, a living
document shaped using an adapted ‘exquisite corpse’ exercise. This non-hierarchical approach
mirrors principles of feminist community building, through what Marysia Zalewski describes as, ‘the
production of a composite image through collective means,’ within the context of feminist
international relations. The manifesto allows for the enduring development of a diverse, yet shared
vision and call to action and is hosted as a living or 'evergreen' document through Google docs,
endlessly editable by all members. Various iterations present snapshots in time—like tree rings, or
the organic, autobiographical growth patterning of a living entity. This paper shares the most recent
version of the manifesto, and the story of Bioart Coven’s coevolution.
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Challenging Musical Canons: Decolonizing University
Classrooms and Christian Congregations through the
Digital Humanities
Monique M. Ingalls

Baylor University, USA

Shannan K. Baker

Baylor University, USA

Abstract
The authors of Transformative Digital Humanities (2020) argue that the discipline of Digital
Humanities (DH) not only carries the potential to revolutionize research methods, but also to
promote causes of self-representation and social justice through ‘reexamination and reconstitution
of existing [cultural] canons’. This paper describes the DH project Nigerian Christian Songs, whose
genesis is in part a critical intervention into the perpetuation of one such musical canon: a body of
non-Western Christian hymns labeled ‘global song’. Many white North American and European
Christians sing global song in an attempt to identify with co-religionists across geographical
distance and cultural difference. Marissa Moore (2018) and Lim Swee Hong (2019) note, however,
that a small number of self-appointed global song curators and publishers exert a disproportionate
influence in determining what is included in the repertoire. ‘Global song’ thus often reinforces
essentialist stereotypes, creating a ‘Christian Other’ that upholds, rather than challenges, the power
imbalances of ‘well-meaning whiteness’ (Moore 2021).
North American Christian universities and seminaries have been complicit in perpetuating this
musical canon of Christian Otherness. But how might these institutions instead enable crosscultural understandings of congregational musicking as complex and contested? How might they
encourage local control of cultural representation, engaging students, religious leaders, and
churchgoers in transformative partnerships? And what roles might the digital humanities play in
achieving these goals? This paper addresses these questions by chronicling the creation of
Nigerian Christian Songs, an interactive, multimedia website created by music doctoral students at
Baptist universities in Nigeria and the USA during the COVID-19 pandemic. During the 2020-21
academic year, the students engaged in collaborative research that combined hybrid ethnography
with various DH methods, such as text data mining to analyze interviews and surveys, curating
images and videos, and data visualization techniques. Nigerian students challenged the limited
global song ‘canon’ and construct a new one that showcases the diversity of songs and styles sung
in their churches, while US-based doctoral students provided technological support and a sounding
board for their ideas. The DH website amplified the Nigerian students’ perspectives as not only the
creators, but also the interpreters of their own ecclesial music traditions. The Nigerian Christian
Songs project provides a model for international research collaboration without the need for large
budgets, international travel, or layers of bureaucracy. And it highlights the transformative potential
of digital humanities to aid in decolonization efforts by amplifying previously unheard voices and
privileging their interpretations within the global discourse and practice of Christian congregational
music-making.
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Virtual Reality Performance and Memory Archive
Construction in Jordan Tannahill's "Draw Me Close"

Camille Intson

University of Toronto (St. George), Canada

Abstract
This paper endeavours to explore the opportunities, challenges, and ethics of reconstructing and
re-enacting archives of memory through virtual reality (VR) performance, using Jordan Tannahill’s
Draw Me Close (National Theatre London 2019; Soulpepper Theatre 2020) as an exemplary case
study.
Draw Me Close is a 1:1 virtual reality (VR) performance in which the artist’s childhood memories,
experiences, and interactions with his mother are reconstructed in the wake of her passing. Solo
audience members are positioned as Jordan (the subject and character) and taken through a
series of narratives, (virtual) spaces, and interactions with his “mother”, played by a live actor.
Piece by piece, audiences are brought into the world of the “shifting” (Mel Y. Chen 2012, p. 16)
archive, inhabiting Jordan’s reconstructed virtual world from his early explorations of queer
sexuality through to his mother’s cancer diagnosis and passing.
Following Mel Y. Chen (2012) and Rebecca Schneider (2016), this paper will explore how the
world of Draw Me Close represents a “touching” and/or “queering” (Schneider 2) of time within its
archive, blurring and transgressing the boundaries between the animate and the inanimate, life and
death. On a philosophical level, considering foundational queer performance scholarship (Phelan
1993; Munoz 1996) and Derrida’s Archive Fever (1995), it will also examine how performance’s
ephemerality rewards its artists the dual advantages of visibility and protection, allowing for an
ethical exploration of traumatic memory and loss within a disappearing medium.
Finally, this provocation will use Draw Me Close as a point of departure from which to outline
future possibilities for performance and emerging (VR) technologies’ engagements with archival
theory and practice. By positioning VR performance as an archive-constructing medium, it aims to
move beyond the question of how we can take performances seriously as archives, towards how
personal archive construction is itself a performative act.
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Digital, Physical, Hybrid: Spatial Aspects of Net Art and Its
Exhibition Practices (2010–2021)

Tatiana Isaeva

University of Greenwich, UK

Abstract
The research aims to propose a suitable way of understanding the connection between art,
technology and space and how these concepts can be interconnected through the notion of net art.
By examining the exhibition practice of net art in a range of physical, digital and hybrid
environments starting from the development of the Pots-Internet art terminology which was
implemented around early 2010 till present(2021), this work will provide a thorough analysis of the
spatiality of net art within its exhibition practice to conceptualise the use of particular spatial
arrangements as they come to represent structural, creative and ontological changes of net art as a
distinctive art form.
Net art went through what I identify two stages of transformation. First stage, relates to the years
of net art practice , starting from the early 1980’s net art was rooted in or based on Internet
cultures, hence solely existing in the digital realm as a set of code-based works. Second stage can
be defined as Post-Internet art, from early 2000 net art started to appear, partly or fully, in physical
spaces of museums or private galleries, bringing new ideas of social and political statements. As
the Internet technologies advanced, the constant updates of the servers and webpages that are
indivisible from the Internet and the ease of information spreadability kept being reflected in net art
practices, leading to contemporary transformations such as blockchain technology, that found its
way into artistic practices through NFTs (non-fungible tokens). Net art started to occupy the hybrid
space of fluid balances between the digital and the physical not just in the exhibition spaces of the
museums, but also in our everyday life.
In my discussion, I take issue with two standard ways of understanding the hybrid nature of net
art in existing literature through the curatorial practices. I argue, that having emerged as a purely
digital notion, net art still needs presence and exhibition in a physical realm to develop and grow.
Secondly, I draw parallels between historical developments and contemporary innovations in the
curatorial and exhibition practices, and explore how historical tendencies of coexisting in both
physical and digital spaces have reformulated themselves today in the age of increased digitality
linked to COVID-19 pandemic. I argue that the new net art ontology is rooted in the co-existence
between physical and digital spaces. This leads me to the main question: What are the main
functions of hybrid spaces for net art representation? This is a multi layer question: that includes
first the proposal that net art needs hybrid spaces for representation and exhibition, second the
identification of this functions can provide a more recent understanding on the nature of net art, and
lastly through this analysis it can provide overall understanding of technological influence on art.
I propose to look at the and the curatorial and exhibition practices of net art from the early 2010
when the terminology Post-Internet art stated to be included in discussions about the notion of net
art.
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Non-action and Listening. of Technological Progress and
Its Problems

Marcel J. V. Kieslich

Mozarteum University, Austria

Abstract
The myth of technological progress has led to an earth alienation and technologized
environments. There are several ways to counter this: Jenny Odell, for example, argues for a
withdrawal of digital technologies that attract subversive attention and eat up time. Time that
earthlings lack to deal with the problems of climate change. As an alternative to their approach of
"doing nothing" based on an ecological and historical consciousness, a political practice of „nonaction and listening“ is proposed here that grows out of an awareness of the future and also
considers unborn, more-than-human beings calling for responsibility. A proposal that expresses the
potentiality of indifference, and seeks to listen to the current situation in its techno-ecological
complexity: Non-action is both pro-active and passive resistance, and both a solution to
environmental problems and (individual and collective) problems accompanying digitalization. Nonaction has the potential to open a space of perception and action that leads to the reduction of
earth alienation through conscious listening.

39

Panels

The Distributed Museum, User Engagement and Digitality

Theresa Kneppers

London South Bank University — Centre for the Study of the Networked Image, UK

Abstract
The paper is primarily a contribution to education and learning in the art museum, in which
sustaining and deepening online engagement has proved elusive. It is argued here that part of the
problem for museum professionals lies in not recognising what digitisation of an analogue object
produces. In addition to being a ‘photographic’ representation of a work of art, digitisation produces
a new object, the electronic file, which now circulates independently. The following experiment is
based upon the users’ interaction with that file. When digital artefacts can circulate outside of the
boundaries of the institution, how that knowledge is conveyed must also shift. It is not only the
image itself but its value to the culture it participates in that is being dispersed. As cultural authority
diffuses, it can no longer dictate the way in which the narrative of the collection is presented. As the
digital images travel outside of the art institution’s reach the modes of mediating the digital object is
challenged by the decentralised, distributed, and networked structure of post-digital culture that it
now participates in (Dewdney, 2017). The museum cannot control the reading of images and
where users encounter the collection in the online environment, but museums could suggest a set
of questions for users to ask of digital artefacts when encountered in these new ecologies.
Using the digitised collection and archive of A David Bomberg Legacy - The Sarah Rose
Collection in my role as a curator and researcher, I have been developing strategies of
presentation, performance, and engagement to understand the nature of digitised, online
collections. In this paper I touch upon three related questions pertaining to the digitisation of the
collection: firstly, what new forms of interaction can a digitised collection facilitate; secondly, how
museum education and curatorial methodology might enable novel formations of online interplay
between the digitised collection and the user; and finally, how we could sustain and deepen the
user's interaction and agency with online museum objects. Through the lens of one workshop, I will
explore the problems and opportunities that arise when analogue museum objects are digitised and
can participate in expanded networks beyond the confines of the museum.

40

Panels

A Surviving Camera: Pandemic Choreographies for the
Long Mode of Change

Marjana Krajac

Ohio State University, USA

Abstract
On June 17, 2020, while working on Zoom with dance collaborators from Zagreb (Croatia), Berlin
(Germany), and Columbus (US), the earthquake hit Zagreb: the sharp and short rattling of the
equipment was followed by people halting mid-sentence while jumping away from their notebooks.
After a minute or so, and as the quake has settled down: worried questions, disbelief and humor,
surreal feelings, virtual hugs. Throughout, all our web cameras were broadcasting while the
Internet and Zoom didn’t skip a beat. Not sure what to do next we opted for what felt comforting: we
kept working and stayed online. Held together by data, the digital site became our space of
reliance.
As suggested by film theorist Siegfried Kracauer, the camera presses on our material reality by
repositioning its components. Following Kracauer’s lead, I argue that Zoomscapes introduce a new
cine-material plane while shifting the presence and the present. I explore the choreographic realm
as one of the pandemic spheres, intricately mediated by environments, cine-digitalities, archival
memories, and gestures of dance. To this end, I discuss two choreographic works: "A
Choreography for Camera and Dancers" by Vera Maletic (created for Radio-Television Zagreb in
1968), and "Five Dances for Camera, Dance Studio, and a City" (created in June 2020 on Zoom). I
also touch upon the question of the archive as a dispersed trace and kinetic event, put in motion by
the camera’s peculiar repository of temporality and intensified by the pandemic.
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Mute Chorus

Mary Krell

University of Sussex, UK

Abstract
Conceived as a cross between an artwork and a conference presentation, Mute Chorus explores
questions of identity and erasure alongside notions of digitally facilitated co-creation. It asks what
happens when creators are forced to use digital tools in spaces traditionally occupied by bodies in
shared spaces. It explores how space is (re)defined in the context of making work and it explores
how the languages we use have shifted throughout the pandemic. It also asks questions about how
the persistence of digital tools in our work, in our personal lives and in our making blurred
distinctions in multiple ways.
My work has long been concerned with the tension between presence, absence and the more
difficult spaces of digital media. In the years just prior to the pandemic, I began a long distance
collaboration with Tokyo based printmaker, Palmarin Merges. Our work explored how we could use
interactive digital technologies and physical media to disrupt the ways audiences interact with our
own work. Through a series of residencies and exhibitions, we collaboratively produced a range of
interactive prints and assemblages exploring questions of voice, identity, performance and
meaning-making. A work-in-progress exhibition of our output was shown in Portland, Oregon under
the title, ‘Some Assembly’. Our collaboration was ongoing when the pandemic began.
With borders in Japan remaining closed until just recently, our necessarily digital methods of
making have persisted. They have also (re)shaped the work itself. Our process of co-creation
evolved into something with surprising parallels to the digital approaches we use with our students.
This project includes work co-created by myself and Palmarin Merges. It also includes reflections
on the ways that these evolving forms of making intersect with digital pedagogies. It draws upon
our shared experience working across combined arts, festival cultures, creative production and
education on multiple continents.
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Biomodd: Hybrid Practices for Sustainability Across Art
and Science

Ulrike Kuchner

SEADS Collective

University of Nottingham, UK and SEADS
Collective

Diego Maranan

Mona Nasser

Angelo Vermeulen

SEADS Collective

Pieter Steyaert

SEADS Collective
SEADS Collective

Abstract
Despite extensive research investment across the world, uncertainties related to how we address
global challenges such as the climate crisis, social injustices and the loss of Earth’s ecosystems
and biodiversity, persist. This has led to an urgent call for new modes of investigation that include
novel transdisciplinary research practices that integrate actors from heterogeneous knowledge and
practice systems including the arts . Developing inclusive ways that include the arts is complicated
by the need and/or wish for hybrid research (i.e., online and in-person). Over the past 15 years, the
transdisciplinary SEADS (Space Ecologies Art and Design) collective—a cross-cultural network of
artists, scientists, engineers and activists—has developed and evolved the Biomodd project, an
artistic and site-specific buttom-up creation process around global themes of the co-existence of
nature, humanity and technology in a varying socio-political context, including the global South.
Using SEADS first hybrid Biomodd project, conducted in 2021 both online and on-site in Bruges
(Belgium) as a case study, we investigated (1) the generation of new ideas and questions through
the creative approach of Biomodd and (2) the impact of hybrid participation on this process. We
applied the framework of Perry-Smith and Mannucci (2017) that describes the journey of an idea in
four stages from conception to completion—idea generation, idea elaboration, idea championing,
and idea implementation—to Biomodd’s highly non-linear emergent design approach to investigate
whether, how and where artistic practices like Biomodd can be most beneficial for sustainability
research. We found that both in-person and online artistic co-creation lead to the generation of
ideas. The biggest factor for creative idea generation online may be the time to experiment
individually at home, in studios or labs (elaboration) and share and discuss collectively
(championing) online, while the idea generation of Biomodd’s collective and unpredictable inperson experience may be driven by its materiality and non-linear design thinking approach.
Implementation of ideas, however, is most successful if they are championed by experienced inperson creators with strong ties and many ideas created online were lost in digital implementation.
While we identify and recognise challenges related to hybrid facilitation of transdisciplinary
creative processes, we argue that hybrid projects like Biomodd [BRG13] can engage diverse
groups in novel ways of enquiry to tackle existing global challenges. We now want to conceptualise
the shared ecology while creating such a project, and understand how we can improve
collaborative work in hybrid across the cultures of art, science and technology. How do we
establish and sustain dialogue, even if there is disagreement or misunderstanding? Can a shared
approach improve understanding, and what role does originality and ambiguity play? Based on
interviews and questionnaires of practitioners and local community participants, SEADS members
are conducting a number of systematic studies of the subjective perception of lived art-science
collaboration using different frameworks for evaluating the dominant factors of collaborative
experiences.
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Anthropocene On Hold: an Exhibition on the Impact of a
Global Pandemic on Art Ecosystems and Earth's
Perseverance
Kika Kyriakakou

