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to introduce the context of the research which explores mediatised environments in museums, here 

Technology is transforming all aspects of museum activity, from access, to interpretation, 

we are immersed. Exploring ‘experience’ as a new territory for curatorial design, the research argues 

of integrative strategies that enable encounter, intimacy and embodied interactions between 

discussion around experiential approaches to the interpretation of cultural heritage and its inherent 

ambiguities and paradoxes, questions are posed regarding the opportunities of digital technologies 

ourselves. Participating in the current discourse on the inclusive role of the multimedia museum in 

a multicultural society, the research poses questions on how curatorial design practices can develop 

an integrative approach combining spatial design and digital mediation in order to create a zone of 

contact between cultures and histories that is both responsive to interaction and open to participation. 

The research case studies explore from a critical perspective the strategies adopted by designers and 

curators to mediate difference and facilitate intimacy with contested topics and representation of 

marginal and counter-histories. The studies comprise both critical analysis of existing exhibitions in 

possibilities of the mediation of curatorial design in negotiating experience and (re)constructing the 

past, thus extending the notion of the museum beyond exhibition spaces to comprise landscapes, 

ENCHANTED TELEIDOSCOPES: MULTIMODAL INTERFACES REFRAMING EXPERIENCE IN THE MUSEUM
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ENCHANTED TELEIDOSCOPES: MULTIMODAL INTERFACES REFRAMING EXPERIENCE IN THE MUSEUM

Structure of the work

In order to facilitate navigation of the dissertation and for the reader to come to terms with its 

scope and themes I present in the paragraphs that follow the outline of the thesis which helps 

1 Introduction

This chapter introduces my interest and motivation as a curator, designer and researcher, my 

It presents curatorial design as an emerging practice at the intersection between spatial practice 

and digital mediation, interpretation and exhibition design, engaging visitors with mixed-media 

experiences in increasingly technologised museum environments. ‘Enchanted Teleidoscopes’, 

the title of the thesis, is used to introduce the context of curatorial design practices within 

the vast realm of digital applications, including the physical computing, interactive interfaces 

that is the inclusion of multiple sensorial modalities such as the haptic, visual, auditory and 

resources available in communication, such as the verbal, the visual and the textual. These 
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typography, spatial resources and so forth. The focus of the thesis is on the medium through 

which these modalities are materially realized. 

for Western culture, artists such as Raphael Lozano-Hemmer, Mona Hatoum, Christian 

body, thereby re-connecting past and present.

2 Theoretical context: new museology, digital media and experience in museums

a multicultural society and age of migration and its potential to perform as a ‘contact’ zone 

interfacing histories, identities and cultures, thereby acting as a ‘differentiating machine’. It 

goes on to explore current themes and problems in museum studies and practices, discussing 

Biennale. These concern participation, intimacy, authorship, the cultural and social impact of 

travel and mobility, migration and interactions between art and civil society. 

Curatorial design and the impact of digital media on interpretation and the art of exhibition

This sub-chapter examines the role of new media in museums, their role in expanding 

discourses on digital heritage, design and emerging technologies in museums, this subchapter 

examines the wide range of applications and possibilities opened up by technology for 

interpretation, mediation and access, their impact on visitor’s experience, learning, immersion 

and engagement. 

It draws a parallel between the baroque aesthetics of Wunderkammer and digital displays, in 

these connections, thus exploring the further potential of ‘interactivity’ within museum-

interpretation process, narrative and sensory space. In the increasingly mediatised museum, 

issues concerning the museum as an ‘experiential complex’. Questions are posed as to how 

curatorial design can mediate authenticity, presence, negotiate meaningful experiences and 

3 The quest for experience: Developing an argument

This chapter explores ‘experience’ as a new territory for curatorial design, drawing on Giorgio 

STRUCTURE OF THE WORK
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Agamben’s speculations on experience as a profanating procedure, a freeing action of returning 

things from the sphere of the sacred – the sphere of spectacle and consumption – to the common 

use of man. This introduces the research argument which revolves around the renegotiation 

and reframing of experience in museums and the role that digital media can play in the process. 

paradoxes of adopting experiential, playful and participatory approaches to the interpretation 

of problematic and contested topics within museums and heritage sites. The argument of 

the thesis is an exploration of the possibilities opened up by interactive media and physical 

computing to negotiate an embodied experience with the past, the ‘Other’, with ourselves and 

our memory. Questions are posed as to how curatorial design practices can enable strategies 

of embodiment, sensorial engagement and participation that facilitate intimacy and difference 

with problematic topics, representation of counter-histories and marginal memories.

The main concern of the research is the impact of digital technologies and their capacity to 

augment and/or simulate sensory engagement and embodied experiences as new ways of 

can be facilitated by curatorial design practices that utilise an integrated approach to spatial 

design and digital mediation enabling multisensory engagement through spatial, narrative 

and sensory forms.

The research case studies are here presented as curatorial design practices offering a unique, 

and embody museological data in sensory and narrative forms. Two case studies analyse 

critical perspective the strategies adopted to renegotiate aesthetic experiences, affective and 

effect on time, space, and the body.

4 Methods and interpretive framework

study, with the bricolage intermixing choreographed and improvised methods forming the 

research’s experimental ground. In the context of practice as research, methods are concerned 

with the exploration of interpretive approaches within curatorial design practices developing 

physical and online interfaces, digital applications, multimedia environments, and responsive 

exhibition spaces. A mix of situated, emergent and more established ethnographic methods, 

are employed to uncover curatorial and design strategies that can renegotiate intimacy and 

engagement with problematic topics such as counter histories of war and migration heritage 

– as in the case of the Museum of Italian Resistance and ‘Belongings’, the translation of Hindu 

place-bound mythologies and narratives to Western audiences – Place Hampi, the sense of 

STRUCTURE OF THE WORK
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belonging and identity in relation with local history and community intangible heritage – in 

the case studies of Liverpool’s ‘Living Streams ’and ‘Resonances’. 

Developing an interpretive framework

throughout the research in an open-ended, ongoing inquiry that entwines theoretical and 

memory, our ways of being in the world, the way we relate to the ‘Other’, how we negotiate 

body and senses in the process.

Knowing the ‘Other’: Difference and Intimacy 

This thread is central to the idea of the museum in a multicultural society and age of migrations, 

its role as a ‘differentiating machine’, and performative contact zone between ‘other’ cultures 

and histories. Interpretive potential of silence and touch is here discussed from a theoretical 

perspective as vehicles of empathy, engagement and necessary elements in mediating 

difference.

Aesthetic knowing: Objects, Body, Senses 

in negotiating the questions through an ongoing interplay between the researches’ theoretical 

 

5 Introducing the practices

In the form of an introduction to the research practices I examine the context wherein the 

case studies are situated, that is the museum in the electronic age. In this introduction I 

discuss relevant concepts and emerging discourses pertaining to the electronic museum, here 

social interactions and the role of participatory and interface design in this transformation.

6  Museum of Resistance 

This chapter examines curatorial strategies, spatial practices and digital mediation of the 

heritage of the Resistance movement in the provinces of Massa, Carrara and La Spezia within 

the Audiovisual Museum of Resistance developed by Studio Azzurro. 

Dynamics between authors, audiences and the participants of the Resistance movement are 

STRUCTURE OF THE WORK
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examined through analysis of texts, my experience of visiting the museum, interviews and 

and production process. Investigating the museum’s approach to oral communication as the 

leading aspect of curatorial design opens up questions on the role of orality in maintaining and 

new way of conceiving museums as participatory platforms that can mediate more empathic 

interactions with cultural memory.

7 Place Hampi: Immersion, place, embodiment 

Place-Hampi is a modular interactive cinema experience that engages audiences with embodied 

(Hampi) in South India. The study delves into the design and curatorial strategies adopted 

to create an aesthetic experience for a virtual traveler exploring Hampi’s sacred heritage 

site. Hampi is a place where history, the natural environment, mythology and everyday 

cultural practices are closely intertwined. Problems related to the translation of this place-

mythology to Western audiences are explored in order to understand the concerns that are 

and practitioners have approached problems concerning cultural mediation, co-presence and 

technological simulation by virtually dislocating the Hampi site – together with its context-

performative exploration of a dislocated virtual Hampi.  