Polygreen Culture & Art Initiative, Greece

Abstract
Exploring the intersections of the COVID-19 pandemic and climate catastrophe
Through this paper and keynote proposal I wish to introduce “Anthropocene On Hold’, a
successful online group exhibition I curated during the outbreak of COVID-19, a contemporary art
show exploring the intersections between the recent pandemic and climate catastrophe.
The Anthropocene (/ænˈθrɒp.əˌsiːn) was popularised as an environmental term at the dawn of the
21st century by Paul Crutzen, the Dutch Nobel laureate and pioneer on atmospheric chemistry; it
constitutes a proposed geological epoch that starts with the beginning of the first important human
impact on Earth’s geology and ecosystems, including climate change caused by human activity.
The invisible threat that broke out on March 11, 2020, has certainly taken its toll on human life
and safety, as well as global economy and collective action, forcing isolation or restricted access to
public areas as precautionary measures. Vacant, desolate streets and cities in the midst of social
distress, financial uncertainty and climate crisis, echoed the urban void and the urgency to remain
vigilant and socially alert.
During the unsettling times of a global pandemic and national lockdowns, which seem to have
emerged out of dystopic fiction, what does it mean for earth and the anthropocene to remain on
hold? Which are the challenges and the environmental concerns that are raised for an artist? How
can social distancing and quarantine reshape artistic practices and environmental narratives? In
which ways can COVID-19 impact environmental crisis and our general perception of the issue?
In response to this unprecedented and urgent situation and its toll on the planet’s well-being and
safety and in the context of the “Anthropocene On Hold” exhibition, I invited international curators
and writers Hans Ulrich Obrist, Nadim Samman and Selina Nwulu as well as 20 visual artists to
address the gravity of a global pandemic and its impact on art engagement and production and
earth’s resilience and sustainability through original artworks, texts and poems. James Bridle,
Ionian Bisai & Sotiris Tsiganos, Matthias Fritsch, Kyriaki Goni, Markus Hanakam & Roswitha
Schuller, Hypercomf, Rindon Johnson, Evi Kalogiropoulou, Lito Kattou, Bianca Kennedy and the
Swan Collective, Marcin Liminowicz & Trang Ha, Charly Nĳensohn, Kosmas Nikolaou, Ira
Schneider and Andrew Norman Wilson while in lockdown created and presented video artworks
and new commissions raising questions and concerns on the anthropocene’s footprint on art
ecosystems and our planet’s perseverance.
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The Transformation of Design Platform Under System
Thinking

Sheng-Hung Lee

Massachusetts Institute of Technology, USA

Abstract
The purpose of the study is to learn about and get inspired by organizational transformation of
design platforms to inform the future roles and social responsibilities of design professionals,
design educators, and design students. When we face large, complex, and systemic
transformational challenges, especially during the pandemic, how to make meaningful changes to a
design platform to adapt these social-technological challenges internally and externally to generate
positive social impacts and create value for individuals.
Due to the pandemic, people’s daily life, their behaviors to interact with others, and the way
people work and communicate have dramatically changed, which heavily influences companies
and organizations across different scales and industries. Design platforms have also been hit by
intense and huge social-technological impact because of COVID-19. In the study, we conducted a
series of research and case studies about design platform transformation associated with
COVID-19 in the lens of System Engineering to learn from organizational change and its impacts
on designers’ roles and responsibilities responding why and how to better prepare and equip the
right skillsets and mindsets in the era of social-technological transformation. We briefly summarized
our research by suggesting the 4Cs takeaways:
1.
Craft New Partnership Connections: A design platform needs to extend its design
capabilities beyond just giving awards or recognition. Instead, it can empower award winners and
designers by offering professional design knowledge or service e.g., manufacturing to translate the
design works from concept level to product on the market. For example, Global Graduate Show
(GGS) not only gives winners awards and recognition but also helps them find the right investors to
make their concepts into products by expanding GGS’s partnership with the government,
industries, and design communities.
2.
Criteria for Transformation: A design platform needs to reconsider its evaluating criteria of
winning design works. For example, in early 2020, iF Design made its jury process as transparent
and open as possible by providing each participant with a tailor-made evaluation report. iF Design
also especially emphasized the criteria of social impact among all judging criteria: idea, form,
function, differentiation, and impact.
3.
Create for Engagement Level: A design platform needs to make more people engaged with
its system besides awarding winners or companies only. For example, the Core 77 Student
Showcase creates more service touchpoints by providing students critiques and constructive
feedback from design professionals, industry experts, and academics around the globe.
4.
Collective Talents and Source: A design platform needs to act strategically by gathering
and partnering with other design platforms through sharing resources and forming meaningful
social webs. Take World Design Organization (WDO) Young Designer Circle as an example. It
shows how WDO purposefully leveraged the knowledge and the power of global creative talents
together to solve large complex systemic challenges e.g., COVID-19-related topics and scale
invaluable positive social impact.
From the research, 4Cs takeaways can give a direction to design platforms internally and
externally guiding them to overcome these social-technological systemic challenges to make
positive social impacts towards design communities and create values for individuals.
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“Composing with Learning Machines, Learning Machines
with Composition” Research Software Engineer
Christopher Melen & Composer Zakiya Leeming Discuss
Creativity with Online Platforms and PRiSM SampleRNN.
Zakiya Leeming

Royal Northern College of Music, UK

Christopher Melen

Royal Northern College of Music, UK

Abstract
Sad Dog Eating was the result of an iterative composition and collaboration process involving
distributed creativity between humans, machines and methods of learning that aimed to further
trouble the imprecise boundaries of the physical and non-physical, digital and analogue, machine
and human. This paper discusses how the conceptual framework and devised methodology
together engendered reflective responsiveness to both the developing pandemic situation and
global migration toward a shared digital space.
Responding to Karen Barad’s (2007) idea of the ‘apparatus’, a project that began as a vehicle to
explore the material agencies of clarinet multiphonics became an expedition into the meaning of
‘materiality’ within a hybrid physical/digital space. A positivistic approach informed by Donna
Haraway’s ‘Staying with the Trouble’ (2016), enabled the specific qualities of the apparatus –
including meeting technologies, non-professional recording devices, domestic recording
environments and online concert spaces – to become featured sites of both conceptual
development and artistic response.
In the next iterations of human/machine hybridity and distributed creativity, Leeming collated
recordings from workshops with the clarinettists into a dataset used to train PRiSM SampleRNN –
a machine learning programme developed by research software engineer Christopher Melen. The
performers then responded to loops created by Leeming from the generated samples. ‘Sad Dog
Eating’ was a response by Leeming that included all arms of the human/machine spiral of creativity
and the work was premiered digitally via an online streaming platform.
This paper investigates the role of the composer, performer, software engineer, machine learning
model and digital technologies within this creative methodology and explores the meaning of
authorship and agency in a process that iteratively remediates sound generated by both learning
humans and creative machines.
References
Barad, K. (2007). Meeting the Universe Halfway: Quantum Physics and the Entanglement of
Matter and Meaning. Duke University Press.
Haraway, D. J. (2016). Staying with the Trouble: Making Kin in the Chthulucene. Duke University
Press.
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Online Access to Arts and Culture beyond COVID-19: The
Impact of Digital Experience Quality on Future In-person
Attendance
Adrian Leguina

Loughborough University, UK
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Royal Northern College of Music, UK
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Abstract
The COVID-19 pandemic accelerated digital transformation in the arts and cultural sector by
forcing many organisations to adopt novel digital tools and implement digital engagement
strategies at a rapid pace. This pivot to digital programming offered online audiences unique
opportunities to access arts and culture when leisure and socialisation were restricted due to
lockdowns. Although extant literature reports that online access to arts and culture risks
reproducing structural inequalities, emerging evidence suggests that it can also provide
unprecedented opportunities for the social groups, who are traditionally excluded from cultural
activities, such as disabled audiences and ethnic minorities.
However, little is known about how audiences experienced online arts and culture during the
pandemic or about the impact of the temporarily increased digital offering on cultural participants’
future consumption decisions. Since an in-depth understanding of online audiences to arts and
culture is critical for the long-term sustainability of the sector — particularly with the risk of
economic recession and further cuts on public funding —this research explores whether the quality
of digital experiences vary across different audience groups, and if alongside well-known predictors
of attendance, quality of digital experiences can change intentions of future in-person attendance.
To answer these questions, UK data from the ‘Digital Experience’ survey by Indigo Ltd is
analysed using exploratory and classification statistical techniques. The data, collected between
March and July 2021, originates from nearly 3,000 audience members, who attended the online
experiences provided by twenty-two cultural organisations. The analysis revealed that online
access to arts and culture has facilitated the access of traditionally excluded audiences and, in
some cases, it stimulates future in-person attendance. However, the creation of high quality digital
experiences by itself, is not enough to attract more diverse audiences.
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The Sustainability of Digital Design Pedagogy

Dominik Lengyel

Brandenburg University of Technology Cottbus-Senftenberg, Germany

Catherine Toulouse
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Abstract
The breakthrough of the digital is not only a blessing in the sense of compensating for the loss of
personal contacts, personal visits to cultural events, etc. It is also a breakthrough in the sense of
acceptance. The necessity of the digital diminishes the inhibitions, so that such concepts can now
be spread more easily that were often regarded with suspicion. This includes virtual reality in
particular. Often regarded as a gadget, it is most likely to be used for medical operations or for
industrial montages. In the cultural sector, it is likely to be suitable as a field of experimentation for
spatial trials as provided by the creative and cultural industries, when objects can materialise
spontaneously. In all these cases, either a concrete benefit, as in medicine, or enthusiasm for
experimentation, as in the case of exhibition visitors, is necessary for the acceptance. If the aim is
to nurture the socially beneficial aspects of digital technologies in accordance with UNESCO's
claim, then this should also include innovations in a cultural context but nevertheless bring benefits
that go beyond the mere experimentation. One of the disciplines that is constantly moving in this
environment of tension is architecture. This does not mean the technology, but architecture in the
sense of the art of building, the balancing of design ambitions in interaction with the given
constraints. Architectural design is undoubtedly a complex matter, and the temptation to avoid
complexity by simple solutions is too great to be ignored, and that means also from the point of
view of spatial design. A completely virtual solution might be a possibility. But even without virtual
space, architectural design would not take place in real space. However, this is not due to the
technology, but to the necessity of concretising a concept from the large to the small. Defining a
concept as ambiguously as possible enables the remaining options to be balanced in the next
scale. It is precisely the conceptual sketch that stimulates the designer's mind. It is not without
reason that the architectural project begins with a hand sketch or a very rough volumetric working
model. The different levels only come together in the architect's imagination. This is where the
innovative potential of virtual reality lies. It enables a change in scale at any moment. But the virtual
model's ability to approach the user and to react intelligently to his or her actions, which goes even
further, even allows for the mediation, the re-enactment of architectural design and thus for an
individual, either temporally and spatially independent or, in virtual space, spatially distributed but
virtually shared, globally connected and sustainable design education. Already the two components
change of scale and user guidance allow a clear progress in the teaching of creative design. This
paper aims to demonstrate the potential described above by presenting an installation in a museum
in virtual space that provided a digital pedagogy for an issue within arts and humanities, namely a
scientifically based, yet hypothetical design method.
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Maintaining Normalcy in an Atypical World.

Makayla Lewis

Kingston University London, UK

Abstract
The emergence of national and regional lockdowns (stay-home orders), as a result of the
COVID-19 pandemic, were used to reduce the contact ratio in populations, e.g., “Stay home,
Protect NHS. Save Lives” (UK.Gov). People around the world began to employ online strategies for
maintaining social capital and everyday activities. They attended online coffee shops via video
calls, museums via virtual tours, and played life simulation games with an aim to better
communicate with friends and family, conduct social activities, and to meet new people “outside”
their household. This paper puts forward a case study that shows how a life simulation game,
Animal Crossing: New Horizons (ACNH), was used to maintain normalcy in the atypical new world.
An interpretivism approach was used to produce a scientific account of human behaviour by
drawing on the actions, concepts, and meanings used by ACNH players and the activities in which
they engaged. An abductive research strategy was called upon to recognize and understand the
players emic narratives that included progress, problem solving, in game related discussions, and
game dynamics. Secondary sources were viewed to support the author’s understanding of players
emic narratives. To establish the vocabulary to formalize players emic narratives, a thematic
literature review of research in life simulation games was synthesized. Finally, the author played
the game during the first national COVID-19 lockdown in the UK with the goal of documenting
gameplay. An affinity diagramming approach was used to record interactions, that included
author’s notes and screenshots of gameplay. This paper puts forward to the implications of
familiarity and world convergence, routinization and structure, creativity and making, health and
wellbeing, and rendezvous. The paper will be presented in the form of a textual description
supported comic strips to depict the emic narratives.
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Post-COVID Digital Theatre Landscape in Hong Kong:
Redefining Theatrical Engagement and Body on Screen

Chi Ho Lin

International Association of Theatre Critics, Hong Kong

Abstract
This paper aims to examine and summaries the experiment taken by Hong Kong theatre
practitioners in the post-COVID era. I analyze and review the various attempts of Hong Kong
theatre artists and groups to set up online performances in the epidemic context. By comparing
their thoughts on the new genre of online theatre, reflecting on the use of the theatre company's
video archive and the various aesthetic issues behind the filming. It also focuses on online
theatrical interaction, video presentation strategies, and artistic values. Especially, the paper draws
insight into the strategies used by online artists to deal with the relationship between video and
representation of body on screen.
Furthermore, it explores the reflection of dance artists on the interaction between photography
and dance. By case studies of works that involved metaverse platforms, such as "R. U. Human?"
by Inspire Workshop, this paper discusses the thin line between different genres of art of theatre
and RPG games in the online space. These case studies try to craft out some of the essential
qualities of thereat. As Peter Brook said in his book Empty Space, "A man walks across this empty
space whilst someone else is watching him, and this is all that is needed for an act of theatre to be
engaged." I try to specify how the engagement in the online theatre space is different from other
forms like RPG games and social media. The last part of the paper will focus on a cultural policy
perspective, trying to map out the difficulties and opportunities of performing arts archive strategies
in Hong Kong after expanding the digital capacity of the theatre company. On a theatrically level,
this paper explains how the involvement of digital recording devices and showcase platforms opens
up a temporal dimension and how it affects the making, preservation and potential reuse of that
document.
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The Global Conservatoire: Developing a Sustainable Model
for Online Transnational Learning in the Arts

Tania Lisboa

Royal College of Music, UK

Diana Salazar

Royal College of Music, UK

Abstract
The Global Conservatoire launched in 2021 as a consortium of four international music
conservatoires: the Royal College of Music, the Royal Danish Academy of Music, Manhattan
School of Music, and the University of Music and Performing Arts, Vienna. Central to this
partnership is the development of a portfolio of fully online transnational courses specifically
designed for undergraduate and postgraduate conservatoire music students. Since September
2021, seven new online credited courses have been designed and delivered by the consortium.
Each course draws upon the distinctive research strengths of the partner institution, with all
courses making use of both asynchronous and synchronous delivery to cultivate online crosscultural learning communities for students. The project is funded by a two-year Erasmus+ Strategic
Partnership Grant, which is supporting course design and development, technical support, staff
development, and project evaluation.
There is a body of literature on pre-pandemic online teaching innovations as well as midpandemic ‘emergency’ teaching. However, there is still a need for the development of more
sustainable models of online teaching in HE that go beyond the pandemic emergency teaching
scenario and that foster digital and pedagogical innovation. This is especially the case in the
performing arts, where the role of online teaching in the post-pandemic era remains unclear. The
Global Conservatoire model marks a significant departure from traditional conservatoire learning
and teaching approaches, which tend to focus on embodied, collaborative, real-time and haptic
forms of knowledge building. As such, this project raises a range of issues spanning technology,
pedagogy, learning cultures, administration and the project’s sustainability in a practice-based
educational environment.
To examine this, a major research project is underway to understand the efficacy of the Global
Conservatoire approach. The research explores: what constitutes best practice in online
transnational learning environments within Conservatoires? Sub-questions focus on the challenges
of online delivery within conservatoires; teachers’ adaptations of teaching approaches; the
development of online transnational teaching and learning environment and the overall experiences
(positive and negative) of students and teachers in a global conservatoire course. One defining
element of this research is to explore the development of global artistic citizenship through online
transnational learning communities.
This paper will present the initial findings of the research project, focussing on emerging themes
including student motivation, the impact of prior online experiences, the interactions of
transnational cohorts, and way in which students’ own learning preferences can affect the online
community. Our findings point towards teachers and students exhibiting a strong urge to be part of
international music communities without the need to travel, leading to opportunities for more
sustainable forms of international exchange. We also observe the importance of social learning, as
well as adequate resources to promote engagement in online learning. Finally, we identify a need
for ample institutional support to transition students and teachers to post-pandemic online
environments that are planned, structured, and that move away from the pandemic emergency
teaching. To conclude, we identify the institutional investment and frameworks required to generate
integrated, impactful and sustainable online transnational communities in the performing arts.
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Digital Fatigue and Digital Exhaustion in the Era of
Globalization and COVID-19: The Contribution of Jean
Baudrillard
Spiros Makris

University of Macedonia, Greece & University of Oxford, UK

Abstract
Is digitality a new technological means of late modernity or it can be seen as a symptom of an
onto-theological crisis of humanity? This is a critical question that is attained a new form in the era
globalization, especially as the historical period of postmodern capitalism is culminated in the
existential phenomenon of COVID-19. In this vein, the question could be reshaped as follows: both
globalization and COVID-19 have brought to the fore the beneficial aspects of digital technology or
instead they disclose a kind of digital dystopia in which humanity is absorbed in a situation of digital
fatigue or even digital exhaustion?
Without doubt, among the eminent social thinkers of our time, Jean Baudrillard is the one who
has analyzed this question in the most radical way. For Baudrillard, digitality and by extension
virtual reality and simulation compose an implosive onto-theological crisis of humanity in late
modernity that leads the whole world (see the ecological and hygienic aspects of the crisis) to an
artificial perfectionism that exhausts all our potentialities for a sustainable life.
Contrary to the conventional wisdom, Baudrillard, bringing to the fore a so-called radical thought,
full of paradoxes, ironies and parodies, claims that digital technology entraps humanity into a global
simulacrum beyond the end of history, exhausting any possibility for real life, history, social change
and empathy. Entrapped into a global digital screen, humanity travels in the digital space of
simulacra, as a gigantic digital cyborg, governed by the digital-led virulence of indifference, apathy,
silence and insignificance.
COVID-19 has sunk humanity deeper in the postmodern onto-theological spectrum of digital
fatigue and digital exhaustion leading globalization to the paradoxical, ironic and parodic situation
of an existential inertia through proliferation, acceleration and speed. In that vein, following
Baudrillard’s thought, COVID-19 can be regarded as a critical moment of postmodern virulence in
the era of globalization, where the virus of digitality pushes humanity and the world to its ontotheological, phenomenological and existential limits: an apotheotic self-catastrophe.
It is well known that he depicts this phenomenon using a series of almost poetic words such as
orgy, pornography, obscenity, obesity and promiscuity. Platform capitalism and the delirium of
social media are perceived as the fatal moment (or as the fatal strategy of a perfect crime against
ourselves: he speaks of a final solution) of Western modernity in the era of globalization. Is it
possible? Are we entering now in the spectrum of a digital dystopia that turns into an ecological
dystopia? Baudrillard offers us the conceptual toolkit to answer this question in a fresh and radical
way.
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Performing Antiwar Activism under Military Censure :
Сyber Partisans and the Art of Political Intervention

Kamila Mamadnazarbekova
Sorbonne Université, France

Abstract
While the war in Gulf was the first military conflict broadcasted live 24/7 on CNN, the Russian
invasion of Ukraine is the first XXI century war massively communicated through social media. For
many people around the world it was a shockingly immediate online experience with first-hand
evidence published in real time by government officials, journalists, military personnel and civilians
in the war zone. As for Russia, the war very soon took the shape of fast-pace conservative
revolution inside the country, with heavy military censure imposed from the very first days of
invasion, destroying the remains of independent press and calling for new forms of protest. For
many reasons Telegram and coded messengers, such as Signal, became principle sources of
information and communication. Feminist Antiwar Resistance (FAR) was the first organized
movement coordinated and communicated through social media. FAR coordinated actions in
different cities, such as recontextualization of Soviet WWII monuments with images and national
symbols of Ukraine, national holidays postcards with antiwar messages distributed virally online.
Unjust and violent war made Russian artists physically reclaim public space. Dancers, performers
and visual artists presented their works spontaneously and illegally opposing themselves to
propagandist media. Imperialist nature of this war triggered feminist and decolonial epistemologies
within activist communities. For example, Alisa Gorshenina from Nizhny Tagil created a wearable
work with 'No War' written in 27 indigenious languages, including tatar, komi and buryat, evoking
tensions between Russian imperial culture and minority ethnic groups. Images of Gorshenina work
went viral after publication of Alexander Etkind antiwar text Defederalizing Russia. Images of war
atrocities in Bucha were carefully reinacted by unknown artist in a work called Bucha-Moscow.
Wearing the same clothes as the victims on photographs the artist put herself down in the same
position as the dead bodies with their hands tied behind their backs and black bags over their head
– only the artist did it in front of recognizable monuments of the Russian capital. Duration of antiwar
performances was usually very short, the artists were arrested after 10-30 minutes and often got 10
to 30 days of prison with further possible consequences. Defining the art of political intervention,
British scholar Claire Bishop emphasizes on its sharp timing, its use of public space, its highly
explosive and conflictual social perception and its massive circulation through social media. To
stress on its time-specific nature she uses the greek word kairos. Circulation of images and
personal texts became a form of solidarity and permitted to stick to certain rules of safety and
sometimes anonymity for artists and activists in different cities. St-Petersburg artist Alexandra
Skolichenko however was arrested and risks 10 years of prison for 'discreditation of the armed
forces of the Russian Federation' after changing the price tags in her local supermarket for her own
carefully designed price tags with antiwar lines. Printable models of her price tags are available in
messengers, as well as instructions how to turn off the cameras of surveillance.
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Performative Scenography in Augmented Reality Theatre

Aneta Mancewicz

Royal Holloway, University of London, UK

Abstract
In this paper, I introduce the concept of performative scenography for augmented reality theatre
through the discussion of Nexus Studios’ The Tempest. The production was a 10-minute
augmented reality adaptation of Shakespeare’s play performed in 2020, in which I was involved as
an academic and artistic collaborator. Building on the work of Rebecca Rouse et al. (2015) and
Rouse (2015), which advocates for the importance of performance studies and theatre history for
understanding augmented and mixed reality (AR and MR), I propose to consider audience
engagement as central to the performance design and dramaturgy. According to Rouse et al., what
distinguishes MR applications from MRx applications is that the latter are ‘hybrid, deeply locative
and often site-specific, and esthetic, performative, and/or social’ (2015, 178). While these features
are fundamental for the development of MRx ‘as a performative and theatrical stage’ (Rouse 2015,
193) what ultimately enables AR and MR to function in terms of theatre is their ability to give the
audience the possibility of co-creation as part of performance design and dramaturgy.
This argument is illustrated in the essay through the examination of Nexus’s Tempest. Developed
with the funding from the Arts and Humanities Research Council, as part of Royal Holloway’s
StoryFutures project, the production explored the potential of augmented reality for creating the
experience of shared space for the audience. In the context of the UK’s strict lockdown during the
COVID-19 pandemic, this Tempest was performed live by two actors in a studio and the audience
participating remotely at their homes. Such set-up meant that the audience was distributed across
a range of locations, with virtual elements being mapped onto physical spaces. At the same time,
the audience was invited to activate many of these virtual elements to create unique hybrids of real
and virtual environments in the course of the performance. In accordance with the play’s themes,
such hybrids were used to produce the sense of magic and inspire the audience’s imagination as
part of the production’s design and dramaturgy. Different virtual environments emerged to
represent selected moments from Shakespeare’s plot, creating conditions for intimate encounters
with the characters, who were represented in this version by anthropomorphous avatars. In this
essay, I define this approach to design as performative scenography to underline its layered,
dynamic, and active character, showing how the audience members can be invited to become
participants in the story and its co-creators. Although Nexus’s Tempest has not fully realised this
approach, mainly because of budgetary constraints, the production has tested many of its technical
and creative aspects. Most importantly, it has demonstrated the appeal of performative design to
audience members (as evidenced by audience surveys) and the theatrical potential of augmented
reality more broadly.
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Sustainable and Creative Innovation in Live Experiences
and Festivals – UNBOXED: Creativity in the UK

Lora Markova

Creative Research and Innovation Centre (CRAIC) – Institute for Media and Creative
Industries, Loughborough University London

Abstract
This paper explores sustainable creative practices and transformative R&D processes within
UNBOXED: Creativity in the UK which is the UK-wide celebration of cross-sector and STEAMinduced creativity, offering a programme of 10 experiments in creative technology between March
and October 2022. Drawing upon Joseph Beuys’s conceptualization of “art as a social sculpture,”
the research studies the creative development of UNBOXED festival and its individual commissions
in terms of creative and sustainable innovation, community engagement and audience
participation. The central research questions revolve around use of immersive storytelling and cocreative interaction in generating participatory experiences; use of emerging technologies in
connecting diverse audiences and building inclusive communities; technologies of world-building
and innovative production modes in creating (hybrid) festival experiences; sustainable business
models in the post-pandemic context and socio-economic legacies related to the UNBOXED
festival.
Environmental sustainability has emerged as a central topic within the UNBOXED commissions –
Dandelion by Aproxima Arts creates vertical farms of perpetual light and rediscovers communityled growing as a creative act; Green Space Dark Skies by Walk the Plank tackles light pollution in
an outdoor artwork of lightning technology and digital choreography; See Monster by
Newsubstance transforms a decommissioned North Sea offshore platform into a renewable energy
public art installation featuring gardens and waterfalls. Another group of projects explores the
theme of diversity and inclusion – PoliNations by Trigger establishes a parallel between bio- and
cultural diversity in community-grown city gardens and 40-foot-tall architectural trees; StoryTrails by
StoryFutures uncovers hidden archives and untold cultural histories through AR and VR immersion
in 15 cities across the UK; Galwad by Collective Cymru reimagines a future of radical inclusivity
through transmedia storytelling and world-building techniques; Dreamachine by Collective Act
explores internal and neurodiversity through a kaleidoscopic vision experienced with closed eyes.
The promotion of universal values through reconsidering human experiences in a cosmic context
emerges as a common narrative in the video-mapping show About Us by 59 Productions, the AR
app and 10-km sculptural trail of the solar system Our Place in Space by Nerve Centre, and the
traveling fest of counterculture Tour de Moon by Nelly Ben Hayoun Studios.
The analysis contextualizes UNBOXED within international socially engaged and sustainable art
initiatives – e.g. the art collective Virtual Migrants (UK) whose projects interlink questions of
inequality, race and climate justice; the artistic trio SUPERFLEX (DK) whose subversive
expressions explore capitalism and climate change; digital arts for raising environmental
awareness, such as the works of Naziha Mestaoui (BE/TN); sustainable creative practices by
Olafur Eliasson (DK/IS); as well as, satirical street art interventions by infamous Banksy (UK) and
Francisco de Pajaro (ES) aka Art is Trash (El Arte Es Basura).
Overall, the paper suggests studying the thematic and cross-disciplinary compositions of the
UNBOXED commissions as symptomatic of the vital role creative R&D and innovation could play in
driving solutions to societal challenges.
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Home-specific Performance and the Digital Staging of the
Domestic in Flanker Origami

Bianca Mastrominico

Queen Margaret University, UK

Abstract
This paper explores the intersections and entanglements between digital and domestic
environments on the virtual stage of Flanker Origami, an online live performance on Zoom
presented by Bianca Mastrominico and John Dean (aka Organic Theatre) as part of the digital
programme of the Edinburgh Festival Fringe 2021.
Staged in the real home of the performers, Flanker Origami was born out of the domestic
overlaps of daily life with performer training and creative work during pandemic lockdowns. While
the performance making process rewrites personal environments into a dramaturgy that unfixes
form and space, the paper examines how the everyday is bent to instigate intimacy through digital
platforms, while also embracing a home as a creative space.
Questions arise about how the domestic space is constructed and framed online, and what kind
of digital aesthetic is revealed through the technical constraints of working from home on a Zoom
set.
While cupboards, stairs, bathrooms, living rooms, and back garden become the playground for
digital exposure of private spaces, the house is perceived by the performers as odd and familiar at
the same time, and is revealed through the transparency of screen backgrounds, or is made into a
total performance space. Acknowledging the sociomaterial elements of the performers’ home as a
‘self-specific’ working space, the paper examines how the Flanker Origami house becomes an
adventurous place which — through Zoom —is virtually reconstructed in the overlapping between
an authentic and a fictional digital stage. The paper also points at the dangers and disruptions of
developing digital performance work which plays with boundaries between private/public and
personal/shared, as well as with remote intimacy filtered through daily life.
In the reverberation of the digital performance in the domestic space, the virtual set mingles with
the house chores and home becomes a semi-permanent studio, where physical objects are staged
and acquire the aura of props. The paper elaborates on the pandemic-induced habit of living
around the house-set in an uncomfortable way, as well as the technical difficulties of adapting the
house to the digital environment, and learning how to frame the space until it becomes second
nature for the performers.
Through the images and virtual backgrounds on Zoom, which overlay the house arranged as a
digital set, the conclusions bring us towards the hybrid scenography of Flanker Origami,
engendering the rich and complex interaction between the domestic environment and the digital
technology in making performance during pandemic times.
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Inhabited Turing Patterns in a Bacterial Performance

Francesc Morales

Molsa arquitectura, Spain

Salvador Serrano

Molsa arquitectura, Spain

Abstract
21st century society operates in digital environments producing important changes in our way of
life. The interaction is done through complex networks and has the ability to vary reality in a
transmodal way. The new relationship protocols involve mechanisms of an emerging system: it is a
complex structure that causes phenomena such as adaptation and evolution. Specifically, a
bacterial organism has been selected to apply its emerging resources in formal expression (Karig
2018). The emerging behavior is coded with the specific software for these systems, NetLogo,
designing an agent-based model. The transactional component deals with the interaction of the
inhabitant, transforming their movements into musical phenomena and their graphic equivalence
(Ball 2010). Max / msp software has been used to relate these visual and audio aspects on the one
hand and to allow user interaction on the other.
The interaction takes place on three scales. A close one, genetic, where the movements of the
inhabitant are transformed into positions, colors and tones, using frequency (tonal and visual) as a
relational factor. An intermediate scale where melodies, as a consequence of tones, interact in an
adaptive scenario. And a last one where form patterns and harmonies appear. The emerging tools
used at each scale are genetic switching, natural competition-selection, and morphogenesis,
respectively.
Summarizing, the exercise proposed here, includes a transmodal performance where sound and
visual phenomena are generated in an emergent way. An operation done with the intention of
connecting Architecture with the aforementioned way of being. Thus, the procedure becomes a
real-time interactive design system, where user behavior ends up forming a formal space using
emerging bacterial tools.
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“tyger.lamb.blake.wesley”: Reflections and Revelations in
Experimental Film-making

Kevin Miller

Regis Dance and Wellbeing

Marilyn Wyers

Regis Dance and Wellbeing

Abstract
REFLECTIONS AND REVELATIONS: Experimental processes in the making of a film through
the interface of dance, music, moving image and digital media during the pressures of the 2020
COVID lockdown restrictions.
Featuring a showing of our original short film for chamber orchestra and dancers commissioned
by the 2020 Blakefest, our presentation explores our personal and collective experiences of the
aesthetic and technical challenges of remote collaborative creative experimentation in this time of
an international pandemic crisis. We discuss the evolving nature of creating a live ballet through
remote multiple mobile platforms and explore the processes involved in designing and bringing
about a dance-poetry film based on William Blake’s cautionary poem The Tyger. Through a
Practice as Research approach, we consider how our artistic means and messages had to pivot to
reflect the isolating limits placed upon us and magnified the increasingly relevant prescience of
Blake’s apocalyptic nature poem, the conflict-duality of man and nature and agile performative
digital solutions.
We consider the experimental processes that emerged amongst our team of composer,
choreographer, filmmaker and dancers in the remote collaboration on this mobile-platform project,
connecting the journey to the idea that the gestalt of Coronavirus and the performers' own spaces
is the form and meaning of the piece. The format of our presentation will include a performative and
interactive introduction, a screening of the final dance-poetry film followed by a discussion session
with the composer, choreographer and filmmaker.
Please find attached a link to the film of our dance-poetry film https://youtu.be/2Z2ludSl6pc
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COVID 19 and the Virtualisation of Venue-based Creative
Practices

Daniel Morley

De Montfort University, UK

Charlie Henshaw

Loughborough University, UK

Abstract
This paper will discuss the impact of the global pandemic on the function of the design studio as a
creative space, proposing a framework for implementing and evaluating the benefits of virtualising
venue-based creative practices. In doing so it draws on analysis of the working practices of the
creative sector, creative pedagogy and communities of practice.
Typically, design studios are highly visual and interactive spaces that have been central to
creative practices for over a century, pivotal in supporting critique and sharing feedback early and
often. As Souleles (2012) reflects, ”the physical studio and student self-reflection are essential
components of the teaching and learning practices in art and design education.” The studio, as a
physical learning environment, is seen as central to design practices and education and typically
have a high visual and material character — walls replete with post-it notes, sketches hung to
share concepts, and physical models and prototypes scattering desks — the function of these
objects is to spark new ideas and encourage creative discourse. (Vyas, et al., 2013). The physical
studio space is also important for showcasing work and sharing feedback; the surroundings are
integral to the collaborative activity, with a studio designed to support group-orientation, creative
cooperation and design critiques — a defining activity in studio pedagogy (Schön, 1985).
However, due to the impact of the pandemic, physical studio environments have been unable to
function as intended, with traditional working practices challenged and disrupted.
In a study on social media-based learning, Güler (2015) suggested that the use of social media
for teaching and learning within design studio contexts may support studio critiques, peer
interactions, and a uniform shared experience. Building on this research, the project trailed a
‘studio virtualisation’ project, to support students through the challenges of online and blended
learning. By creating a nurturing virtual platform (principally via Instagram), for graphic design and
illustration students the project created a space where students learn by offering feedback,
exchanging ideas and network. The potential for social media tools to provide a working platform
was evident, offering the traditional aspects of a physical creative space—inspiration, critique,
collaboration and co-creation in a digital environment.
For students, the #virtualstudiodmu became a source of motivation and an extra-curricular outlet
and underpinned important lessons in presentation and processes. Overall, the opportunity to
share and have their work celebrated enhanced the student experience. However, the project had
an unintentional wider reach as it engaged with potential applicants, a useful marketing tool, and
also potential employers who are eager to locate and engage with future creative talent.
The project addresses key societal challenges posed by COVID—how we continue to work
productively and effectively in virtual spaces, and what may enhance the ‘traditional’ approaches in
a post-COVID environment? With society exploring new ways of working, this research has the
potential to offer a framework to the creative and educational sectors who are struggling to
maintain communities of practice to address a contemporary issue adroitly and productively.
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‘The Interactive Archive: Transforming Live Immersive
Performance through Screen-based and Interactive
Technologies’
Misha Myers