8 Belongings: A sensory experience of Australia’s migration heritage

and web site exhibition developed by the NSW Migration Heritage Centre between 2005 and 

2009 which brings to life more than 150 oral histories from former migrants who arrived in 

Australia after the Second World War. Personal stories are told through people’s memorabilia 

Belongings materialises the possibility to 

rationale behind this exploration is the translation of  migration memories and the belongings 

associated to them from a web-based experience to a responsive gallery space. In a collaborative 

interactions between sound and touch in the design of a tangible interface mediating this 

heritage of migration. 

9 Living Streams: The making of a cultural interface connecting place, history and community

STRUCTURE OF THE WORK
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of Augmented Reality and location-based technologies in the area of the Georges River in 

in the dialectic between a global-connectedness enabled by mobile communication and the 

experience of, and engagement with, the river’s heritage through interactions between place, 

histories and community. 

interface, the actors involved, and the implementation of engagement and outreach strategies 

within Liverpool’s communities. 

capacity of developing innovation, cultivating technological imagination and fostering new 

collaborations within Liverpool’s locale and beyond. Questions are also posed regarding the 

future.

10 Resonances: People, objects and stories of Liverpool

The last case study develops a permanent exhibition at Liverpool’s Regional Museum 

interpreting the museum’s diverse and heterogenous collection consisting of historical 

heritage and family history.

in the last 50 years. Curatorial design strategies are concerned with ways to reach beyond the 

meanings and collective histories of Liverpool. 

Arranged as a cabinet recreating a room within a room, the collection can be browsed 

the choices of visitors and their sorting actions exploring Liverpool’s heritage. This case study 

critically examines convergences and discrepancies between conceptual and development 

stages of the design, the role of curators, designers, heritage managers in the co-authorship of 

production of new memories. 

practices to current and ongoing questions, themes and investigations within the discourse of 

STRUCTURE OF THE WORK
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potential for the forming and articulation of the ‘zone of contact’. This zone embodies the 

encounter that curatorial design practices in the multimedia museum can enable.

of museums in an age of migration proposing curatorial and exhibiting strategies enabling 

difference and intimacy. This attempts to formulate a provisional guideline for practitioners 

only tentative and partial, and therefore open to the contributions of other practices and other 

perspectives, and thereby in a constant process of being transformed. In this chapter, which 

Australia to Europe, I describe my encounter with the Holocaust Gallery at the Imperial War 

Museum in London. The experiences illustrate in a performative way the directions outlined 

in the capacity for curatorial design practices to enable the integration of social and cultural 

responsibility with the power of aesthetics.

STRUCTURE OF THE WORK
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1.0 INTRODUCTION
Interest, motivation and personal background

‘branding or experience designer’. None and, at the same time, all of the aforementioned labels 

describe the nature of my practice, which encompasses an integrated approach to ‘experience 

spaces.

and interior design, graphic design, communication, interaction, and integrating them in 

an organic manner. The capacity of a designer to interpret a place and therefore to create 

an experience of that place that is memorable and engaging can affect and transform our 

relationships with places, the people we connect with, as well as our relationship with the 

 studies I began developing 

inhabiting space, and I began to see a potential for design to foster changes in the way the 

nomadic model – which embraces values of uncertainty and variability – could become a 

sustainable paradigm around which to construct a more sustainable future.

pervasiveness of the digital world, the way we access information and are all connected to one 

another are some of the radical transformations that we have experienced in the last decades 
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and are now part of our daily life. These cultural, social and technological changes embracing 

and negotiating complexity seem pointing towards the ‘nomadic’ as a paradigm leading into a 

more sustainable development improving the way we relate with our environment. 

establishing the city, the former traversing space and possessing only that which can be carried 

. 

From the fascination with the nomadic, and the possibilities opened up by technology for 

of relationships between things and information, places and their histories. As a consequence, 

my nomadic peregrinations over the globe brought me to visit the nomadic country par 

excellence: Australia.

one. After being in Australia for a time, and choosing the country as my home, I engaged in 

an exploration driven by the desire to understand the place and culture. Knowing a place is 

culturally and emotionally. 

Mapping Footprints, Lost Geographies in 

Australian Landscapes investigated contemporary perceptions of geography and the relations 

between landscapes, cultures and places which have been opened up by location-aware 

of place, by way of establishing orientation and getting lost.

I became interested in the potential of maps as instruments to negotiate instability, belonging 

their place-names, and the cultural practices that have been eradicated with the invasion of 

Australia. At the time locative media was an emerging media form, combining the potential to 

intersect location and information through mobile and portable devices. I was interested in the 

between the present and the Aboriginal past of the land, its absent presence. Archival stories, 

As my relationship with Australia began to settle into a more permanent cast, my interest evolved 

INTRODUCTION



27

migration, which contributed to creating contemporary Australia. This interest initiated and 

drove my current research, which delves into the legacy of the heritage of migration and using 

together with the values they brought to Australia and which contributed to create Australia 

today. Migration is a condition which, however different the experience of being a privileged 

migrant in the new millennium, I could relate to my own situation. 

who migrated to Australia after World War II steered the development of this research together 

and touched, how to transpose them from a web space and digital archive. This also involved 

where they would be displayed, their potential settings in exhibition spaces, and how to create 

an experience that involved listening, touching and handling.

Australia. These practices constitute the experimental grounding of this research, wherein my 

integrative and holistic approach to curation and design can be performed and tested.

Rather than case studies, they are lived experiences in their own right. Each of the research 

renegotiating relationships with places as well as the people, communities and cultures I 

encountered, allowing me to connect with the place I lived in and engage with its locale.

1.1 Why teleidoscopes?

teleidoscope to introduce the context of the research. My research and practice in museums 

explores mediatised environments in museums, here referred to as ‘multimodal interfaces’ 

Why enchanted?
The anthropologist Alfred Gell described the various arts as “components of the technology of 

enchantment”, this being “the power that technical processes have of casting a spell over us so 

that we see the world in an enchanted form”.1 Art, he argued, operates to create illusion and to 

“ensnare people into unwitting reaction”2. 

INTRODUCTION
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In order to clarify what I mean by the transformative 

procedure through which the teleidoscope operates in this 

impression of visiting the Museum of Italian Resistance in 

Fosdinovo.

The museum, which is dedicated to the preservation and 

dissemination of the memory of the Resistance movement 

in the provinces of Massa Carrara and La Spezia, brings 

to life through interactive installations the memories of 

those partisans, peasants, deportees, inmates and women 

who survived Fascist and Nazi domination. The museum 

represented my ‘gateway’ to the living heritage of the 

Resistance movement, a history which I never had the 

unresolved.

First impressions of visiting the Museum of Resistance in 

Fosdinovo, 25 July 2010:

I drive from Carrara on a winding, narrow mountain road. 

The museum is located in a traditional brick country house, 

with a small front yard overlooking a valley, all surrounded 

suddenly immersed in history. A series of screens hanging 

from the ceiling show the portraits of people, men and 

women. They are all elderly. Their faces, out of scale, lined 

The museum consists of one room, with a table in the 

centre. On the table are several books. Dimly lit, they are 

immediately visible in the darkness. There is a book of 

partisans, of women, of the deported, of peasants. Touching 

a book activates a projection on the screen above: the story 

begins. Suddenly, my gaze is attracted by the portraits as if 

they were coming alive. They are potent and real. Something 

in their expression suggests authority, inducing a sense of 

respect. I dare not taking my gaze off their eyes. The stories 

last one minute or so. I don’t have a sense of time when 

listening, but a feeling that I want to hear more. So I need to 
The Audiovisual Museum of Italian Resistance, 
series of photographs by the author, July 2010

INTRODUCTION
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The Audiovisual Museum of Italian Resistance, 
series of photographs by the author, July 2010

touch the book again to continue the story.

Voices surround me, their echoes rebounding on the brick 

walls of the room. A woman tells of her experience when 

visiting a hospital before the war. Back then, she could not 

bear the sight of patients and sick people. During the war, 

she volunteered at the hospital in Carrara. Living face to face 

with suffering on a daily basis made her grow strong. She 

took care of people who had been wounded by mines, who had 

amputated limbs. Her voice reveals pride and tenacity, and 

so does her face. I saw in that woman the girl, transformed 

by the challenges and battles she had fought in her youth. 

I saw in that woman the proud and fearless girl of the war 

days. I feel a sense of trust, perhaps due to the fact that those 

speaking to me are real people, whose voices are not trained 

to speak in public. However hesitant and stumbling, their 

voices tell personal, true stories. Somehow, there is a sense 

of being involved in a conversation. The interaction with the 

book delivers a syncopated memory, which somehow breaks 

up the narrative. I wished it could last longer. As I found 

myself immersed in the story I also discover a sense of place: 

the stories I hear told about that place in the mountains, the 

valley. Suddenly I feel I was standing in a site of memory.

With its bare interior setting, timber tables occupying the 

design emphasised the presence of participants of the 

Resistance elevated here – also in a literal sense as the 

screens were set up above the eye’s gaze – to the role of 

historical protagonists.

heritage of Resistance. Performed as a teleidoscope, the 

interpretative text, all coalesced to transform the raw 

material of personal life stories. These stories, which could 

appear as marginal memories, became a deeply affective 

experience, a narrative and sensorial environment that was 

capable of moving and transporting me to the time and 

places in which the stories were experienced. The power 

of this artistry crafted teleidoscopes that ensnared me with 

their magic. 
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1.2 Archival Memory
As with the oral histories displayed at the Museum of Resistance, every place holds a heritage 

of stories to listen to. Libraries, archives, public and private collections are the physical 

repositories of our collective memory. Writing on Erasure

co-director and curator of San Art in Ho Chi Minh City, discusses archival practices and the 

struggle against forgetfulness:

of the victims, visually challenges the repetitive violence in the video image. (W)e are forced 

buried in collections that are predominantly removed from public historical consciousness. 

While respecting the role of archives in providing a record of social memory, the artist is 

concerned with how that history is activated and re-engaged within a larger collective 

memory for future generations.3

buried at the same time. Playing on this tension between preservation and forgetfulness, the 

archive is also a place where an increasing number of artists, collectives and researchers are 

establishing their practices and deploying source material for artistic interventions.

Situating her practice within private and public collections at the London Women’s Library, 

mystic writing pad, and Derrida’s Archive Fever:

In a ‘Note Upon the Mystic Writing-Pad’ (1925), Freud describes the children’s toy note pad on 

sheet the writing disappears; however, the lower layer, not visible to the eye, retains all traces of 

writing. You could say that it is the moment of contact between the upper layer (the perceiving 

membrane) and the lower layer (the recording membrane) that is essential to the act of archiving 

and memory. In Derrida’s case, faced with the thought of the moment ‘proper’ to the archive in 

his introduction to Archive Fever (1995), he designates as the moment of selecting ‘save’ on his 

Apple computer; again the moment that the perceiving meets with the memory function”4.
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1.3 Opening up the Archive
Listening in – and to – the archive opens up a number of concerns and issues related to 

philosophy, aesthetics, technology, environments, memory, history and the body. Preserving 

oral history in this instance has been very important in recording the experiences of people 

and communities who might otherwise be excluded from mainstream history. Collecting, 

preserving and exhibiting oral history is a practice that gives invaluable insights into the 

My curatorial design practice develops responsive interfaces that aim at mediating and 

spatialising archival heritage within the exhibition space in ways that strive to be experiential, 

engaging audiences in the narrative space of the exhibition, be this a gallery space, an outdoor 

setting, a landscape or a combination of onsite and online space. In this sense, I consider the 

interface as an electronic ecology of people, technology and interaction, encompassing all the 

physical and digital environments, media display, signage, navigation and interior settings 

that are part of the exhibition complex.

I am interested in the way the interface can interpret meanings and mediate the experience 

of the archive, the role of the audience in activating this and the dialogue it creates between 

things we preserve, namely our heritage. I explore how this can open up a dialogue with 

records. How can we design museum interfaces in such a way as to create an embodied and 

intimacy and construction of the self? What is the role of interactive media in facilitating the 

encounter and somehow the appropriation of that past?

to creatively and critically transform it, manipulate it, in order to re-invent it and translate 

it into the everyday. Transforming what is there to create something new entails a constant 

remapping of different signs, languages and codes. This merges, interlaces and remaps different 

iconographies, symbols and signs that belong to a wide range of aesthetic and stylistic registers. 

New media, given its pliability in integrating different languages, formats and modalities of 

communication, suits this recombination very well.

The archive has been a constant source of inspiration for artists, designers, researchers 

and practitioners, who are establishing in the archive the source material of their artistic 
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few, are concerned with the tension between preservation and forgetfulness that the archive 

collective memory that the archive holds, and give it voice, identity and transfer it into the 

public access, their cultural context and wider use.

Raphael Lozano Hemmer, the renowned electronic artist, always emphasises the role of 

Les Archives du Coeur and Hemmer’s The Pulse 

Room collected and interpreted the intangible heritage of biological data related to the heart 

rate, and representing it in spatial and sensory forms.

considers the archive as a method of enabling different conversations, de-centralising 

territorialising power of the archive, artists are now engaged in socialising practices of the 

archive, re-envisioned here as a miscellany of individual stories capable of diluting the 

1.4 Responsibility
My research and practice locates its milieu at the intersection between spatial design and 

digital interpretation, our heritage of stories, images, artefacts, sounds and everyday 

multimedia designs and interpretation, it encompasses an integrative and multidisciplinary 

at the intersection between the archive and everyday experience requires a new set of ‘rules’, 

Interpretation carries responsibility. The spaces we design and the interactions we enable are 

community, a person or a culture, while also being a mediating presence in the museum. Spatial 

setting, exhibition displays and span of media we employ in the design of spaces are narrative 

and sensorial, cooperating to create a performance wherein audiences can actively encounter 
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between spectacle and everyday life, individual and collective memory, personal stories and 

multimediality does not resolve, yet allows to co-exist: 

The art of storytelling is reaching its end because the epic side of truth, wisdom, is dying 

out. This, however, is a process that has been going on for a long time. And nothing would 

be more fatuous than to want to see in it merely a “symptom of decay,” let alone a “modern” 

symptom. It is, rather, only a concomitant symptom of the secular productive forces of 

history, a concomitant that has quite gradually removed narrative from the realm of living 
5 

There is a need on the side of the curator/artist/designer to be an attentive listener and 

interpreter of the different voices and stories entering the museum. As the art of telling stories 

is removed from people’s experience in their daily lives, can the museum become a place 

1 Gell, A., 1992. The technology of enchantment and the enchantment of technology. In J. Coote & A. Shelton, eds. Anthropology, Art, and Aesthetics. Oxford: Clarendon Press, p. 163.

2  Ibid, p.163

3  Butt, Z., 2011. Dinh Q. Lê Erasure, Paddington NSW: Sherman Contemporary Art Foundation, p.33-35.

Polished-up notes for a panel discussion. Paper presented at the Women and the Archive: A Partial Disclosure. 

Illuminations
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2.0 THEORETICAL CONTEXT 
NEW MUSEOLOGY, DIGITAL MEDIA AND EXPERIENCE IN MUSEUMS

The theoretical background presented in this chapter aims to establish the context of the 

research by introducing relevant themes within the current discourse on new museology, 

thus bringing together in a dialogue those scholars and practitioners who contribute to the 

discourse together with examining the questions they open up for museum studies.

Research on the museum encompasses a wide range of disciplines across various domains 

including arts and social sciences, cultural studies, design theory, anthropology, visual culture, 

phenomenology, ethnography, education, art history and curatorship.