University of Greenwich, UK & Deakin Motion Lab, Deakin University, Australia

Stefan Greuter

Deakin Motion Lab, Deakin University, Australia

Abstract
During COVID pandemic restrictions of 2020-2021, Melbourne’s Malthouse Theatre discovered
an opportunity amidst a crisis to innovate new ways of collaborating as a company and to present
and preserve their work. Through a new partnership with researchers from Deakin Motion Lab they
combined expertise in Film and TV Production, Digital Theatre, Photography and Game Design, to
work together in an experimental space to create an interactive archive of a live, immersive theatre
production. The archive uses emerging technology to holistically capture the interactivity and
emergent narrative of the original production for an audience through a digitally-enabled, hybrid
experience.
With audience numbers limited and working-from-home restrictions in place during the pandemic,
the Malthouse saw these constraints as a unique opportunity to pursue a bold project that would
have been challenging with business as usual. Together the entire Malthouse team worked
collaboratively and remotely to devise ‘Because the Night’, an original immersive theatre work
based on Shakespeare’s Hamlet with six independent storylines following each of the play’s main
characters. The 1800 sqm of Malthouse’s multiple stages and studios were transformed into the
world of the logging town of Elsinore with 34 theatrically dressed spaces. In 2021, when the
production run was cut short due to further lockdown restrictions closing theatres to the public, the
opportunity arose for the company to work with the team from Deakin Motion Lab to document the
work before the world of Elsinore was dismantled.
The team filmed live performances of the full cast of actors in the performance spaces using 360degree video, photographed artefacts important to the storyworld and interviewed the entire
production team, including the artistic director, dramaturg, actors, designers, and technicians. This
resulted in the collection of 95 sound sources, 324 photographed artefacts, and nine hours of film
footage, all post-processed and embedded into a game engine. Provided with a floor plan of
Elsinore showing the position of all actors within the sixteen rooms of the performance, the
interactive archive allows users to control the 360 view perspective, follow characters, examine
rooms, find and explore narrative objects and break secret codes to get into two locked rooms, as
included in the live performance.
Soon to be released to the public via the Epic and Steam game stores, the next question for the
partners is how to scale this experiment to make it a sustainable and viable platform that responds
to the unique challenges of presenting and documenting immersive theatre. This includes
documenting the spatially dispersed performances of actors in dressed spaces and the multitude of
narrative objects included and designed to be discovered through tactile interaction and from
multiple points of view.
For DRHA 2022, Deakin Motion Lab researchers Greuter and Myers propose a 20-minute
presentation, including a screening of a short trailer of the interactive archive. They will discuss the
challenges experienced, and strategies developed to create future digitally-enabled interactive and
hybrid platforms for performance to enable new economic models, digital platforms, and
pedagogical resources for the presentation and study of immersive theatre works.
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The Value of Being Alone: Reconsidering Performance
Engagement in Digital Culture

Eirini Nedelkopoulou

University of Glasgow, UK

Abstract
At the heart of all performance practices is audience engagement. Without an audience, there is
no performance. Historically, in the field of performance and theatre, the audience has been
envisaged as sharing the space with the performer. More recently, digital culture, through the
democratisation of technologies, personal computing, and the Internet, has required the cultural
sector to drastically rethink audiences’ modes of engagement, not least during the pandemic, when
artists and cultural organisations have been engaging with their audiences through networked and
hybrid platforms.
This paper reconsiders performance engagement through solitude in digital practices. The
reported isolation people experienced during COVID-19 provides a timely context for this
exploration, and an intervention into the dominant positioning of being alone as being isolated.
Significantly expanding on recent scholarship that addresses online, distanced, and isolated
performance experiences during the pandemic (Bissell, Fuchs), this paper explores solitude as a
mode of engagement, and importantly as a way to renegotiate inclusivity and accessibility of online/
offline participation in the post-pandemic era. The performance practices explored in this project
focus on the single spectator/participant, and they do so, by deploying various technologies,
including mobile, gaming, networked, and AR/VR, which largely invite individualised, private and
intimate experiences.
Where existing scholarship focuses on audiences as plural entities, and community engagement
as a collection of the many (Harpin, Kattwinkel, White), I focus instead on the individual, in order to
identify the values and benefits attached to what I call ‘encounters of solitude’ in digital culture.
Although the concept of community in the field of performance has been variously critiqued
(Bishop, Harvie, Ridout), the persistent cultural fascination with collective participation has led to
solitude, as practice and state, being largely ignored. This study centres solitude to explore its
value, and to consider its appeal and even its need. The exploration of solitude is timely in
contemporary performance practice, as it offers an intervention into the noise, crowds and
indoctrinated participation of experience economy.
Through the exploration and analysis of performance practices by artists such as Julian Hetzel,
Lundahl & Seitl, Asad Malik, Fast Familiar and others, the paper seeks to highlight and address
specific opportunities and challenges both for audience engagement and other artists in the postpandemic age:
a)How do contemporary digital performance practices conceive of and engage with the individual
participant? b) How is the individual connected to a wider community even whilst ostensibly
addressed as a single entity? c) How is solitude constructed in contemporary digital practice, and
how is it experienced by the participant?
To address these challenges, I explore encounters of solitude in performance through a
phenomenological perspective, one tailored to the intricacies that different technologies pose to
these experiences. This approach recognises that within the context of solitary engagement there
are qualitatively different experiences informed by participants’ individuality. Hence, engagement
does not concern an audience, as a unified ‘we’, but a network of solitary, individual units that often
come together and yet retain their individuality and singularity.
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Art and the Digital: Awareness and New Imaginaries

Mathilde Nourisson
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Abstract
This paper aims to explore how the use of digital technology, at a time when it occupies a major
place in our daily lives, tends to renew the imaginary in the artistic field. During the first
containment, cultural institutions had to develop an online strategy and, for the most part, make a
digital transition to maintain their audiences and develop new thinking.
In what ways has digital technology been invested by these institutions but also by contemporary
artists? What issues do they raise and how do they propose new futures?
In order to explore these questions, our study is based on several online exhibitions, within
metavers and in hybrid format. These events constitute singular case studies to analyse the role of
digital creation in the development of new imaginaries.
Since 2020, many online exhibitions have been created, some of them replicating museum
exhibitions, while others have been created from scratch. For example, digital technology has
enabled the pooling and dissemination of several museum collections, as was the case with the
online exhibition Faces of Frida in 2020. The event was the result of a collaboration between 33
international museums and Google Arts & Culture to retrace the life of Frida Kahlo through more
than 800 works from public and private collections.
Since then, some museums have chosen to invest in video games and introduce art into
metavers. In March 2020, Nintendo announced that an international museum day would take place
from 18 to 31 May 2020 in Animal Crossing: New Horizons, a life simulation game. The
Metropolitan Museum, the Getty Museum and the Musée d'Angers are joining the initiative by
presenting part of their collections in the game and offering guided tours as well as the possibility of
importing one's favourite work.
Digital technology thus appears to be a new means of access to art, and a new field of
experimentation. Hybrid formats, such as those developed for the exhibitions organised by the
Serpentine Gallery, are becoming increasingly widespread. At the beginning of 2022, the American
artist Kaws is exhibiting both in the Serpentine Gallery space and in the famous video game
Fortnite. Gamers and visitors can discover the gallery and the artist's works.
These experiences, linked to new technologies, are well known practices of some contemporary
artists. They use digital technology in their work to subvert its uses, while proposing other possible
paths. This is the case, for example, of the artists' group disnovation.org, which is developing a
reflection on new technologies, their diversions and the new narratives that can result from them.
Digital technology, in collaboration with art, can help reach new audiences and bring art into the
home. The above exhibitions are experiments that foreshadow the possibilities within the
metaverse, on the internet and with the digital. However, some of the digital works suggest that the
invention of new imaginaries requires an awareness of the ecological impact and social ethics of
these uses and creations.
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Show Me the Money: Mapping STEAM Programs for Low
Income Canadians
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University of British Columbia, Canada

Jennifer Jenson

University of British Columbia, Canada

Abstract
This paper overviews a plethora of locations and services that provide STEAM (Science,
Technology, Engineering, Arts and Math) extracurricular educational programming in Canada
(n=120). Our intent in reviewing these spaces, both virtual and physical, is to help inform the
collective and national thinking on what is available for students, specifically those who are of low
socio-economic status, and to gather a resource for researchers and practitioners that effectively
discusses the types of resources available that occur in extracurricular and informal contexts. The
importance of outside-of-school programs for students has been documented in several studies, as
it has an impact on student’s academic enrichment, work habits, and social emotional
development. STEAM engagement, specifically, supports digital literacy, a growing need for
students’ future careers. Due to the intersectional nature of available educational resources,
marginalized communities and those with lower socio-economic status have been less likely to
pursue careers in Computer Sciences or other STEAM related fields. To this end, the paper first
maps out the landscape of university-based programming, school-based after hours programming,
summer camps, non-profits, and profit-based programming, dividing these by what they offer
students whose families cannot afford this learning at market value. This paper will also examine
whether these programs are available virtually or in-person, as the COVID-19 pandemic has
altered the in-person programs dramatically. We then discuss the similarities and differences
across these programs, through a national lens wherever possible. Following the Canadian funding
initiative, CanCode, we also look at how and where public funding is available. This paper
examines what STEAM extracurricular options exist for those who are of low socio-economic status
and how changes in available options might result in lasting changes to the education sector
generally.

63

Panels

Techno-capitalism Must Die, but What’s Next? Art and
Technology in the Rojava Revolution

Dani Ploeger
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Abstract
The Rojava Institute for Democratic Technologies" is a practice-based research project based in
Rojava, North-East Syria. Artists, electronics engineers and members of local communities
collaborate to imagine and proto-type new technologies for a digital culture beyond the capitalist
‘myth of progress’[1].
The Rojava Revolution, which was initiated in 2012, is an implementation of the principles of
democratic confederalism. This is a form of libertarian socialism, based on decentralized, stateless
governance, gender equality, cooperative labour, ecology and direct democracy[2]. Rojava is one
of very few real-world endeavours to implement of such radical approach to grass-roots
democracy. Hence, it is a favourable context for the emergence of a digital culture that is more
open, inclusive, and sustainable than the paradigm of ‘surveillance capitalism’[3] and the principle
of maximizing performance that seems intertwined with the very logic of present day capitalist
societies in the Global North (and increasingly the Global South).
Thus far, the possibilities of the Rojava Revolution for digital culture have hardly been explored.
The current project constitutes an early days experiment that is aimed at initiating collaborations
between artists, electronics engineers and local communities to develop new technologies that
primarily take their cue from principles of local and regional mythology and ideology, rather than
merely a rationalist strive for optimization.
The project draws from the following aspects of the Rojava Revolution: 1) Kurdish activist and
thinker Abdullah Öcalan’s call for a knowledge culture that integrates mythology, rather than
restricting understandings of knowledge to rationalist dogmatism that is oftentimes at the service of
existing power structures[4]; 2) Grass roots technological development in connection with local and
regional histories and material cultures, rather than aiming for globalized standardization; 3)
Cooperative, interdisciplinary development (through material engagement, artistic creativity and
technological expertise; with workers, artists, technologists).
In the current, initial phase, the project encompasses the development of three works that exist
on the intersection between public art and digital innovation: An interactive public propaganda
installation for the city of Qamishlo, encompassing re-appropriated broken televisions with
ambiguous statements by Abdullah Öcalan; a grass-roots domestic technology project in a rural
area that connects regional, anti-capitalist design for a refrigerator with ultra-low cost/energy solar
systems; an imperfect, low-cost microcontroller-based self-defence system.
References
[1] Tom Wessels, 2006. The Myth of Progress: Toward a Sustainable Future. University Press of
New England.
[2] This article provides a more detailed insight into the concept of democratic confederalism:
Dilar Dirik , 2022. Stateless citizenship: ‘radical democracy as consciousness-raising’ in the Rojava
revolution, Identities, 29:1, 27-44
https://www.tandfonline.com/doi/full/10.1080/1070289X.2021.1970978
[3] Shoshana Zuboff, 2019. The Age of Surveillance Capitalism: The Fight for a Human Future at
the New Frontier of Power. London: Profile Books.
[4] Abdullah Öcalan, 2015. Manifesto for a Democratic Civilization, Vol. 1. Civilization: The Age of
Masked Gods and Disguised Kings. Porsgrunn: New Compass Press
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byNWR.com. Digital Curation and Rhizomatic Authorship.

Adam Powell

Kingston University London, UK

Abstract
In 2018 film director Nicolas Winding Refn launched his own streaming website featuring ‘lost
films’ restored in conjunction with the Cinema Preservation Alliance, The Academy Film Archive,
and The Harvard Film Archive. The films themselves are from a job lot of unmarked film canisters
that Refn purchased at an auction, and the selection of which film to restore and program is left to
the archivists (once selected Refn views the film “out of curiosity”). Throughout a calender year the
website releases short programs of restored titles in the form of Chapters. A Guest editor is
appointed for each chapter to organise and present diverse content to culturally and historically
contextualize the films featured. This material ranges from short article length to long book chapter
length written pieces, images, video and audio content, and found artifacts. Previous guest editors
include Rock n Roll journalist and author Bob Mehr, American crime fiction writer William Boyle,
and fashion journalist and magazine editor Ben Cobb. While Refn's creative and editorial input to
the content of the website is minimal to none, since the website's launch he has used the byNWR
logo to brand his film making. Refn has also hosted launch events for the website in America, UK,
France, and Italy alongside his ongoing restoration, cultivation and of International Cult Cinema.
byNWR.com is an revealing and rich avenue to consider the principles of Refn's authorship in both
his multimedia publishing and film making. Deleuze and Guattari's concept of the Rhizome will
provide a structural methodology to interrogate the mechanical nature of the website itself as well
as the contributions of both editors, writers, and site users. The Rhizome concept, as the authors
original intended, allows us to devise new ways on various discourses. For this paper we can
consider new perspectives on authorship and appropriation, media branding, and digital curation.
The Rhizome also provides an analogy to the global nature of distribution and exhibition
(streaming), and shape of movement and ways of working Refn has adapted to as a presence in
an urgently evolving film industry.