Rather than aiming at presenting a comprehensive overview of the current debate on contem-

porary museology, this chapter provides a perspective from which to begin exploring the role 

of museums as zones of contact between spaces, cultures and the role played by technology in 

mediating and facilitating this contact.
1 outlines the milieu of the 

research investigating the changing role of museums in a contemporary multicultural society. 
2 and the discourse on current interdisciplinary 

and transnational research projects in Europe, such as the EuNaMus, contribute to further ex-
3.

The impact of digital media in museums is introduced by looking in particular at the implica-

tion and opportunities for mediation, access and experience made available by digital technol-

ogy, and how this negotiates new approaches for curatorial design and the art of exhibition.

-

riential economy of the museum complex.
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2.1 Introducing new museology
New museology explores the shift in the perception of the museum which occurred in the last 

thirty years. During the last decades the museum changed from an institution whose purpose 

was to collect and classify knowledge in order to educate the public, to what Michelle Hen-
4. Eilean Hooper-Greenhill contributes to the further under-

standing of the changing roles of contemporary museums “from the modernist museum as a 

site of authority to the post-museum as a site of mutuality”5

acknowledges the extensive contributions of Bennett6, Duncan7, Pearce8, Hooper-Greenhill910 

and Witcomb11, among others.

proposes that this shift is connected to the evolving relationship between museums and democ-

one’12. The performative model, according to Chakrabarty, “privileges the lived” experience 

as well as the “embodied, sensual imagination and reasoning” one13. In “this re-orientation to 

the realm of the senses”14, memory and experience work within the same sphere, and they are 

consensual rather than oppositional.

The art theorist Jill Bennett, investigating the relations between senses, memory and traumatic 

experiences, argues that experience of a museums’ objects is something “in a very palpable 
15 Art and the Archive’ Kit 

-

ory they trigger through smell, taste, texture and presence. “Importantly”, he argues, “sensory 

memory is different from the remembering of linear narratives; sensory memory involuntarily 

conjures vivid past events into the present”16.

Analysing a series of accounts of museum and heritage practices, Ivan Karp looks at the kind 

of interpretations that takes place as “people connect their own experience and concerns with 

exhibitions, collections, memorials and so forth”17. According to Karp, a number of tensions 

arise as “museums are becoming global, thus remodelling themselves, and renegotiating 

among various spheres of involvement and identity”18.

Audience studies look at a museum’s visitors as meaning-makers and interpreters of the ex-

hibition. Matthew Trinca and Kirsten Wehner describe the museum space as one which is 

neurs, performing at the 

same time as “detached observers (as well) as looking for immersion”19. The dynamic between 

audience and objects is a relationship that, according to Messham-Muir, has to do more with 

affect rather than with cognitive and rationale understanding. Technology plays an important 

role in the way “it complements affective modes of communication” in museums. Messham-

Muir argues, however, that “very rarely museums combine affect and technology”20.

Analysing a series of accounts of museum and heritage practices, Ivan Karp looks at the inter-

pretations that take place as “people connect their own experience and concerns with exhibi-

tions, collections, memorials and so forth”. According to Karp, a number of tensions arise as 

“museums are becoming global, thus remodelling themselves, and renegotiating among vari-

ous spheres of involvement and identity”21. 36
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2.2 Difference and participation
The European research project MeLa investigates the role of European museums in an age of 

migrations. Funded under the 7th Framework Programme, the project investigates opportuni-

ties for community building in an age characterised by the paradigm of migration, which is a 

key term for thinking of globalised processes, as well as the impact of mobility and nomadism 

on people, goods, ideas and knowledge.

The museum as an agent of memory representation and identity construction needs to respond 

to complex cultural needs from a migratory, multicultural and global society, which involves 

rethinking its role, mission, exhibition and communication strategies in terms of knowledge 

preservation, transmission and dissemination. 

The MeLa project tackles issues of history, memory, identity and citizenship, and their effects on 

the organization, functioning, communication strategies, exhibition settings and architecture 

of museums.

The project takes a practical stance on discussing the role of museums that have engaged with 

-

Kjeldbaek22 and Holtschneider23: 

Questions of representation for ethnic, religious, marginalized, and other enclaves claim to be 

represented in museums. These communities have realized that museums are powerful instru-

ments for creating a sense of belonging and an avowal of being in the world, and be represented 

as such24.

The 2009 EU 7th Framework Programme, “Reinterpreting Europe’s Cultural Heritage: Towards 

the 21st Century Library and Museum?,” conceived the future of European cultural institutions 

-

-

tures’25. 

In the last decades social and cultural studies have criticised the role of museums in represent-

ing heritage, generating debates about the importance of museums in mediating the “multivo-

and representing inclusive and pluralistic society”26.

The project considers museums in relation to places, territories and communities, posing ques-

tions on heritage, history, memory, identity and citizenship as they evolve conceptually, a pro-

cess in a constant state of transformation. 

Anticipating 21st century museums for transnational societies, Luca Basso Peressut argues 

about the need for rethinking museums at a point in time when “the great narratives of mo-

dernity have left a complex multiplicity of stories and voices”27. Basso Peressut suggests that 

museums need to be constantly reframed, interrogated and monitored in order to become 

instruments for cultural development and the representation of both collective memories and 
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individual stories. As museums have always been “an expression of a particular time and 

place” they are constantly “subject to reformulation of meaning and role”28. 

Focusing on the need to explore and strengthen the connection between heritage, museums, 

libraries and archives, Basso Peressut explains how these institutions have performed over the 

being responsible for “knowledge transmission, representation of history and shaping of iden-

tity”29.

As Foucault discusses in his ‘Espaces Autres’, these places can be looked at as “heterotopias 

establishing a sort of general archive, the will to enclose in one place all times, all epochs, all 

forms, all tastes”30.

In more recent times, the postmodern perspective has undermined the possibility of interpret-

ing the past as a linear narrative, and rather proposing an approach that explores its contra-

dictions, transformation, discontinuity, rupture, disorder and chaos, as Nick Merriman points 

out31 -

tage’32 in order to problematise the operation of interpretation, representation and reconstruc-

tion in the museum. 

2.3 The inclusive museum
Museums are in a process of great transformation following the changes in our contemporary 

3334 35 36, 

museums are renegotiating their role at the intersection between knowledge dissemination, 

memory building and development of social relations. 

Basso Peressut notes an increased interest in local heritage as a response to the rapid transfor-

mation occurring in our contemporary society:

While the traditional sense of belonging to a nation/state is questioned, we oscillate between the 

cross-cultural communities that are part of a transnational network of knowledge, interests and 

cultural offers37.

-

entiating machines’, there is a need to challenge “authoritarian and ocular centric form of 

didacticism that characterized the earlier organization of the exhibitionary complex”38. The 

-

nett, through opening up the museum space to the representatives of different communities 

by providing them with opportunities for “authoring their own stories, connecting exhibi-

tions to programs of intercultural performance, repatriating objects collected through earlier 

colonial histories where the retention of those objects in museums generates ongoing cultural 

offense”39. 
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However, in doing so there is a risk associated with the attempt to manage cultural diversity 

forms of control or a collection of otherness”40. In the same argument, the guiding principles of 

The implications of these principles, when translated into exhibition practices, favor the produc-

enunciated controlling position –are assembled so as to speak to one another, and o the specta-

tor, in ways that allow a range of interferences to be drawn. (...) Transforming the exhibitionary 

complex entails a recognition that museums function as civic technologies in which the virtues of 

citizenship are acquired, and changed, in the context of civic rituals in which habitual modes of 

thought and perception are transformed not through sudden acts of intellectual conversion but 

precisely by acquiring new habits through repeated exercises 41.

changing paradigms shaping the way narratives and histories are constructed more democrat-

ically and in a more participatory manner among artists, curators and audiences in museums 

and in the artistic events they host. Round table was not only the theme of the Biennale, but also 

a new collaborative approach opening up dialogues between artists, audiences, practitioners 

and the Biennale’s six curators.

Of particular relevance to this research were the themes upon which the dialogue unfolded. 

Themes encompassed the return to individual experience and the recognition of individual 

-

tion. Taking the form of public workshops and debates, the Biennale trailed new approaches 

action, intimacy and situated views. Revisiting history, a workshop led by the curator Wassan 

-

tion and recreation through individual narratives and multiple perspectives as artists invited 

audiences to retell history. Collective

between art and civil society which might lead to critical appraisals and reappraisals. Migra-

tion, by Alia Swastika, tackled the impact of mobility on time and space by engaging with art-

ists whose work is founded at the intersection between time, space and migration. 

These artistic practices contribute to an understanding of the making of history as a participa-

tory process, shaped by the interactions between individual and collective memory, and the re-

lated nature of past and present as a continuously evolving, intertwined narrative path. In the 

following paragraph I discuss other ways of enabling participation and engagement through 

the application of digital media in museums.
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2.4 Digital Media
From the early 1990s the impact of new media in museums has been explored for its poten-

James Clifford’s proposed idea of museums as contact zones for cultural encounter, which 

of interactive engagement opened up by the Web and other emerging communication tech-

nologies. Clifford’s model of the museum challenges the relationship of a traditional unidirec-

tional paradigm, proposing instead a space “of exchange, negotiation and communication”42. 

Juxtaposing the contact zone model of the museum with issues based around new media, 

Gere suggests the need for the rethinking of museums in the information age and their role in 

mediating and representing material culture.

New media, according to Karp, have expanded museums’ reach and range of activities, as 

well as possibilities for virtual exhibition, social interaction and cultural production beyond 

the museum itself. Asking how social identities are constructed in these display forms, and for 

whom, Karp investigates recent transformations in museums following the integration of new 

media:

New media have gained far greater prominence in the museum and heritage sector in the past 

-

bition design and changed the ways that contextual information and explanation are provided 

for visitors. Many museums, cultural centres, and heritage organizations have launched digital 

projects as part of their collection management, making information about their collections more 

widely accessible, and Web promotion has become an integral part of marketing plans and out-

reach. The growing integration of new media into museum and heritage practice has resulted 

in a certain democratization of access, with collections and exhibitions available in virtual form 

in homes, schools, and elsewhere, and it has provided the basis for cooperative ventures among 

among countries. Only wealthy institutions can afford the initial investment and extensive up-

keep such endeavors often require, for instance, and only some people in some parts of the world 

can readily access them43  

Fiona Cameron and Sarah Kenderdine’s comprehensive overview of digital heritage practic-

es44 offers a critical appraisal of recent applications of digital technologies for the preservation, 

shaping new ways of interacting with the past by transferring agency to museum visitors, thus 

facilitating the co-creation of participatory narratives in responsive museum environments.

The recent symposium Nodem 2012 in Hong Kong brought together leading theorists, practi-

tioners and artists in conversation about the future of digital heritage, creative practices, de-
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sign and emerging technologies covering new forms of heritage interpretation and the future 

of new media now at the forefront of museum design. From the discussion emerged a wide 

spectrum of digital media applications and new technological innovations and services that 

museums are currently developing, ranging from smart objects to augmented reality, iPhone 

applications, e-publishing, mobile and cloud computing. Presentations at the symposium ad-

dressed the role of digital media as instrumental in the structural re-branding of museums in 

order to reach a broader and younger audience, as technology offers new interpretive oppor-

tunities for museum visitors’ experiences. 

The Museum of Asian Art in San Francisco, for instance, utilises technology to engage visitors 

by telling stories of the museums’ collection, as well as using 3D scanning and printing to pro-

duce replicas of museums objects, thus enabling visitors to touch and handle objects as a new, 

sensory component of their experience.

Several museums are engaging with artists by opening up the museums’ collection as a space 

to experiment in new interpretive, creative as well as promotional approaches. Embracing the 

idea that memorable events are fuelling the experience economy, upon which museums are 

resettling their goals and agenda (I will discuss this further in the last part of the chapter), the 

National Palace Museum in Taiwan utilises its extensive archive of more than 700,000 digitised 

composer Lim Giong to produce works featuring digital content from the museum’s collec-

tion. The museum is experimenting with ways of intersecting collections, new media artists 

and audiences based on creative, performative and sensory framed experiences, thereby re-

interpreting the past. 

In this regard, Heminia Din, Associate Professor of Art Education, University of Alaska, An-

-

gesting that the latter involves technology for visual excitement and emotional experience 

with an educational and learning purpose. In the context of interpreting Chinese art heritage, 

Din presented a recent new media animation of a scroll painting in a 3D space45. 

Designing meaningful experiences around digital heritage has been suggested by many schol-

ars, museum theorists and practitioners as one of the main challenges for contemporary mu-

seum culture. According to Harry Verwayen, director of business development at Europeana 

– a web portal connecting libraries, museums and archives from more than 2000 contributing 

institutions across Europe – major challenges remain in harmonizing and aggregating data 

from different formats. New opportunities are been explored in terms of ways of aggregating 

content around key themes and topics. As problems of language, curation and authenticity are 

taken into consideration, challenges are taken on how to reconcile digitisation of cultural heri-

tage with a human scale and thus developing new models for knowledge sharing by engaging 

creative practitioners and industries46.

of virtual museums and their impact on society. Hazan examines several examples of experi-
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ences in virtual museums around cultural heritage suggesting how these experiences negoti-

ate an approach to design that is both curatorial as well as user generated aiming at envelop-

ing heritage to audiences in novel and critical ways47. 

2.5 The multimedial museum: opportunities for curatorial design 
In the book Virtuality and the art of exhibition, Vince Dziekan explores the impact of digital tech-

nologies on the exhibition complex and develops a framework for digitally informed creative 

production of exhibitions at the intersection between art, design, new media and museology.

In response to the emergence of the multimedia museum, curatorial design is described by 

Dziekan as a critically informed approach to exhibition making that integrates digital media-

tion with spatial practice48. Curatorial design is shaped by critical and creative investigations 

that respond to the current integration of digital media within museum-based practices. Of 

particular relevance to this research, Dziekan’s inquiry offers a comprehensive understanding 

curation and the museum.

According to the author, the exhibition is a media form, as it negotiates aesthetic experience 

realities”49. As an interface, the exhibition’s role is fundamental in mediating the interaction 

between cultural production and the viewer’s experience. Dziekan draws a parallel with Borri-

productive existence of the viewer of art and the space of participation that art can offer:

virtual environments. (…) for example works of Jeffrey Shaw that employ the Advanced Visu-

alisation and Interaction Environment (AVIE) exhibition platform are staged in an arena built to 

reinforced by the enveloping enclosure. Interiority is a prerequisite condition demanded to con-

solidate the work’s totalising virtual reality effect50.

Digital technology is renegotiating the museum’s spatiality and structure in such a way that 

no longer can the museum be viewed as a simple physical container. “Rather”, as Dziekan pro-

poses, “the architectural issues of organising spaces and manipulating settings for displaying 

artworks are now more decisive, and as much virtual as physical”51. Given these conditions, 

the author argues that “curatorial design makes the connection between artworks and space 

emphatic, supplanting the self-contained artwork through techniques of assemblage, arrange-

ment and spatial composition”52. 

The relationship between the artwork, digital technology, the museum’s media environment 

and viewers is the context where a new ecological approach to design and curation can be 
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tested, proposing a fundamental interdependence between all the constituent parts involved:

Dramatic methods of display and presentation are characteristic of this new ecology and instil 

in the viewer preparedness to recognise the artwork as an outcome of a performed process (both 

-

dated artefact53. 

As museums are becoming increasingly distributed across a range of media, as well as on on-

line and onsite platforms, curatorial practices are even more concerned with facilitating digital 

mediation and “dialogic transaction between artefact and mode of display”54 by exploring 

new possibilities for visitors’ experience. As Dziekan explains:

Recognising how the interrelationship between digital mediation and spatial practice is coming 

to shape the character of aesthetic experience under contemporary conditions of the multimedia 

montage.(…) This dialectic approach heralds a moving away from what might be termed as a 

broadcast model of distribution (entailing a one-way communication approach) by introducing 

degrees of openness (access, participation) and feedback (exchange, transactions). Importantly, 

the realisation of this aesthetic is not achievable only through multimedia -although multimedia 

does offer a distinctive way of exploring this mode of exposition. This shift entails ideological 

choices that challenge the museum’s ability to respond to a changing mandate, from one founded 

on its presentation role to that of providing an infrastructure for aesthetic experience. Developing 

critically and creatively upon the dialectical relationship between virtuality and the art of exhi-

55.