65

Panels

Diversity and Accessibility in Digital Art Creation

Christian Riegel

University of Regina, Canada

Katherine Robinson

University of Regina, Canada

Abstract
The Interactive Media, Poetics, Aesthetics, Cognition, and Technology Lab (IMPACT) at the
University of Regina has a long-standing interest in interdisciplinary and transdisciplinary research,
disability and technology, and the potential of eye tracking technology to be used as a tool for art.
Key interests of the lab have been to harness the large data streams produced by eye trackers to
move beyond conventional statistical analyses related to eye tracker research as means to develop
art creation solutions that require eye movements only, and to consider how conventional eye
movement data can be rendered as aesthetic objects that prioritize visual understanding over
narrative (DRHA 2015; Body, Space, Technology Journal 2016; DRHA 2019; DRHA 2021).
The digital realm provides paradoxical challenges and potential to diversity and accessibility
largely related to cost, ease of access, availability of resources, and technological expertise. In the
current paper we discuss overlapping research streams relating to digital art creation tools that
emerge from our lab’s interests to illustrate our model of art-creation digital technology
development that employs interdisciplinary and transdisciplinary approaches. We are keenly
interested to develop art creation tools that are accessible to people with limited mobility having
developed various eye-drawing software modules using inexpensive commercial eye trackers and
we are currently developing an improvisational music creation tool that requires only eye
movements for its use. In the paper, we discuss key theoretical considerations relating to disability
and ableism that impact the conception of digital tools for the disabled, and we consider the role of
hardware choices and open-source software in relation to costs. As the cost of eye tracking
technology commercially developed for people with disabilities is prohibitive the technology
simultaneously offers opportunity and creates barriers. Our model uses relatively inexpensive
gaming eye trackers ($200 USD vs $10,000 USD) that are adapted for art creation purposes, thus
increasing accessibility. Alongside cost factors, useability is key to the adoption of digital
technology. For an individual who has no use of their limbs, for example, elements such as
launching hardware and software must be possible without the need for external assistance for it to
be truly accessible. Thus, design informed by end-users is a requirement to successful
development of digital technology for disability. A transdisciplinary approach that involves
community members in useability design is necessary to effectively create accessible technology.
We will discuss the role of interdisciplinary and transdisciplinary approaches, which are
increasingly important in a pandemic-influenced world where the digital realm has proven to
provide immense opportunity to build community in the space of viral-imposed isolation.
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Visualizing Wikidata for Artistic Practice

Toni Sant

Digital Curation Lab, Salford University UK

Enrique Tabone

Digital Curation Lab, Salford University UK & QUEstijl

Abstract
In 2019, Digital Curation Lab Director Toni Sant and the artist Enrique Tabone started
collaborating on a research project exploring the visualization of specific datasets from Wikidata for
artistic practice. The research stems from a digital curation project conducted by Tabone on the
women artists whose works are in the University of Salford’s Art Collection. This art collection was
established in c.1968 and now contains works by about 700 artists. Only about 70 of these works
are attributed to women. The gender balance has improved through recent acquisitions.
Nevertheless, only 35% of works acquired since 2013 are by women artists.
Through data analysis, employing Wikidata tools, this project reveals how works by women and
non-binary artists can be given greater public visibility. It also suggests ways for addressing the
gender gap. Wikidata is an open structured data repository that enables information to be
organized in useful ways. Employing data visualization tools on the wiki platform, this artistic
research project aims to develop a creative workflow model for processing essential information
about art collections, museum structures, The project is now at a point where the work conducted
between 2019 and 2021 on the University of Salford Art Collection is also being applied as a
inquiring model beyond this collection. Additional datasets include about 30 university art
collections across the UK, and over 20 Heritage Malta museums.
The project has two outputs. The first of these was presented during DRHA 2021, among other
pertinent fora. This involved a presentation on how the initial findings from this project enable art
collection managers to get a better picture of the gender gap and plan data-based ways to present
works in the collection. Now, for the second output, the artist is using the same tools on a broader
dataset to initiate an artistic exploration involving the visualizing of the scientific data with special
attention to the aesthetic qualities afforded by this technological engagement.
Therefore, the work prepared for DRHA 2022 is an artwork that consists mainly of a video art
installation, depicting aspects of data art as embodied in the research project, along with a lecture
performance and a physical object developed from the artistic interpretation of the data
visualization contained in the video.
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The Ontology of the On-line Performance and a Case
Study: the Multiuser Performance “Space Xouth. Social
experiment in multiple dimensions”
Manthos Santorineos

Athens School of Fine Arts, Greece

Stavroula Zoi

Athens School of Fine Arts, Greece

This paper presents the experimental multiuser performance: “Space Xouth. Social experiment in
multiple dimensions”, a case of a digital performance developed hybrid in physical and online
virtual 3D space. In contrast to performances that are merely transferred and hosted in a digital
environment, this one intrinsically utilizes the essential ontology of the digital space by integrating it
as an integral part of its structure.
Space Xouth performance was collaboratively created within the multiuser space of a specialized
platform for distance artistic collaboration, the @postasis platform (apostasis.eu). Although
developed shortly before the confinement due to COVID-19 (November-December 2019), and
without knowledge of what would follow globally, it addressed exactly the concept of confinement of
virtual and human entities in the infinite, timeless digital space.
To investigate this state, a 3D multiuser space inhabited by virtual entities was constructed,
utilizing tools and techniques from computer games, and the capabilities of the @postasis platform.
Participants, through their avatars, could perceive the conditions of the virtual space (other avatars
and programmed Non-Player-Characters), move and act within its observable limits.
Communication between them was possible through text chat messages, developed as textual
improvisations by the participating authors/poets and turned into a theatrical action by the actors.
The whole construction was incorporated in the educational process of the Multimedia laboratory of
Athens School of Fine Arts.
This performance was presented in the context of the ARTENS Xouth Festival (http://artens.gr/
xouth-festival/), which was dedicated to the concept of “emerging diversities” (Athens, December
2019). The @postasis platform was set up in an old-fashioned house in the center of Athens, thus
comprising a complex technological-visual installation in a suitably designed space for the
performance in which the technology, the contributors (e.g. writers / poets, actors) and the public
coexisted. Specifically, four writers / poets undertook the development of textual improvisations,
through the chat system, which were transferred to the public by professional actors - performers
through corresponding physical and interpretive improvisations, in front of the virtual 3D space.
Thus, a closed circuit of influences was created: a writer conveyed a text to the avatar of an actor,
then the actor developed a performative action, to which the other actors reacted, while the minor
or extended reactions of the audience that surrounded the writers and watched the performers
partly fed back the performance. Textual dialogues were entirely recorded through a special
mechanism of the @postasis platform.
This paper, in its full development, will jointly present the technological structure, and the
elements that emerged from the evolution of the performance, as both are equally important and
integral components of it.
Based on this experience, important issues will be raised, which were highlighted especially
during the COVID-19 pandemic and the mass transfer of cultural content and actions to on-line
spaces. The difference between the creation of a digital artwork and its hosting on a medium will be
analyzed. Proposals will be developed regarding future steps of digital on-line performance and
artistic creation in general within a more expanded digital content access space.
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Sound Walks in the Post-Pandemic Smart City

Joanne Scott

University of Salford, UK

Abstract
The proposed lecture-demo addresses the development of geo-located sound walks, which
prompt participants to explore and engage with wild nature and smart city processes in postpandemic urban spaces. It reflects on these practices in light of the new intersection that 2022
offers for urban life, where many of the city’s draws are diminished —its ‘footfall’ reduced —while
its technological controls are heightened and increased. As Jones, Abrams and Lahiri (2020)
indicate in addressing COVID-19's implications for urban life, key considerations moving forwards
are ‘the lived experience of those in cities; the opportunities and challenges cities provide in
building post-pandemic; and the politics and responsibility for this’, placing ‘biopolitics —the political
control of bodies – in unusually stark relief’ (p.183).
The sound walks I have made creatively intersect with these considerations through developing
practices for existing in, moving through and engaging with city-spaces that highlight and reveal
hidden systems that are digitally monitoring and controlling bodies and activities, while also seeking
out wild places and practices that are playful counter-activities to the demands of the contemporary
‘smart’ city. A core aim is to generate and open up ways for individuals to creatively engage with,
move through and interrogate post-pandemic urban landscapes, which are being formed and
determined through digital infrastructures, systems of control and commercial imperatives. Such
practices offer both a gentle activism and creative resistance to the smart city, while opening up the
possibilities for micro-wildernesses being discovered and formed in urban spaces through
encounters with nature and through the discovery of ‘interstitial’ or in-between spaces for being in
and experiencing the city.
As part of the lecture-demo, I plan to share examples from one sound walk ‘Wanders in the (wild)
smart city’, which focuses on revealing and engaging with the smart technologies and artificial
intelligences embedded in physical spaces in cities, in the form of sensors, surveillance cameras
and ‘smart’ objects, creating ‘new material surfaces, which mix data with objects with bodies’ (Thrift
2014, p.18). I reflect particularly on the capacity of ‘placed sounds’ (Behrendt 2018), which are
digitally attached to physical locations through geo-fencing and GPS technologies, to open up
productive questions about the presence and activity of these ‘new material surfaces’. I also
discuss the use of song as an emergent creative element in the melded ‘code/space’ of these types
of sound walks, where ‘software and the spatiality of everyday life become mutually constituted’
(Kitchin and Dodge 2011, p.16), arguing that digitally located vocal refrains generate new ways of
encountering and experiencing smart technologies in the city.
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Where the Digital Meets the Physical: a Jewellery Design
Approach

Mala Siamptani

Abstract
With the global pandemic hitting in 2019, design companies of all sizes started reviewing their
public engagement. Digital tools were suddenly at the center of attention with various brands using
alternative methods to allow the public to digitally interact with their products. Designers and
retailers made use of 3D technologies to improve product design by offering unique and
personalized products to consumers and potentially offer a more sustainable manufacturing
process. This is evident in the jewellery design inustry, where products which are mass produced
such as engagement rings, are offered to the consumer with personalized aspects.
As a field, jewellery design is heavily associated with traditional handcraft values such as labour,
material and complexity. And such values are being challenged by digital technologies. This
presentation is designed to welcome the conference audience to the current world of jewellery
design where traditional making skills and technology are used as collaborative fundamental tools
for the design process. We will be discussing how the use of various digital software and 3D print
technologies can generate new products and customer interactions.
Our aim is to observe and discuss how technologies are influencing the jewellery design process
in addition to the production process, and also how they can form new interactions with the target
audience. This presentation could contribute with the merge of the traditional/analogue and digital
design toolkits, an approach which is still under exploration
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Immersive Performance in Digital Environments: Observing
New Methods and Approaches to the Creation of Live
Performance.
Sophy Smith

De Montfort University, UK

Kerry Francksen

De Montfort University, UK

Abstract
The UK Creative Immersive Landscape 2020 report found that during the pandemic in 2020,
remote viewing and participation became more popular, paving the way for the increased adoption
of new technologies that leverage these forms of consumption. Immersive performance practices
are emerging as a response to a fast moving sociological, technological and economic landscape
and as artists adapt to these new paradigms it is clear that digital practices are having a profound
effect on the ways in which performance practitioners make and understand their work. The
challenge of connecting with audiences during the global pandemic drove performance
practitioners to explore the potential of a wide variety of immersive online environments, some
established and others emergent. Social VR platforms such as VR chat, live streaming services
such as Twitch and even virtual conferencing facilities such as Zoom have been explored as
environments for performance. Performance in-game and using game engines, as well as
networked motion capture systems have enabled practitioners to create and share work in new
ways and to connect with new audiences. In some ways, the pandemic accelerated developments
in the creation of performance within immersive online environments, with practitioners accelerating
their practices as they responded to the changing platforms of engagement.
These new environments offer not one, but two game-changing opportunities. One is the potential
to offer new ways to engage with performance work through new devices and new platforms,
including immersive technologies. The other is the potential to transform ideas of performance. In
light of these recent innovations, immersive digital environments continue to offer us a vision where
digital performance isn’t only a traditional live stream, but can be reimagined as new aesthetic and
hybridised forms for artistic engagement.
However, new devices, new platforms and new manifestations of performance call for new ways
of developing and making performance work. How do more traditional notions of performancemaking in a physical space translate into performance-making in a virtual space? What can
performers take from existing practice and what needs to be developed a-new? How does a
performer give a live performance, to an audience that they cannot see? What are the affordances
of these online environments that could enhance and extend performance practices? This paper
considers the skills and competencies needed to create work for and in these new environments
and the opportunities these offer for creative practice, drawing on a number of research projects
that were part of the Audience of the Future Performance Demonstrator (UKRI) project, conducted
at the Institute of Creative Technologies (IOCT) at DMU, as part of a consortium led by the Royal
Shakespeare Company with partners including London Philharmonia, Marshmallow Laser Feast,
Punchdrunk, and Epic Games. Specifically, the authors will reflect on the implications/ practicalities
of creating performance via an R&D studio-based enquiry highlighting several key discoveries
observed across a range of artistic practices. Through this paper, the authors hope to share some
of the challenges and opportunities for making work in such environments, which will be applicable
to others working in the field.
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Adding to the Knowledge of the TPACK Framework: Music
Teacher Identity Transformations and Adaptability to
Online Instructional Delivery since COVID-19
Cynthia Stephens-Himonides
Kingston University London, UK

Margaret Young

Ohio State University Lima, USA

Abstract
This collaborative project investigates music teaching and learning since COVID-19 examining
how teachers have adapted to online instructional delivery and the transformation of their
pedagogies and identities in response to the sudden shift to online teaching and learning (OTL).
This project seeks to explore:
1. teachers’ self-perceptions of their identity, adaptability, and effectiveness of teaching with
technology
2. teachers’ self-perceptions of their identity, adaptability, and effectiveness of teaching with
technology impacted by COVID-19
3. newly acquired technologies and pedagogies along with possible transformed identities into
their teaching practices
Worldwide, educators have adapted their traditional teaching practices to accommodate the
transition to online learning in response to the COVID-19 pandemic. As music educators have had
to adapt their teaching, there is a need to examine and provide a voice for reflection regarding their
adaptations to technology with the aim of discovering possible transformations in their identity while
revealing new pedagogies which could provide innovative solutions for inclusive music education
for all. Furthermore, implications of the findings would inform music teacher education and
continued professional development programs in providing not only pedagogical and technological
preparation but also related professional proficiencies such as identity and adaptability.
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Equality, Findability, Sustainability: The Challenges and
Rewards of Open Digital Humanities Data

Damon Strange

University of Oxford, UK

Alwyn Collinson

University of Oxford, UK

Abstract
The COVID-19 pandemic posed severe challenges to the provision of Digital Humanities data: an
increase in “demand”, as universities shifted to remote teaching and research, forcing a rapid
transition to digital access for archives, research projects and study materials; and a decrease in
“supply”, with the shift to home working, reduced capacity of IT professionals, and the
organisational, human and emotional costs of working through unprecedented times.
The pandemic and our sector’s responses demonstrate the vital importance of open, reliable and
sustainable access to digital research resources. Over the past 18 months at the University of
Oxford we have been piloting innovative methods to deliver sustainable open Digital Humanities.
We successfully launched the Sustainable Digital Scholarship (SDS) service with the aim of
safeguarding the legacy of Oxford’s world-leading digital research. This service combines research
facilitation, strategic and technical consultation services to support Digital Humanities projects, and
the provision of a central research repository organised on a shared software platform. As well as
embedding FAIR research principles and open access, we have grappled with the challenges of
ensuring long-term stability and usability of Digital Humanities data.
Providing digital access has many positive spill-over effects, not limited to increasing access to
research and teaching to those who due to costs, distance or disability might be deterred from inperson study. Our paper will also draw on our experience of supporting the Digital Humanities @
Oxford Summer School, which successfully adjusted to an online format in 2020 & 2021. The 2022
Summer School will embed a continued virtual strand as a reflection of the success of this digital
transition, with one objective being to increase access to Digital Humanities training in the Global
South and otherwise challenge educational inequalities.
We believe the Sustainable Digital Scholarship service potentially holds a vital role at Oxford in
ensuring public, open and reliable access to research outputs. We hope that this paper, and any
subsequent presentation can offer a model for other institutions considering their digital
sustainability, and highlight its many advantages, both internal and societal. We will discuss the
technical, organisational and methodological challenges to providing a shared research access
service, and our approach to overcoming them.
Modern digital humanities practices often produce vast amounts of data and metadata and being
able to host this information, in a meaningful way, for the long-term has historically been a task for
individual research projects, their PIs and project teams to tackle alone. We hope to encourage
movement away from highly bespoke databases and website for individual projects, to using
shared and common infrastructure and using the collective knowledge of many projects and
collaborators, in a way that benefits the world as a whole.
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Decolonialising the Curriculum in the Post-COVID Era:
Digital Storytelling: A Paradigm for Transcultural
Expressions.
Olu Taiwo

University of Winchester, UK

Abstract
The murder of George Floyd at the hands of the state police in America, shocked the world. We
witnessed a police officer named Derek Chauvin, in real time, kneel on his neck for nearly 10
minutes. His dying words were, ”I can’t breathe”. This was at the height of the lockdown, where it
was advised that there should be no public gatherings; however, such was the strength of feeling
that people came out to protest in their droves, all over the world, as the Western world seem to
wake up to the reality of structural racism. There seems to be an appetite for listening to people of
colour and in particular people from the African diaspora, about institutional racism. This paper will
examine the role digital storytelling played during the pandemic; concerning, the propagation of
George Floyd’s murder, into the homes of people who were restricted due to the counter measures
instituted by governments around the world. Due to the evolution of social media and the plethora
of multimedia platforms, people from the millennials and generations z, have learnt to construct
narratives using the new paradigm of digital storytelling. I will introduce two projects that I am
involved with that will intend to use the techniques of digital storytelling as a way to decolonialise
the curriculum. The first project is a continuation of a project I introduced earlier called ‘Divination
palace’; which, will be a development of the seedbed trial of the installation constructed in
November 2019, inside the 101 Outdoor Arts Creation Space in Newbury. The Divination Palace is
a modern participatory installation that is inspired by the Nigerian Yoruba tradition of Ifa, including
traditional African art and music. The structure of The Palace is randomly transformed as the
participants are guided through the process whilst immersed in a traditionally inspired African
soundscape. The second project is a retrospective on Peter Badejo OBE’s Production in 2000
called Emi ĳo. This Emi ĳo retrospective will be led by Maureen Salmon who will chair a discussion
on an interdisciplinary social innovation storytelling collaboration with the British Nigerian Storyteller
Peter Badejo OBE , Artistic Director of Badejo Arts and yours truly Dr Olu Taiwo, Script Writer the
creator of Emi-ĳo 2000 – heart of dance. Emi ĳo - heart of dance 2000 was an interdisciplinary live
performance on a boat which sailed up the River Thames, from Greenwich Pier to the London
South Bank Pier celebrating the achievements of the migration of the African diaspora and their
contributions to British society 50 years prior. Emi ĳo 2000 was an inversion of novelist Joseph
Conrad’s book the ‘Heart of Darkness’. My proposal is, because cultures around the world are
increasingly becoming more transcultural and due to the multi-layered techniques of digital
storytelling, untold stories that were subjugated for millennial are been told. The once voiceless,
are now being heard. This is in the political backdrop, where truth and propaganda are at odds, a
dichotomy that is now easily exposed using digital storytelling techniques.
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Life-enriching Online Environments for Higher Education