An integrative approach to digital mediation and spatial practice shapes the framework of 

curatorial design, weaving together artwork and viewer through mediated exhibition envi-

ronments and thus “extending the narrative and communicational possibilities for aesthetic 

experiences in the multimedia museum”56.

2.6 Baroque aesthetics and new media
Anna Munster draws a connection between contemporary multimedia display in museums 

mode’ creating connections between “objects, images, sounds and concepts” that work through 

“dissonance, variation and arbitrary association engaging the viewer, and her love for curios-

ity, in a visual, seductive and affective way”57. The logic and aesthetics of the baroque inform 

the display and arrangement of cabinets of curiosity, where anecdotal narratives accompanied 

the display of an eclectic mix of objects. As Munster puts it, there is a correspondence between 

the aesthetics of Wunderkammer and digital displays, for the way objects and artefacts are as-

sembled, related and combined, as well as for the tension that these display hold between 
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virtuality and materiality and how they engage the viewer through wondrous experiences 

and affectivity. The baroque aesthetic of the cabinet of curiosity informs, according to Munster, 
58. The 

baroque tensions occur in digital spaces between the physicality of our bodies and the dis-

creteness of the machine, and between museological data and the narratives we create from it.

Munster argues that there are two tendencies in Human-Computer Interaction design. The 

-

appear, concealing it altogether. She argues that there is little exploration of other possibilities 

of embodied interface design. As the dominant paradigm of interface design works to either 

baroque tension existing in the interplay between virtuality and physicality, organic life and 

computational systems, is completely neutralised.

Drawing from Munster’s considerations on baroque aesthetics and its application in digital 

displays and multimedia environments in museums, we can re-think the museum as a place 

where oppositional tensions between the digital and the sensual are located in two places: the 

archive – with its dematerialising, disembodied space – and the body.

SIGGRAPH in 1995 suggest-

had informed biases about the computer and the knowledge system from which it has risen. 

These biases are, according to David Rokeby, related to its power, the speed, its promise of im-

mersion, interactivity and objectivity. Within this paradigm there is little, if no room at all, for 

issues of embodiment and intimacy with technology. It seemed that a place for the “body and 

-

tion with computing interfaces had to be a sensorially limited, desensorialising, isolating, and 

dematerialising experience”59.

In the early stages that gave rise to new media culture, and there were artists and new media 

practitioners who addressed in their works issues of embodiment in technology, drawing their 

interests and artistic research towards investigations of the sensorial component of interaction 

with the machine. They pioneered a way of looking at computers as imperfect, limited and 

biased entities, whose interactions are shaped by the inextricable relationship that develops 

and evolves between the machine and the user’s body. Through this relationship both the par-

ticipants and the computer adapt and adjust, affecting one another, as Rokeby’s argues:

The computer as a medium is strongly biased. And so my impulse while using the computer was 

to work against these biases. Because the computer is purely logical, the language of interaction 

should strive to be intuitive. Because the computer removes you from your body, the body should 

be strongly engaged. Because the computer is objective and disinterested, the experience should 

be intimate60.

Munster recognises a simultaneous convergence and discordance in user-machine interaction 
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-

virtuality’61.

2.7 Wonder and Resonance

and in new exhibit design”62. In this context, wonder and resonance -

tween the aesthetics of new media and that of the private curiosity cabinets, or Wunderkammer, 

of the sixteenth to eighteenth centuries. Stephen Greenblatt explains further how these con-

cepts relate to museum practices:

By resonance I mean the power of the displayed object to reach out beyond its formal boundaries 

to a larger world, to evoke in the viewer the complex, dynamic cultural forces from which it has 

emerged and for which it may be taken by a viewer to stand. By wonder I mean the power of the 

displayed object to stop the viewer in his or her tracks, to convey an arresting sense of unique-

ness, to evoke an exalted attention (...) The effect of resonance can be achieved by awakening in 

the viewer a sense of the cultural and historically contingent construction of art objects. A reso-

nant exhibition often pulls the viewer away from the celebration of isolated objects and towards 

a series of often implied, only half-visible relationships and questions: (...) How did the objects 

come to be displayed? How were they originally used? What cultural and material conditions 

made possible their production? What were the feelings of those who originally held the objects, 

cherished them, collected them and possessed them63. 

Describing his visit to the State Jewish Museum in Prague, which holds one of the most ex-

tensive and well preserved collections of synagogue art in Europe, Greenblatt notices that the 

museum was not so much about the artefacts on display, as it was about memory, and the form 

that memory takes is a secularized Kaddish, a commemorative prayer for the dead. The muse-

um worked as a memorial complex, wherein as Greenblatt describes the effect that “the discor-

dance between viewing and remembering is greatly reduced. Even the less charged religious 

artefacts are able to convey an odd and desolate impression”64. The resonance of the museum 

depended, according to Greenblatt, “not upon visual stimulation but upon a felt intensity of 

names, and behind the names, as the very term resonance suggests, of voices: the voices of 

those who chanted, studied, muttered their prayers, wept, and then were forever silenced”65.

If resonance is the capacity of objects and displays to evoke an intimacy with the viewer – an 

intimacy that is linked to destruction and absence – wonder, according to Greenblatt, is closely 

related to enchantment, intensity, ownership and possession:

The wonder-cabinets of the Renaissance were at least as much about possession as display. The 

wonder derived not only from what could be seen but from the sense that the shelves and cases 
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wonder originated in certain conjunction with a certain type of resonance, a resonance bound up 

things66 .

Greenblatt argues that resonance and wonder are not opponent models for museums. In fact, 

it is through their interplay that the impact of an exhibition can be enhanced. When an initial 

appeal to wonder leads to the desire for resonance, then “the poetics and politics of repre-

wonder”67.

-

interaction’ is “the perfect interplay that occurs between a person and a product”68. Resonant 

interactions evoke positive emotions, surprise, awareness during and after use and cognitive 

processing. 

We have all experienced the beauty of this last rule when trying to swing as high as possible 

when we were children. As a designer, I always love and aim to achieve the embodiment of this 

metaphor with respect to beautiful interaction: the perfect synchronisation between a person and 

a product during interaction through which the person reaches an unprecedented height with 

respect to use and experience69.

-

ucts, which according to Hummels manifests as the unique interplay between a person and 

an object, could be an effective way to stimulate designers to effectively address and achieve 

diversity in their work. 

2.8 Audience Experience
A broad wealth of literature has been produced in recent years concerning audiences’ experi-

ence with multimedia and interactive museum environments70. Approaches to audience study 

-

cally when presenting the research’s case studies. 

Anita Kocsis Head of Design, Society and Culture at Swinburne University of Technology, 

Melbourne presented her recent studies connecting introspection with interaction at Nodem 

2012. There is a trend in audience research focusing on the emotional, affective sensorial and 

cognitive components of audience experience in museums. Research questions in Kocsis’s 

-

tion between what is intended by the designer and what the user experiences, suggesting that 

experiences are messy facts, shaped by complex, multifactorial elements. 
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-

seums’ agenda and policy, pulling and pushing them between mission and market. Therefore 

experience is often conceived as part of the museum’s branding strategy and as a form of con-

sumption and entertainment. I will discuss this further when presenting Pine and Gilmore’s 

2.8.1 Digital experience

-

tor of interpretive media at the San Francisco Museum of Modern Art (SFMOMA), presents 

the work of his department as a triangulation between the curatorial and the marketing sector 

at the Nodem conferenece afore mentioned. As Samis explains, often exhibition spaces remove 

all the context and relational aspects of the work, keeping only the physicality of the art objects 

on display. The digital experience attempts to restore the content, acknowledging the visitors’ 

questions and privileging the artists’ voices when speaking about their work.