Anna Troisi

Creative Computing Institute, University of the Arts London, UK

Abstract
During and after the pandemic combining approaches to social justice within the educational setup become progressively more important. At the BSc Creative Computing, we experimented with
techniques to forge a compassionate educational environment where all people involved belong
and can contribute. This includes co-inquiry methodologies and shift of language with the use of a
specific non-judgmental framework for communication called Non-violent Communication. NVC
was introduced by Mahatma Gandhi (Ziegler, 2014) and developed later by Marshall Rosenberg in
the 70s. Marshall Rosenberg is known as a pioneer in nonviolent conflict resolution. In his career,
he developed and applied NVC for 40 years helping communities, disadvantaged groups, and
individuals to focus on partnership, caring and empathy. NVC focuses attention on the feelings and
needs motivating each person and what actions might best meet their needs at no one else’s
expense (Rosenberg, Eisler 2003). The NVC baseline concept is that “all humans share the same
universal human needs” (Rosenberg 2015). NVC has been applied widely in restorative justice
(Hopkins, 2012), primary (Jančič 2019) and secondary schools (Hooper 2015) and nursing schools
(Nosek 2014, Lee 2016), with measurable results.
The approach led to students’ satisfaction improvement from 50% to 90% during the pandemic.
The impact of this approach on the students’ community at UAL touched different but
interconnected areas: Students’ agency in the curriculum/assessment, engagement, inclusion,
partnership, employability skills and wellbeing. Students become able to evaluate the course with a
professional and constructive approach. They created a model of delivery following a cooperative
design strategy. This was called “adapted flipped class” and had significant benefits for student
inclusion and accessibility to learning material.
We created something bigger than a digital learning environment open to all: a place for peace,
change, innovation, justice and equity.
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British Muslim Self-Making on Social Media: Responding to
Islamophobia in Britain

Sabah Uddin

Bowie State University, USA

Abstract
According to the Office of National Statistics, the most current census shows that approximately
50% of the UK’s Muslim population was born in the UK. And yet, in post-Brexit Britain when
addressing the perceived “Muslim Problem,” where the spectacle of young Muslims joining ISIS as
foot soldiers or as “Jihadi” brides continues to foreground the collective British memory, British
Muslims continue to face accusations of unsatisfactorily responding to questions of identity, home
and belonging. The public discursive terrain continues to spread moral panic about Muslims as
“hard to integrate” by painting Muslims in one-dimensional, reductive strokes whereby men are
defiant terrorists and women are acquiescent to patriarchy. This research reflects on this notion of
failing to “fit-in” with Britishness, and instead, explores how young British Muslims are choosing to
rebuke the monocultural state approach to diversity. I will look at how second and third generation
Muslims in Britain are more vocal, and uncompromising. Moreover, I will look at how this group of
young Muslims, resist calls to become “normal” good Muslims and are less willing to respond to
accusations of “clashing civilizations,” and instead seek to unapologetically assert their
particularized racial and religious difference through cultural expressions of dissatisfaction.
Specifically, I will analyze forms of British Muslim cultural production, including visual art, fashion,
music, and poetry including a focus on forms particularly expressed on digital platforms. Social
media, for example, offers a new discursive landscape where British Muslims are actively using
aesthetic driven communities to produce self-expressed visual content. I will look at how these
forms of sub-cultural expression function as sites of contestation, where Muslim minorities reframe
their experiences, challenge dominant messages about their group identity, problematize the
essentialism of Muslims, and construct a counter-public – a distinct British Muslim public discourse
and cultural narrative specific to Muslims in Britain.
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Digital Making as a Vehicle for Cross-disciplinary Learning

Liselotte Vroman

Joris Putteneers

Gilles Callebaut

Corneel Cannaerts

KU Leuven, Belgium
KU Leuven, Belgium

KU Leuven, Belgium
KU Leuven, Belgium

Abstract
The ongoing COVID pandemic is emblematic of the volatile, uncertain, complex, and ambiguous
world we are living in. Instead of treating this pandemic as an exception, a temporary crisis
deviating from some illusive normal, we could learn from the complexities and wicked problems it
reveals, and develop cross-disciplinary modes of operation and practices in anticipation of the
multitude of crises ahead resulting from climate change. Like in other professions and disciplines,
the pandemic led to an accelerated and often ad hoc adoption of digital technologies for online and
blended learning. In particular education with a focus on practice and making, such as arts,
architecture, and engineering, these were often challenging, but also opened up new forms of
collaboration and co-creation.
In response to the above, various scholars and theorists suggest that education should no longer
focus on one discipline, but rather should adopt a holistic approach by introducing STEAM
(Science, Technology, Engineering, Art, and Mathematics) learning methodologies. STEAM
promotes cross- and interdisciplinary learning by emphasizing the process of interacting instead of
focusing on the outcomes. As such to sustainably prepare education for the future, educational
institutions are being forced to rethink their curricula in response to this growing complex and highly
technological world. Although STEAM learning methodology has been adopted widely in secondary
education for the last few years, this particular learning methodology is still relatively new to higher
education.
This paper discusses the "Creative Makers'' project, which was recently started at the KU Leuven
within the context outlined above. The project is a collaboration between the LUCA School of Arts,
the Faculty of Architecture, and the Faculty of Engineering Technology, starting from the diverse
makers' practices and cultures present within those learning environments. The project aims to
foster collaboration between these campuses, setting up joint courses where students and staff can
exchange knowledge and enrich their processes of both thinking and/or creating by working on
problems and challenges that require a cross-disciplinary approach. In order to facilitate this
collaboration, the project will develop and deploy a mobile digital makerspace using extended
reality (VR/AR) technologies, that can be installed within the three campuses and augment and
extend the existing maker facilities. Hence, the project focuses on two aims, on the one hand on
the transition towards more cross-disciplinary curricula within the respective educational programs
on each of the involved campuses and on the other hand on the development of an innovative and
state of the art digital makerspace accessible to a wide scope of makers. As such, the “Creative
Makers” project endeavors to make a future generation of students flexibly employable in this
increasingly complex and high-tech world.
This paper will discuss the design and broader framework of the project at stake, and a first set of
assignments and preliminary results. Additionally, the value of the STEAM methodology for the
programs involved and how it can contribute to a sustainable and future-oriented digital makers
culture is examined.
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Intangibility and Materiality: Digital Collections of Futurist
Anti-Books

Lauren Warner-Treloar

Kingston University London, UK

Abstract
This paper addresses the migration of cultural content online and the materiality of objects by
focusing on the multi-sensory futurist books produced through the collaborations of early twentiethcentury artists and writers in the Russian empire. These generally short, small-sized books
included dynamic lithographs and text printed on various types of paper. Designed partly as a
revolutionary response to the luxuriant publications popular with collectors at that time, the futurist
books can be defined as ‘anti-books’ that offer an element of performativity encompassing the
interplay of sound poetry, images, and materials.
Considering the growing momentum around the world to digitise cultural content, this paper
explores whether we need to interact with the material objects to fully engage with them. However,
how should the demands of such an experience be accommodated; where preservation is a factor,
particularly due to the fragility of the items, is digital access better than no access at all? Further,
where geopolitical factors come into play, should digitisation be prioritised in case of loss or
destruction of the material object? Geopolitical circumstances can also limit or curtail accessibility
to the material object; is digitisation therefore essential to preserve knowledge of the item? By
using the futurist books as a case study, this paper, which is part of my larger PhD project, seeks to
help address these issues.
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Alleviating Digital Fatigue: Actions to Increase Lifesatisfaction.

Julie Watkins

University of Greenwich, UK

Abstract
Directed-attention is central to cognitive effort and the emotional will to engage; digital fatigue
depletes a finite human resource, the ability to direct attention. Digital fatigue, physical and mental
tiredness caused by the continuous use of digital devices is a global concern that has been
exacerbated by the pandemic. This paper problematizes the monetisation of digital communication
and offers solutions for well-being. Digital media devices such as smart phones, virtual platforms
and online meetings demand a narrowed, but heightened attention. Our capacity for rich sensory
experience is funnelled into activities that may impair our cognitive capacity and regulation of our
emotions. Work has expanded to become a life-style. Cognition underpins knowledge-work and
affect underpins emotional-work. Creativity, empathy and resilience are vital elements in today’s
market even as exhaustion builds and communication is more constricted within digital capitalism.
The monetisation of even the simplest uses of digital platforms systematically exploits any
communication, including not making a response, through calculating patterns of behaviour. This
suggests a threat to agency, individuality and privacy. The act of disengaging online could be seen
as the response of a passive viewer. Being an active user is promoted as being freer, more
expressive, more social: better. However, the network offers unending real-time possibilities, which
no one could fulfil, making all users insufficient, like passive viewers. A high emotional and
cognitive price can be paid for someone else’s monetisation of communication. This paper
proposes reconnecting with nature as an antidote. Scientific research suggests that green-spaces
or spaces that are outdoors with natural elements help to restore psychological and physical wellbeing or life-satisfaction. Studies have shown that physiological stress is not only lowered but that
stress resilience may be increased. Attention fatigue, depression, feelings of stress and low selfesteem are all decreased. Resting directed-attention in green-space settings gives it a chance to
recover. Green-spaces require little effort because of the nature effect; they elicit gentle,
unfocused, undirected-attraction, giving space for reflection. Reflection, taking a self-distanced
perspective on unsolved problems, or musing, is easier when soothed by an undirected-attraction
than solely focusing on the problem or being totally distracted by an escapist experience that
precludes all else. Solving problems increases sense of agency and reduces rumination and
internal noise that is likely to lessen cognitive function and lower life-satisfaction. Evolutionary
psychologists suggest forming our perceptual model of the world distances us from external reality.
This suggests that green-spaces can also be reduced through abstraction and still be effective.
Restorative immersion from my own practice in a specific green-space, a seascape, are compared:
an experience of being on a cliff-top, digital-media, screen-based moving-image and breaking the
screen to create an installation where participants rest inside or wander through an abstracted
seascape. The varied affordances are examined and suggestions made for actions to increase lifesatisfaction. With the increase of digital fatigue and all its concomitant effects it is more urgent than
ever that we immerse ourselves in green-spaces.
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Face Stealers, Nomads and Unmasking Dissidents

Helena Wee

Birkbeck, University of London, UK

Abstract
An elemental analysis of the environmental and political impacts of surveillance technologies
(face stealers) on indigenous nomadic labourers and dissidents. In Taoism the five Chinese
elements: wood, fire, earth, metal and water; are said to be the constituents of everything in the
universe. It follows from this that technical objects would also be made up of different proportions of
the five elements. Technical entities are a growing part of our network. The Classifiers put together
a chart to guide us through their elemental effects [1]. Elemental analysis can reveal hidden
aspects and agencies of hybrid technological entities.
Indigenous nomadic labourers were moved from their homelands to work for SinaBai's
conglomerates [2].Once interned they were watched by face stealers [3].The nomads had no
choice in this matter. The face stealers watched them, and slowly became better at recognising
them. This endless cycle of watching and learning used a lot of energy [4]. The lightning consumed
was produced by burning earth fossils, which released noxious gases, burning the sky.
When a new virus swept through the network, everyone was unprepared. There were many
casualties, many did not survive. But SinaBai saw an opportunity. Mask wearing protected their
voices, allowing face stealers to watch them and learn [5]. Soon they became so good at
recognising them that masks could no longer hide the identities of voices. A local network called
HonKon had dissident problems. Their voices did not trust their network administrators and SinaBai
could not control them. They often protested for more rights and freedoms, and masks protected
their identities [6]. After the pandemic this became more difficult, and their rights and freedoms
were curtailed.
In a performative lecture [7] I will expand on this story, revealing media archaeologies through
elemental analysis of the different actors and their agencies. This will allow us to more easily see
how surveillance technologies worked in conjunction with the virus to exacerbate both climate
change and political freedoms.
References
[1]Wee, Helena; “A Chinese Five Element Classification System for Technical Objects”, 2019.
https://helenawee.com/elements/fiveelementclassification.html.
[2] https://www.bbc.co.uk/news/world-asia-china-57124636
[3] https://www.theguardian.com/world/2021/sep/30/uyghur-tribunal-testimony-surveillance-china
[4] https://www.nature.com/articles/s42256-020-0219-9
[5] https://eandt.theiet.org/content/articles/2020/03/facial-recognition-software-peersbehind-themask/
[6] https://www.nytimes.com/2020/06/12/technology/surveillance-protests-hongkong.html
[7] Full text of a previous digital performance work: https://www.helenawee.com/elements/
fiveelementalmythologies.html, video: https://youtu.be/SwWU5ec7qvQ
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The Role and Importance of Digital Skills in the Production
of Digital Performance

Aleksandra Webb

University of the West of Scotland, UK

James Layton

University of the West of Scotland, UK

Abstract
For performance makers, the COVID-19 pandemic meant an enforced migration to digital
platforms due to the closure of performance venues and a long period of restrictions on audience
numbers. Whilst many industries moved seamlessly to online working, the multi-sensory aspects of
live performance proved more difficult in translating to digital formats. Many of those working in the
performing arts would argue that the bodily co-presence of performers and spectators is a
necessary ingredient for live performance, yet there was a surge in performance being offered and
consumed digitally because of a dramatic change in the context triggered by the pandemic. Live
streaming from spectator-less venues and Zoom performances from the homes of actors emerged
widely as survival strategies and provided some, albeit limited, experience. Other practitioners and
companies responded with specially made offerings, for example, a purposeful programme of
digital short artworks ‘Scenes for Survival’ by the National Theatre of Scotland. More innovative
examples of work, such as Creation Theatre’s ‘Alice: A Virtual Theme Park’ and the Royal
Shakespeare Company’s ‘Dream’, utilised the possibilities of technology to its fullest extent and
have placed themselves at the forefront of digital work as digital theatre innovators.
Remaining digitally literate and relevant seems now important for long-term resilience and
sustainability of both established and emerging performance makers. Yet, despite this rapid rise in
production of digital performance there is currently little provision for digital skills training in
performing arts offered by the Higher Education (HE) sector. Although there is a common reference
to the importance of digitalisation in HE curricula, there is lack of clear direction in terms of what
these skills are and how they might be delivered. Some initial contribution in terms of classification
of digital skills for work and career in performance have been made (Webb and Layton, 2022)
based on the review of Dance, Drama and Performance (DDP) programmes offering. Little,
however, is still known about how different stakeholders view this important agenda depending on
their roles, experiences and expectations. In this paper, we present the findings from a qualitative
research conducted in Scotland with digital performance makers, educators, and students. Key
themes emerging from interviews indicate that developing skills concerning with the ‘remote’
making or aesthetics of performance are as important as the specific technical skills (e.g.
proficiency with applying specific software and handling hardware). These skills might change as
the practice of digital performance evolves over time. Currently some pressure is palatable as there
is an expectation that digital performance is to offer something different to a simple live streaming
thus engaging audiences in much more interactive way. Developing a new generation of theatre
goers without the constraints of physical buildings and expensive rehearsal processes could,
however, become an important resilience strategy for the sector so heavily impacted by the
pandemic. Therefore, we pose a timely question asking how future performers and performance
makers can be trained most effectively to fulfil the current and future opportunities ‘the digital’ offers
to them.
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Can an Avatar Act?