According to extensive research conducted by SFMOMA on audience behaviour in relation 

to application of digital technology in museums, Samis points out that the vast majority of 

museum visitors don’t use technology in their museum visit. The goal for designers and inter-

pretation specialists is to reach these people and create a meaningful experience for them by 

providing suitable - and resonant - affordances. The mobile alone is not the answer, as Samis 

points out. The more interpretive offering to visitors will use a variety of media, the more visi-

tors will be able to construct their own meaning and context around the exhibition. Among the 

content development and digital engagement strategies that the new SFMOMA will employ 

after its re-opening in 2016 are a multi-platform integrative design approach encompassing 

community engagement, web and multi-platform publication in order to enhance visitors’ 

experience both on site and online.

2.9 The experiential complex

and simulated environments as one of the determinants of what Pine and Gilmore refer to as 

-

ever a company intentionally uses services as the stage an goods as props to engage an in-

dividual”71. An experience economy therefore depends on engaging customers through an 

-

tainment, education, escape and aestheticism”72. Education requires the active participation 

of the individual. Escapism requires immersion in the experience (in contrast to the passive 

observation of entertainment). The aesthetic requires quality of place.

-

ben on the impossibility for experience, which are examined further in the next chapter. Hall 

points out the close and mutually reinforcing connection between destination museums and 
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Photography completes the hermeneutic circle of tourism, in which the desire to travel and to 

consume the experience of the exotic is initiated by travel brochure, magazines etc. (...) Museums 

in the experience economy start not with institutions but with the individual, offering those who 

can afford to participate the fantasy of a customized world, the opportunity to be who they want 

to be through the technologies of simulation73.

Identifying the visitor as the object of the spectacle, shares the same design principle of the 

panopticon: “to regulate the crowd, and to do so by rendering it visible to itself, by making the 

crowd itself the ultimate spectacle”74.

2.9.1 Spectacle

Hall explains further how museums’ experiential complex works by offering “a destination, 

entertainment, advanced simulation, and valued mementos in a secure and controlled envi-

ronment”75. The experiential complex operating through reduction, extraction and recombina-

tion often results in a representation of heritage that is alien from the community to which it 

belongs. Hall points out the need for a reinvention of museum displays in such a fashion as to 

-

at the place where it happens to be, as well as the changes which it may have suffered in physi-

cal condition over the years”76. Position in time and space – and patina of trace – constitute 

according to Hall, the aura of an object, that which brings its authority back to the museum. To 

retain value, Hall suggests that:

the simulacra of identity need to be anchored to cultural treasures. There is then no contradiction 

between the experience economy and the materiality of the object, and the experiential complex 

is marked by the return of the aura of the work of art in the era of digital simulation77.

In what ways can curatorial design practices in the multimedia museum reinstate an aura to 

the objects, while at the same time renegotiating experience in the museum spectacle? How 

can a sense of presence be conveyed and mediated? We will look in the next section at the dif-

ferent components of the experience, such as presence, authenticity, an object’s authority and 

authorship. 

2.9.2 Experience and authorship

-

-

ple and things”78. As an example of how exhibitions can become sites of cultural production he 

describes the Dreamings exhibition of the art of Aboriginal Australia:
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-

quences. For one thing, Aboriginal myth and ritual knowledge have material qualities beyond 

places, an important material component of formulating a social identity among those with rights 

to the stories. Stories and the ceremonies enacting them, along with the associated paraphernalia 

and designs, can also be owned and exchanged; rights (...) what might we imagine to occur when 

these images and practices, and the concern for dispersal are transported to an – other venue of 
79.

Myer’s argument here is that the symposium offered an alternative and additional interpre-

tive practice to the exhibition. The symposium created a context for the artworks, operating 

as an interpretive medium between the remote Australian Aboriginal culture and New York 

audiences.

This poses questions as to how curatorial design practices can mediate meaning and transfer 

How is it possible to transfer meaning to objects/stories that have been de-contextualised? 

Marshall McLuhan’s distinction between hot and cold media80 and their required lower and 

higher levels of participation by the audience, helps understanding the relational aspect of the 

aesthetics of the multimedia museum and the interaction between objects, audience and digi-

requires a response on the side of the user81. This, applied to museum displays, has an innova-

tive potential to contrast with hegemonic exhibition practices through creating interpretive 

and responsive environments that are capable of renegotiating new meanings and relation-

ships between objects, places, people and cultures within the museum.

Having introduced in the last paragraphs issues concerning the museum as an experiential 

curatorial design theory and practice. This will begin to form the research argument, which 

revolves around the renegotiating and reframing of experience in museums and the role that 

digital media can play in extending presence, improving access and embedding participation 

as a strategy for curatorial design.  

2.10 Moving towards the research problem
Having introduced in the last paragraphs the discourses around the museum as an experien-

tial complex, as well as having proposed concepts such as resonance and wonder as possible 

guidelines for the design of digital objects, media and interaction in responsive musuem spac-

design theory and practice. This will begin to form the research argument, which proposes 
49
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to renegotiate experience in museums and rethink the role that digital media can play in ex-

tending presence, enable embodiment, improving access and embedding participation as new 

strategies for curatorial design.  
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3.0 THE QUEST FOR EXPERIENCE

This chapter explores ‘experience’ as a new territory for curatorial design and draws on Giorgio 

from two of his books, namely Infancy and History (1993) and Profanations (2007). In the latter 

things from common use and transferring them to a separated, sacred sphere. According to 

by consumption and spectacle. The shopping mall and the museum are the sites where this 

separation takes place. Objects in the museum are separated from experience and common 

use, becoming part of a spectacle. I will discuss further in this chapter how Agamben suggests 

that freeing actions 

is possible, and he terms these actions ‘profanations’.

and reframing experience in the museum and examining the role that digital media can play 

in this process. Opening up a discussion around experiential approaches to the interpretation 

of cultural heritage allows the inherent ambiguities and paradoxes of this approach to be 

presented. In the light of this discussion, questions are outlined relating to the impact of digital 

technologies augmentation and/or simulation of an embodied engagement as a new way of 

difference and facilitating intimacy with contested topics and representation of marginal and 
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Image 1, ‘Visitors at the Louvre’ 

embodied interactions between the present and the past 

while looking at the characteristics of mediated experience 

and its effect on time, space and the body.

3.1 The destruction of experience

of experience in the modern age, whose origin he dates 

back to the First World War, Giorgio Agamben argues that 

that can still be translated into experience”1.

the great wonders of the world (let us say the Patio de los 

that the camera should.2

Agamben correlates experience with authority, suggesting 

that the latter is that which makes experience translatable 

experiences still occur, but somehow they are enacted 

Agamben explains how the expropriation of experience 

science’s mistrust of experience and the consequent 

separation of knowledge and experience as “two 

autonomous spheres”3. On the other hand, there is a space 

and that is through play. As Agamben argues, experience 

and play are inextricably entwined: “a theory of experience 

could only be a theory of infancy” and goes further 

of time. Play operates as an accelerator, rupturing time in 

life by play is a change and acceleration of time”4 and in 

this way it can be understood as a ‘profanating’ procedure. 

In the next paragraph I will explain further what Agamben 
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3.2 In praise of profanation

5  

by transferring them to a separate, sacred sphere. By doing so it ensures that men and god 

remain distinct. In a similar manner our society operates a twofold process of consecration or 

The museum is the emblematic space 

of the world is, according to Agamben, an accomplished fact. In the museum objects are 

separated from experience, they are transferred to a separate sphere, hence they become part 

of a spectacle. Both spectacle and consumption are two aspects of the same religion, capitalism: 

means that it has become impossible to profane (or at least that it requires special procedures). If to 

6.

3.2.1 Play and touch as profanating procedures 

frees one from either the sphere of consumption or spectacle:

emancipated, but, in emptying them of their sense and of any obligatory relationship to an end, 
7. 