Jon Weinbren

University of Surrey, UK

Abstract
Throughout the history of stage and screen, actors have drawn on a variety of techniques to
evoke the emotion of the characters portrayed. While systems of learning and practice have varied
across schools and traditions, core elements emerge. The acting process, at least within the
European Realist context, involves interpreting the script or story and expressing the action and
emotion of the character portrayed using body and voice. This approach has moved beyond live
theatre and is now dominant in popular entertainment media such as cinema and television. Even
in animation, where physical embodiment is transcended and the actor’s body is replaced by the
drawn image, similar mechanisms apply. In 3D computer animation, sequences of images are
simulated rather than directly drawn, with much of the functionality now automated by digital
systems. Recent advances in computer graphics technologies now enable these simulations to be
performed in real-time. The implications of this are significant. The research I am therefore
undertaking explores the extent to which significant parts of the acting process could be
automated. I propose to demonstrate this automation through the use of an autonomously
animated computer graphics character: an avatar. The key research question is as follows. Can
such an entity enact a convincing, emotionally contagious fictional character portrayal in real-time?
In other words, can an avatar act?
To explore this, I am deriving techniques from Konstantin Stanislavsky’s ‘System’ of acting, as
well as material drawn from biographical sources. I am also using theories of emotion from
philosophy, psychology and contemporary cognitive sciences. These ideas will be developed
technically and creatively using procedural programming and Machine Learning techniques,
demonstrated within a real-time simulation environment such as the Unreal Engine. Findings will be
both discovered and realised using a set of practice research outputs, including screen-based
simulative performance, procedural computer animation, and speculative fiction in the form of a
written screenplay and its production as a short film sequence.
The research endeavours to shed new light on the polemic surrounding acting technique
encapsulated by Diderot’s Paradox, which questions the extent to which an actor has to genuinely
‘feel’ or access the same emotions as the character portrayed. The work will also contribute to the
quest for more human-like behaviour within Artificial Intelligence, determining what can be learnt
from the very human activity of dramatic acting. The ongoing research in this area is mostly within
the field of Affective Computing, which usually attempts to orchestrate ‘real’ emotion within the
machine context, rather than simulate ‘acted’ emotion.
The work is further situated within a heritage of written fiction, film, animation, theatre and
videogames which explore the possibility for a mechanised entity to exhibit human-like emotion. It
is also positioned within recent advances in lifelike computer animated digital humans, using
speech, gesture and expressions synthesis and response.
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Personalising Prosthetics: Digital Interventions in Disability
and Dance

Sarah Whatley

Kate Marsh

Steve Benford

Ian Ashcroft

Feng Zhou

Welly O'Brien

Coventry University, UK
University of Nottingham, UK
University of Nottingham, UK

Coventry University, UK

Tanja Erhart

Independent Artist, UK

University of Nottingham, UK
Independent Artist, UK

Abstract
The pandemic had a significant impact on artists and for disabled artists the impact was
particularly difficult. A survey conducted by the UK Disability Arts Alliance, suggest there are
significant threats to the continued participation of Deaf and disabled people in the arts and culture
sector as a result of the fallout from the COVID-19 crisis . Despite digital streaming and
conferencing technologies allowing live performance to continue in some form, disabled artists
voiced their concerns about being ‘left behind’ in a time of post-pandemic reconstruction: Musician
and activist John Kelly, said: “The pandemic has just amplified our experience of discrimination .”
However, the pandemic also provided an opportunity to turn our gaze inwards, which for disabled
dancers meant a chance to reassess their bodily practices, including relationships to their
prosthetics.
For us, this took the form of an interdisciplinary collaboration between prosthesis-using disabled
dance artists, computer scientists, and engineers to explore the transformative potential of digital
technologies to co-create aesthetically personalised prosthetics from dance movements. Early
experiments were designed to challenge the ways in which technologies intervene in the recording
and visualization of human motion. Each dancer brought an individual experience of, and
relationship with prosthetics, based on their own body and dance practice. Beginning with the
process of motion capture, we first explored how different (non-normative) bodies require new
ways to mark up, track and measure motion, to ask how traditional power structures in the dancer/
technology interface might be challenged and rethought in the interaction between uniquely
physical dancers and the motion capture process.
Improvised movement sequences captured from individual dancers then drove a computational
design algorithm that, inspired by the layering of natural rock formations, generated a distinct visual
design or ‘aesthetic seed’ for each dancer – a kind of personal signature from their movement.
These seeds were shared with the dancers as a source for generating new movement responses.
These were also algorithmically mapped onto the shapes of prosthetic limb covers that could be 3D
printed in a variety of materials. The resulting designs were presented back to the dancers as a
stimulus for further discussion.
As an iterative, co-creative process, the experiments revealed insights to the dancers’ own artistic
decisions, their relationship with their prosthesis, and the potential for digital processes and the
emerging designs to be collaborating partners in the sustaining their practice. We will share some
of the insights that have emerged, including the dancers’ own reflections on how the process
generated questions about agency, appropriation, ownership and the political implications of
disability as a site of resistance. It will suggest some ways in which digital methods can offer
disabled artists different routes towards making and sharing work, whilst foregrounding the
importance of inclusion to challenge normative thinking around what ‘connection’ and ‘access’
means in the context of digital innovation.
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Remote Walking with Technology during COVID-19

Harry Wilson

University of Glasgow, UK

Abstract
This paper will examine a series of walking artworks created between March 2020 and May 2021
that employed digital technologies to connect participants across time and space. These artworks
were submitted to the #WalkCreate Gallery in 2021 as part of the research project Walking Publics
/ Walking Arts: walking, wellbeing and community during COVID-19 and range from works that
have used social media to connect remote walkers such as Blake Morris’s British Summer Time
walks - which invited participants to walk 15 minutes before sunrise wherever they were and share
images on social media, or Sonia Overall’s #DistanceDrift project in which she has posted creative
walking prompts on Twitter every Sunday since the start of lockdown, to audio walks designed for
those isolating such as Laura Fisher’s Going Out, Going In. Through these examples of intermedial
works, that exist between very local places and digitally connected online space, this paper will
explore how technologically enabled walking work decentred practices of walking and performance
and how walking artists sought to use technology to mitigate against some of the anxiety and
isolation caused by lockdown restrictions.
About Walking Publics/Walking Arts:
Walking Publics/Walking Arts is a COVID-19 Rapid Response project funded by the Arts and
Humanities Research Council exploring the potential of the arts to sustain, encourage and more
equitably support walking during and recovering from a pandemic.
We are keen to find out how people have experienced walking during COVID-19 and how artists
have used walking in their creative practice.
Links: https://walkcreate.org
https://walkcreate.org/walkcreate-gallery
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Fashion in the Metaverse: Towards a 3D Printed Soft
Robotic Parametric Skin

Amy Winter

Eindhoven University of Technology, Netherlands

Mingjing Lin

Kingston University London, UK

Abstract
Digital clothing, mixed reality and gaming are just a few examples of how the early Metaverse, a
newly formed hyperreality, is preparing to transform the fashion industry through nonverbal
expression. Digital creation and fabrication, such as parametric design and 3D printing, have
connected the virtual and physical creations, leading fashion towards a multidisciplinary and hybrid
environment.
The paper first examines a theoretical and contextual understanding of the fashion metaverse,
which underpins the research project of a 3D-printed soft robotic parametric skin. Further, it
analyses related research and practices to position our project's unique contribution. Using stateof-the-art 3D printed silicone technology (Spactroplast) and the parametric tool Grasshopper (GH),
we propose Parametric Skin. This design prototype explores a customized 3D printed silicon
interface with lattice geometries for on-body interaction.
In our research-through-design approach, we demonstrate and reflect upon the fabrication
process as well as speculate on how programming materials at a molecular level opens up new
possibilities for on-body interfaces that are parametrically (digitally) built to interact with body data
and can be realized when coupled with manufacturing processes such as 3D printing. Building on
the co-creation views of our design approach and its possibilities in 3D printing, we highlight the
strengths of applying novel technology and digital tools in cross-disciplinary fashion research. We
speculate if the variations in internal lattice geometries enabled by the parametric tool throughout
the digital design process might allow for novel physical experiences for users of the 3D-printed
silicone interface. This potentially leads to a design space of how Parametric Skin may enable
adaptive and sensory experiences such as artificial touch through stimuli-responsive materials.
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Techno-Choreography and the Embodiment of Cultural
Objects

Zhi Xu

Bath Spa University, UK

Abstract
This practice-based research examines interactive and immersive technologies from the
perspective of choreography. The specific choreographing of cultural objects, including chopsticks,
gaoqiao, handkerchiefs, fans and red silks, contributes to the research on dance and technology as
well as current debates on cultural transexperience. The hypotheses are cultural objects as
instruments can affect the generation of movement sequences and virtual reality provides new
possibilities for cultural objects in digital environments. The methodology of techno-choreography in
this research draws on the theories of interactivity and immersion developed by Johannes
Birringer, Steve Dixon, Scott deLahunta and David Rokeby. This methodology focuses on dancing
bodies and objects as interfaces during the process of dance composition within computational
system environments. In addition, I primarily use Emily Wilcox and Xu Rui’s studies on Chinese
dance to support my arguments on Chineseness.
Unexpected Bodies, the title of the third creation of this research, signals that the embodiments of
dancing bodies under techno-choreography are not predictable. While they cannot be anticipated,
the choreographic research promises a sensitivity of dancing bodies in unstable digital
environments, so that unpredictable scenarios can yield unexpected gains. Unexpected Bodies
also entails further evolutions, marking the fact how my dancing body changed over the past three
years of working on my research with new technologies and intercultural environments. I am slowly
becoming other.
The outcome of the research is the generation of interactive performance frameworks which
enable embodiments of cultural objects and dancing bodies in digital performance. This study not
only contributes to aspects of choreography and dance research in the contemporary global and
transcultural contexts in which I have worked, but also to cultural studies and computer science
studies that engage body-worn technologies or develop human-computer interfaces.
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Making Technology for Healthcare

Sylvia Yung

Kingston University London, UK

Advait Naik

Kingston University London, UK

Marius Terblanche
NHS, UK

Abstract
With the expansion of technology, and more recently the COVID-19 pandemic, existing
healthcare systems saw rapid changes to cope with growing population, increased cost of
healthcare and virus threads. A cross-disciplinary approaches are required to tackle audacious
challenges such as the pandemic, which despite its devastating effect, can have accelerating effect
on healthcare collaboration and innovation. In the UK, the National Health Service (NHS) works
increasingly with design to improve systems, and be more efficient trough projects that could
improve human health and wellbeing. As Chawla (2020) pointed out in her review of healthcare
wearables, we have seen expansion of using various technologies to support healthcare.
We witness expiation of such systems, design solutions for management and administration,
monitoring, and prevention, to name just a few. This is very much still taking momentum, as
medicine is just picking up the opportunities technology can provide. Healthcare has been focusing
to react to symptoms. One of the areas that we are working on is to design devices that facilitate
wellbeing and improving quality of life. Expansion of technology such as smart phones, internet of
things and smart wearables have contributed to designers using these technologies and make a
difference in healthcare, by making it more accessible.
Through design process we answer existing issues and questions and solutions with high-end
visualisations of the outcomes. We also speculate about possible scenarios and challenge the
status quo using researching trough making. By exploring the opportunities digital technology
presents, in particular IoT and Artificial Intelligence we can devise solutions to be more accessible
and efficient. Design is perfectly positioned to tackle the issues we are presented with. Design
schools equip new designers for challenges with unique tools .
This paper presents the methods and tools we use to design for healthcare, and some of the
examples outcomes to illustrate our process and final outcomes. The paper makes an introduction
to this growing field of design practice and the need for design intervention. Then we enlist three of
our most common approaches to design for healthcare: interdisciplinarity co-design, speculative
design and thinking trough making. The paper showcases three design outcomes, Track –
computer navigation system for stroke survivors, speculative bio design sunscreen for vitiligo
sufferers and a large-scale system for clinical data.
We demonstrate our approach focused on rapid prototyping. We demonstrate that design thinking
is a powerful tool for solving healthcare problems, with contemporary view on prevention and
maintain well-being, whist being human-centred.
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“The Closest and the Farthest Away”: National Theatre Live
and the Promise of Intermedial Spatial Practice

Yangzi Zhou

University of Warwick, UK

Abstract
This paper explores the re-configuration of theatre space through mediatisation, focusing on the
intermedial spatial practice of National Theatre Live, the live broadcasting programme of the
National Theatre of Great Britain. In the presentation, I identify space as a key theme in NT Live’s
pursuit of cultivating a theatrical experience during a highly mediatised event. Taking theoretical
insights from the scholarship on space as a socio-cultural node as well as a dramaturgical
component in the study and practice of performance, I structure the analysis of two NT Live
productions – Julius Caesar (2018) and A Midsummer Night’s Dream (2019) – both broadcast from
London’s Bridge Theatre. I argue that the intermedial dramaturgy of NT Live can be seen as spatial
practice following definitions laid down by Lefebvre and Certeau. In the meantime, the filming
grammar of its multiple-camera, live-recording approach, along with the involvement of live
audience, challenges established arguments about the spatial organisation in the mediatisation of
live theatre, as well as NT Live’s highly promoted belief that it is delivering the ‘best seat in the
house’ to the remote audiences’ local cinemas. The theatrical tension of live broadcast, I argue,
stems from the distance between theatre space and film/ed space in a series of carefully designed
process of fragmentating and sequencing together these spaces. My reading of the mediatisation
of two NT Live shows records the contingency of spatial practice by their use of immersive staging,
audience participation, amongst other arrangements to place Shakespeare in a contemporary
setting. This leads to my observation of how the participation of digital media in spatial practices –
reflected in the ways mediatisation covers Julius Caesar’s reference to the 2016 US presidential
election and extends the afterlife of Dream during the COVID-19 pandemic – both fulfils and
complicates the promise of communitarian spectatorship in theatre.
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Co-design of Inclusive Personas for Art Exhibitions and
Multimodal Installations

Federica Delprino

The activity aims to sensitise designers and future designers to take into account from the very
first design phase —that of empathy and identification of the target audience and its needs —
different modes of interaction and the abilities of the users, in order to create experiences that also
include people with different types of permanent or temporary deficits/disabilities and minorities.
Indeed, the choice of one or another digital solution, way of interaction and technology may
exclude different kinds of users. The pandemic emergency underlined that often technology may
be a way to include and exclude in very different ways.
For these reasons, it is proposed an activity aimed to consider inclusive personas in the first
phase of design thinking research and approach to the project.
The workshop format, in its intensive version, may take about 1 hour and is structured as follows.
Theme: museum setting/temporary exhibition
Objectives:
– To collaboratively explore different modes of interaction
– To create target user profiles of the project based on their skills
– To intersect the needs of different users to create an inclusive experience
Users involved in the workshop: Design students from an intermediate level and professionals
Workshop:
▷ Co-design of inclusive personas;*
▷ Individual activity: compiling user profile "personas".
▷ group activity: comparison of users, identification of common characteristics and needs,
proposal of an inclusive display solution taking into account an art exhibit location
The activities have a variable duration depending on the need, the number of participants and the
response of the class.
Final post-workshop phase:
- Selection of feasible proposals to set up of a short inclusive temporary event.
*if the workshop is done with design beginners and young students it may be add a pre-phase as
it follows:
Format:
– Part 1 (frontal): introduction and examples on the various interactive solutions applicable
(different interaction modes, technologies, touchless, etc.);
– Part 2 (face-to-face): introduction to the "personas" tool
The workshop has been tested in a site-specific situation in presence and may be proposed in a
virtual or blended way.
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Teaching Digital Sustainability Together

Noorin Khamisani and Beata Wilczek

The "Teaching Digital Sustainability Together" workshop aims to create a space for educators
from a variety of regions and practices to come together and share their perspectives on teaching
the arts and humanities, where and how they address or incorporate digital sustainability within
their own locally-centric setting in order to learn from each other.
This workshop proposal emerged from an ongoing, collaborative research project on the
digitisation of fashion design education initiated by Noorin Khamisani, a UK-based fashion designer
and educator and Beata Wilczek, a Berlin-based fashion educator/researcher and Head of Digital
Sustainability & Social Justice, The Dematerialized. Together they are working to create design
pedagogies that are more diverse, inclusive, sustainable and socially-just, which are better adapted
to address the key issues of decolonisation, the climate crisis, digital revolution and cognitive
capitalism.
During the workshop each educator will be asked to share an example of a student’s work which
they feel represents the challenges they face in teaching digital sustainability or how digital
sustainability manifests in their locally-centric setting. This will serve as a starting point for an active
participatory discussion through which we will ask:
What are the “new”, “alternative” and “emerging” pedagogies for digital sustainability?
Where and how do challenges posed by digital sustainability and decolonising cross-over?
How can we collectively re-imagine education and teach digital sustainability together?
The workshop will conclude with a cross-cultural and collaborative reflection on the different
pedagogies and challenges identified within the group. By bringing different educators together we
aim to prompt inspiring discussions and cross cultural-exchange in education. As unlearning and
re-imagining education is challenging, we would like to close our workshop with tangible ideas for
formats and spaces that enable continued support and collaboration between educators.

91

Workshops

School of the (Im)Possible: Reinventing Art and Education
for Social Impact in a Hybrid World

Francine Kliemann and Marcia Donadel

This practical-theoretical workshop addresses the artistic and pedagogical approaches of the
project entitled School of the (Im)Possible, which is taking place in 2022, on a collaboration
between Brazil (Platô Cultural), Scotland (The Necessary Space), and in partnership with ITAC
(International Teaching Artist Collaborative), funded by the British Council International
Collaboration Grant. It explores possibilities for art education to create a social impact on climate
change using digital innovation as a tool. The ‘School of the (Im)Possible’ is an immersive
education experience for kids aged 8-10 year-olds from primary schools. It is based on a fictional
plot: a time-travelling bookshelf filled with mysterious still-to-be-written books from the future that
opens up a communication channel with the future for an (im)possible mission: “to re-write the
future with sustainable solutions.” Through a creative process that blurs the boundaries between
Research & Artistic Practice, our interdisciplinary team co-created the project, engaging schools,
local communities, and multiple stakeholders in all the stages of the experience. This fictional
narrative can be translated and adapted to different locations and communities, valuing local needs
and the local environment, and engaging local teaching artists in training and facilitation. This
assures long-term sustainability and scalability of the project. In addition, a digital platform is being
created to connect all the locations, the “portals”, around the world subverting space and time to
connect the emerging community of S.O.S agents into a chain of long-lasting transformation.
These “learning adventures” have become a pedagogical approach, developed and tested through
this playful, immersive, and gamified educational experience. It has been recognised as both an
effective and scalable tool for learning about climate change and the environment through arts. The
experience has allowed the construction of new educational spaces permeated by art and new
technologies, with verified social impact. The young students are invited to recognize their potential
as transforming agents in society, while they advance in educational goals. The social impact
assessment follows the Continuum of impact: a guide to defining social and civic outcomes and
indicators, developed by Animating Democracy, by Americans for the Arts. The Education
Department of Brazil and Scotland begin plans to embed The School of the (Im)Possible into their
official curricula. They understand the value of implementing climate change across the curriculum
while more funding is raised to expand the project to more schools in Brazil and in Scotland as well
as in other countries from 2023 and beyond. The workshop participants will dive into 1) the ongoing
School of the (Im)Possible educational experience as a case study; 2) explore the pillars that
support the learning adventures: immersive theatre, active methodologies with emphasis on
gamification, and the use of digital tools for Environmental Education; 3) engage in group-work for
problem-solving challenges that invite them to find new practices of teaching-learning; 4) devise a
Continuum of Impact assessment for their group-work exercise, based on outcomes and indicators
of social impact. Our goal is to share our experience in immersive education and offer space to
dream new visions for the future.
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Online platform Share to Heal Creative Digital Practices:
Community Platform for Healing and Archiving

Maria Mencia and Vinicius Marquet

Hybrid proposal: workshop and article
The global COVID-19 pandemic has made us further address the value that artistic practice can
have on our mental and psychological health and its significance in community healing. According
to Gloster AT. et al. the main impact of the virus was uncertainty and of the lockdowns were stress,
depression, affect and wellbeing (2020, p. 3). COVID 19 affected our mental health, raising feelings
of uncertainty, isolation, hopelessness, fear, and anxiety; it challenged us to change our lifestyles
and rebalance our commitments to work, family, education, and recreation. This global disaster
also hit people from disadvantaged backgrounds much harder. It has shown us just how
imbalanced our societies are, in terms of race and gender for example. Using online platforms took
a major role and highlighted the importance of finding ways to engage global communities even if it
was done in isolation and at a distance. With an interest in projects with a community-based goal,
we ran workshops during the pandemic with the aim of making visible (through sharing) social,
personal or collective challenges which had become more apparent during this period.
After feedback, we reviewed the ways in which we could use this platform, and thanks to the
support of Kingston University we built a more robust platform to Share to Heal. Thus, for this
event, with an interest in collaboration and co-creation in digital and hybrid environments and the
re-invention of online communities, we have designed a workshop with more open focus.
The aim of the online workshop is to share a STORY-ISSUE- (anonymously or not). This can be
a personal or collective STORY which has impacted us. Max number of participants 18.
1. Each participant will bring the STORY written and ready to cut and paste (250 words max).
This can be written by the participant or taken from somewhere.
2. SOLUTION: Once the participants submit their stories, they will be digitally shuffled and
distributed amongst the group. Each member will receive a story in a random manner to which
they will need to respond either by writing another story, providing a solution to the story, by
giving emotional support, or suggesting a creative proposal to deal with that particular issue.
3. The platform will bring us to a common place where we will all be able to discuss the STORYISSUES and SOLUTIONS. This will serve as a way to build an online community and heal
through meaningful conversations.
This exchanging storytelling platform gathers, distributes and serves as an archive from which to
draw information about the concerns of that particular community.
We are hoping to make this workshop prototype a sustainable tool to be shared between any
other community groups and creators/academics.
We would follow this up with an article 'Regarding “the social”' to be published in the DRHA
conference proceedings. Theorists: B. Latour, M. Hiavajova, R. Braidotti, Samer Faraj, Sirkka L.
Jarvenpaa, Ann Majchrzak, J. Preece, D. Maloney-Krichmar, D. T Fullerton.
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Creating Resilient Students and Sustainable Organizations
in the Face of a Climate Crisis: A Service-Learning Case
Study in Digitizing Cultural Heritage
Catherine Wilkins

As storms become more intense and sea levels rise, coastal cultural institutions are seeking ways
to protect and preserve their collections within the challenging context of limited budgets and
human resources. These institutions are not alone in their consideration of climate change risk;
coastal colleges and universities are also threatened, and striving to develop strategies of
adaptation and preparation. Collaborations between institutions of higher education and local
communities have successfully developed general municipal climate change adaptation and
mitigation plans, but historical and cultural resource preservation have not been a significant or
widespread pursuit in this work to date. This presentation will describe a digital heritage servicelearning collaboration between a public R1 university and small local history museum in coastal
Florida to model how student labor can help meet historical conservation and adaptation needs,
while also introducing students to cutting-edge techniques and practices in digital heritage.
Methods and outcomes of three major course projects – 3D scanning/digitization, digital archiving,
and metadata generation; virtual exhibition development; and heritage communication through oral
history capture – will be discussed. The goal of the presentation is to provide attendees the
information and perspectives needed to implement a similar partnership at their home institution
and workshop strategies to promote the cultivation of resilience in students and the sustainability of
cultural heritage organizations.
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Art Club: Problem-Solving Digital Fatigue

Joshua Y'Barbo

I am an artist and creative, artistic, and participatory design consultant who writes and delivers Art
Clubs, bespoke creativity, and problem-solving art clubs for corporate organisations within the
creative industries. I provide specialist creative services for non-profit, charitable, and corporate
organisations to boost social interactions, raise cultural awareness, and support participants'
mental wellbeing across local and international locations. Often corporate art services focus solely
on social activities delivered through creative activities or artwork installed in offices, which
overlook opportunities for individuals to learn and grow within their roles through artistic and
creative problem-solving. Comparatively, I offer a range of services, from team-building socials to
skill-building sessions and bespoke events to creative and artistic consultancy, research, and office
curation. Recently, I developed a session on critical thinking and digital fatigue as a creative skills
training module for new recruits at a global digital marketing and communications company, which I
want to test in the professional setting of DRHA 2022. I propose a live-teaching workshop on digital
fatigue and exhaustion that tests digital pedagogies for the arts and humanities as collaborative
and co-created digital and hybrid learning environments.
The proposed workshop for DRHA aims for participants to learn about, apply, and integrate
creative problem-solving, narrative writing skills, and techniques for producing ideas into their
professional work, focusing on digital fatigue as a new, international phenomenon. The live
teaching workshop proposes to have learners think about what creativity means and how creative
thinking skills apply to challenges digital fatigue produces within public, private, academic, or third
sectors. The workshop aims to inspire thought-provoking, big picture thinking when meeting similar
work/life challenges and ask learners to think about the stories they tell audiences and clients
(research and analysis are implied, but creative skills are needed to tell engaging stories). The
objectives of this proposed workshop include participants learning about innovative problemsolving, narrative writing methods and techniques for producing ideas with digital fatigue as an
example. Participants will complete three practical exercises on a specific creative thinking skill.
The workshop will focus on digital fatigue symptoms and solutions as an easily relatable work/life
problem. The workshop will also ask learners to think about a similar or unrelated work/life problem
for the practical exercises. The workshop concludes with reflections on the creative thinking skills
and practical activities by discussing how to apply creative thinking skills to work/life problems.
Based on my previous testing, the potential outcomes include participants learning creative
problem-solving and critical thinking skills transferable to work/life challenges. Participants feel
more confident in their creative thinking, more resilient in their creative problem-solving and more
engaged with others. Participants also feel engaged with their colleagues and peers and less
isolated. At the same time, Participants may feel less anxious, depressed, or stressed. Finally,
through reflection and discussion, learners begin to use big-picture and thought-provoking thinking
to tell stories by combing their personal experience and subjectivity with research analysis with
creative skills to tell engaging stories.
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Mapping Movement to Sound: A Performative Exploration
of Motion Capture, Sonification and Dance

Teal Darkenwald

East Carolina University, USA

Sam Hayden

Trinity Laban UK

While music is often an integral component of a dance performance, dance is often
choreographed as a response to a piece of music instead of driven by or composed in conjunction
with movement. Thus, a series of movement explorations were developed and performed at Trinity
Laban Conservatoire of Music & Dance to generate sound based on movement using motion
capture technology to track 3D positional data. This required the dancer to be particularly attuned
to the implications of each gesture and their position in space as it related to their center of gravity,
joint position, and the acceleration of their limbs. Instead of the dancer responding to a piece of
music, the dancer had autonomy over the way that the sonic environment was shaped relative to
their movement choices, and the musicians developed sounds that work well for the movement
nuances of dance using Unity and Max to integrate with the motion data inputs.
This presentation will feature movement explorations related to sound based on the collaboration
between Sam Hayden, composer, and Teal Darkenwald, choreographer. During their rehearsal
period, the dancers experimented with movements that highlighted the sonic output developed and
live-mixed by Hayden and created a piece in conjunction with a pianist, harpist and vocalist.
Darkenwald refined the connection between the sonic mapping and the movement and facilitated
the development of a piece for the final showing. This presentation will highlight the creative
process as it was shaped into a performance and the future developments for the work.
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Ommatidia - Open Source live AV Performance

Laura Plana Gracia and Claude Heiland-Allen

The fly vision algorithm is based obviously on the eyes of flies: "A compound eye is a visual organ
found in arthropods such as insects and crustaceans. It may consist of thousands of ommatidia,
which are tiny independent photoreception units that consist of a cornea, lens, and photoreceptor
cells which distinguish brightness and color.
Reading Donna Haraway “Simians, Cyborgs, and Women. The Reinvention of Nature” I realised
that the proposal the author was presenting adjusted to the practical work we are developing on
Ommatidia:
These are lessons which I learned in part walking with my dogs (…). It is a lesson available from
photographs of how the world looks to the compound eyes of an insect (…). The ‘eyes’ made
available in modern technological sciences shatter any idea of passive vision; these prosthetic
devices show us that all eyes, including our own organic ones, are active perceptual systems,
building in translations and specific ways of seeing, that is, ways of life. There is no unmediated
photograph or passive camera obscura in scientific accounts of bodies and machines; there are
only highly specific visual possibilities, each with a wonderfully detailed, active, partial way of
organizing worlds.
(Haraway, 1991, p. 190)
This corresponds to Haraway’s feminist version of objectivity and following the author’s theories,
we present the fly vision algorithm as a symbolic work that corresponds to the subjugated
standpoint, the vision of the less powerful and the partial perspective that stands against the
totalization of a universal single vision, which promises falsely equality through the scientific
rhetoric myth. Our proposal stands for transforming the ways of seeing and constructing situated
knowledge in a new feminist objectivity.
implementation
The webcam processing is written in the C programming language. It uses the GLFW library to
create a window on the desktop within which the graphics can be displayed. OpenGL function
pointers are retrieved using the GLEW library. The glm library is used for matrix transformations.
The libv4l2 library is used to access the USB webcam and transfer image data from it. The libjpeg
library is used to decode the image data from the webcam into pixel data for upload as an OpenGL
texture. The JACK audio connection kit library is used to input audio from the soundcard, with parts
of clive (which are originally based on algorithms from of Pure-data) used to filter the sound into
frequency bands and calculate each band's volume level.
The visual algorithm is implemented in OpenGL shading language (GLSL). There are two main
parts to the algorithm: first, a coordinate transformation to give the zoomed hexagonal cells
appearance; and second a colour transformation to give the sound reactive psychedelic effect.
There is a small neighbourhood search for the coordinates of the center of a nearby cell of the
tiling.
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Peaceful Places

Margherita Landi and Agnese Lanza

In this world pandemic we avoided bodies as they were weapons. Peaceful Places are the bodies
we propose to approach, in a space were we can welcome closeness. This experience has the
power to let people experience both proximity and absence, exploring affective body language. The
project aims to allow everybody, to transform their emotional state into dance, letting the user
create their own choreography in a contemplative state. Real stories in the video are visible inside
the VR headset but also flow outside, thanks to the user’s movement, becoming a touching
performance.
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Awaiting Tiresias

Heather May

“Awaiting Tiresias” is a performative lecture that uses livestream technology to take audience
members into the liminal space of a medical exam room in which the performer is left blindfolded
and in the dark to contemplate their fate. The piece draws upon Greek mythology, common
attitudes towards blindness, and modern conceptions of gender in its multilayered analysis of
identity and diagnosis. This production explores the way livestream can deploy the carefully
constructed perspective and interiority of film as a means of generating empathy and awareness.
At the same time, the piece embraces the way that the mixture of film with liveness can destabilize
theatrical expectations to create a space where new perspectives are possible. In order to examine
tensions between liminality and diagnosis, sight and insight, inter and independence, "Awaiting
Tiresias" provides audience members with an experience that challenges traditionally vision-centric
approaches to theatre. As a result, participants are encouraged to use headphones, turn out lights,
and minimize distractions for an optimal performance experience.
Originally designed as an audience interactive live performance titled "Rearranging the Furniture,"
"Awaiting Tiresias" developed when I was unable to perform live for audiences in 2020. Although
the original impetus for this transformation was the loss of residencies and performance
opportunities, the shift to digital performance allows me much greater opportunity to reach
audiences. As a disabled artist for whom travel is extremely challenging and who wishes to bring
disabled audiences to my performances, being able to perform without requiring travel for me or my
audiences is revolutionary. Furthermore, online venues allow for the possibility of integrating sign
language, audio description, and captioning – essential components of a truly inclusive
performance.
Depending on the time available, I can follow the 21-minute performance with a Q & A session
and / or a presentation about the process of transitioning between the two performance pieces.
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Dancing Chaos with Augmented Reality: An Interactive
Dance Performance

Zjana Muraro

This interactive dance performance incorporates Augmented Reality (AR) on the personal mobile
devices of the viewers using social media. Bespoke AR filters were especially created for this
dance performance. The research question, what happens when live dance movement is
intersected with AR, is explored. As a contemporary dancer and choreographer who uses
improvisation as part of her practice, my aim is to find ways of breaking patterns in my movement
and discovering truly new ways of expression with the human body. Thinking about dance as a
production of images using movement, the questions "How can an image change itself with time?
How are time and image related?" asked by Giorgio Agamben in his book titled Nymphs is also
explored. Throughout the current global pandemic, dance artists have been finding new ways of
working with dance and incorporating digital media. This work uses AR filters specially made for
the dance performance to interrupt the usual patterns of movement of the dancer and create a kind
of dialogue through images between the viewer, the mobile device, and the dancer. The
accessibility of creating AR filters has allowed the dancer to become the designer of the filters.
More research is needed in this direction however, discoveries indicate that a shift towards hybrid
spaces for multidisciplinary dance performance where physical and digital worlds meet can open
new possibilities for movement, embodiment, imagination, and creativity. The performance is
constructed through a multidisciplinary approach encompassing contemporary dance,
improvisation, and interactive installation. The concept is to tightly bind memory, time, and
imagination to produce new images that are ever changing. The performance can be experienced
live in person or watched streaming online. The participating audience can choose to interact with
the dancer with their mobile phones in real-time during the performance. The dancer modulates
and changes the dance movement based on the feedback and visuals received from the
participating audiences. The production of images is a mode of both attempting to capture the
dancing body with the camera like a memory and at the same time to open new possibilities to
imagination as the image transforms with the AR filter. Recently, it has become acknowledged that
the use of social media and AR filters particularly by females has a hazardous effect on mental
health due to the expectation of how their own image must appear. AR filters are frequently
designed to augment the image of a person’s face by adjusting the size of the facial features or
altering the skin tone based on cultural beauty standards. This research explores the question can
we make AR filters that use images to go beyond the image. Using digital media has been a source
of resilience for dance artists in the current times and has now also begun to transform artistic
practices. The process and system in this work, which includes the dancer, the AR/mobile device,
and the viewer, generate the show rather than a set dance performance allowing for the show to be
emergent and completely different each time.
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Future/Studio: Expanding the Artist Studio with Immersive
Environments.
VR Installa�on
Collaborators:

Xavier Sole Mora , Russell Miller, and UniVRse

During the pandemic academics and students had to adapt to working and learning from home.
One of the positive side effects was a dramatic decrease in air pollution levels and the need to
engage with remote collaboration.
In 2020, Russell Miller and Xavier Sole Mora piloted The Students’ VR Studios, a prototype of
how virtual reality can expand remote learning in arts education by creating and connecting inside
virtual studios.
Future/Studio is a multi-user, location-based VR installation that reimagines Paul McCarthy’s The
Box and Henri Matisse’s The Red Studio.
The project reflects on what an artist studio can be today, and how studio practices can alter and
mutate within an immersive environment.
Veering away from the realistic simulation of workplaces, this installation presents the design of
two artists’ studios that test the feeling of presence in shared virtual experiences and allows
the physical and virtual worlds to be experienced simultaneously.
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Telmi Wearable Project

Dr Mingjing Lin

Kingston University UK

Inspired by Fashion Metaverse and Digitalisation, Telmi is a wearable collection featuring 3
knitted outfits and samples of heating knee protectors. This is a research-through-practice project
using patented stretchable circuits, flexible electroluminescent technologies as well a cutting-edge
3D fly-knit technique. Blending innovation with functions, the novel wearables can interact with
wearers via enjoyable lighting and thermal modes. The project embedded multi-disciplinary
approaches, across electronic engineering, fibre science, to interactive technology, into the
development of fashionable products.
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