A way of freeing the sacred object from the sacred sphere is through play:

The passage from the sacred to the profane can, in fact, also come about by means of an entirely 

inappropriate use (or rather, reuse) of the sacred: namely, play. It is well known that the sphere 

religious sphere. The girotondo – ring around the rosy – was originally a marriage rite; playing with 

8.

Agamben suggests that the role of play is fundamental in freeing things from the sphere of the 

THE QUEST FOR EXPERIENCE

54



sacred without abolishing it. The use to which the sacred is returned through play is, according 

to the philosopher, a new use, one that does not coincide with utilitarian consumption: 

In fact the profanation of play does not solely concern the religious sphere. Children who play 

9.

As play opens up a new dimension of use and a new life for the object, Agamben points out 

is precisely that which can become “the gateway to a new happiness”10. Playing with a ball, 

negotiated by the substitution of the mouse by the ball. This substitution opens up for the 

object a new possible use.

sphere of the sacred:

The power of the sacred act lies in the conjunction of the myth that tells the story and the rite that 

reproduces and stages it. Play breaks up this unity: as ludus, or physical play, it drops the myth 

iocus

one has play when only half of the sacred operation is completed, translating only the myth into 

words or only the rite into actions11.

experiences through the suspension and acceleration of time. Agamben reminds us that the 

power of play operating through illusion “restores to the word its etymological meaning, from 

in-ludere”.12

Touch

Another way of profanating a sacred object is by touching it:

One of the simplest form of profanation occurs through contact (contagione) during the same 

participants in the rite need only touch these organs for them to become profane and edible. 

There is a profane touch that disenchants and returns to use what the sacred had separated and 
13.

consumption and spectacle, to the realm of common use. Museums, Agamben argues, are 

emblematic of this “impossibility of use”14
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which is still practiced in many cultures and traditions – and it is a way of acquiring the power 

of the sacred objects15. 

Today’s new museology emphasises the appraisal of the senses in the enhancement of 
16. We 

of experience in the museum. According to Anne Cranny Francis, practices of touching and 

handling objects, and the associated sensorial engagement, are seen as ways of knowing and 

making meaning17

objects, they enact the construction of meaning which is at once dramatic and contingent”18. 

theoretical and practical aspects of the research by opening up a space for exchange and mutual 

3.3 Paradoxes of playful and experiential approach to heritage interpretation 
There are ambiguities and paradoxes inherent in the adoption of an experiential and playful 

interpretation of problematic and contested topics in museums and heritage sites such as war, 

current tendencies in the heritage industry to “align communication to new emotional and 

playful ways of learning about the past”19. Daughbjerg discusses the problems of embracing 

interpretation of sites of war and atrocity:

it has become widely accepted that to stay in business, museums and historical attractions must 

20. 

As Daugbjerg explains, if on the one hand “war as a subject is eminently suitable for emotional 

utilisation”, on the other hand it is

by solemnity, respect, remembrance and contemplation, not experiments in ‘experience’ and 

replayed war scenes.21
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as an “experiential dimension of heritage communication”. This mode of interpretation and 

sensory response and interaction with the content and site: 

Danish 1864 soldiers22. 

criticised the lack of counter-representation within the museum’s experiential approach. 

was also another concern, and a lack of seriousness and appropriateness were also indicated 

concerning the representation of marginal and counter histories within contemporary 

heritage collections and realtime experiences at heritage sites. The difference between 

‘experiences’ and ‘experience economy’ helps to take the discussion further:

23

are considerations or responses to a need for [a] respectful approach, conscientious[ness] and 

24. 
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3.4 Introducing the research problem

contested topics, marginal histories and counter-representations of memory. 

digital media in museums for engagement and entertainment purposes, in particular those 

focused on digital heritage25, I am interested in exploring how curators and designers are 

transferring agency to our body and senses in mediating the encounter with other cultures, 

places and histories. 

26

27, 

the interaction between the physical actions of the user and the system’s expressions, be 

interactions between users and images, “makes such an image more than an image”28

29

experience”30.

This new aesthetics, which Anna Munster describes as ‘baroque’31

or happening in the making32, while some, borrowing from Borriaud, characterise it as 

‘relational’33 or ‘recombinatory’34, challenges the way knowledge is created by transferring 

agency to the user who participates in the co-production and co-creation of the work. 

Interactions between users and system can be multimodal, thus engaging multiple senses at a 

potential of using ‘interaction’ and ‘participation’ as modalities of mediating experiences 

with cultural heritage in museums by opening up possibilities of embodiment, intimacy and 

belonging.
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3.5 Constructing an argument

to participation. 

In the culture of consumption and spectacle discussed by Agamben, museums hold a great 

museum there is often little space for contemplation, silence and for meaningful experiences 

and encounters.

experience with the past, the ‘other’ and with our memory. The research poses questions on 

how curatorial design practices can enable strategies of embodiment, sensorial engagement 

and participation that facilitate intimacy and enable difference as ways of knowing and 

encountering the ‘Other’ within museum-based interactions.

The main concern of the research is an exploration of the impact of digital technologies to 

augment and/or simulate sensory engagement and embodied experience as a new way of 

design and interpretation, thus enabling multisensory engagement and embodied interaction.

museum contexts, the research examines the curatorial and design strategies applied to 

create engagement with objects, memories and places. If, on the one hand, this engagement 

is seen as desirable, on the other hand it opens up questions and problems. Can technology 

actually create and/or simulate a sensory engagement? Does this create an ‘authentic’ sensory 

histories and counter representations?
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as a curator and designer. The research practices offer an experimental ground where we can 

design within the new territory opened up by technology. This offers a negotiation experience 

where (re)constructing the past and a space wherein to explore the role of digital media in 

enabling and/or simulating an embodied interaction between the present and the past.

3.5.1 Aims

sensory based interaction for curatorial design to renegotiate participation, embodiment, 

intimacy and sensorial knowing within museum-based interactions. The research case studies, 

presented in the next paragraph, form a testing ground where to critically and practically 

engagement with cultural heritage.

The case studies are test pieces to explore the components and ‘profanating’ procedures of 

curatorial design in terms of its capacity to challenge dominant paradigms of representation 

within the framework of contemporary museums as ‘differentiating machines’, thereby 

only can be represented, but can also be embodied and performed. 

Within the case studies the research aims to critically explore the roles of – and interactions 

informing the works of designers and curators, thus understanding how these strategies 

3.5.2 Objectives:
The research objectives are:

-to explore problems and opportunities in the adoption of an experiential and participatory 

approach to the mediation cultural heritage within museum-based interactions.

embodiment and difference as elements that underpin the strategies adopted by curatorial 

design within cultural heritage practices.

and agency are renegotiated.

authors, the role of users in the co-creation/curation of the work, and the effect on authorship, 

time, space and the body. 
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museum managers, curators, exhibition designers, and interested practitioners to relate to and 

3.6 Research design

35 and forms the base of the 

communicable experience, be somehow re-performed and renegotiated within the museum 

through engagement with forms that enable interaction and participation with that past?

and embodied interactions between the present and the past and examines how participation 

Introducing the case studies
The research case studies explore ways of interpreting cultural heritage through digital 

mediation and renegotiation of experience, thereby extending the notion of the museum 

beyond exhibition spaces, and comprising landscapes, objects, digital spaces as well as physical 

bodies. In doing so they open up a set of relationships between authors, audiences, participants, 

to explore how tangible and intangible heritage can be mediated, spatialised and embodied. 

3.6.1 The Audiovisual Museum of Italian Resistance by Studio Azzurro, Fosdinovo, Italy, 

2000. 
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words of the artist Paolo Rosa: 

Tactile perception works in the museum as a means to physically engage the audience, it is the 

all the emotions that come through facial displays, the eyes. The intensity of the emotions is 

experiential empathy here.36 

3.6.2 Place-Hampi at the Immigration Museum, Melbourne, iCinema research team, UNSW, 

2008. 

Place-Hampi

explains:

is enacted in Place-Hampi where participants are able to transform myths into the drama of a co-

Place-Hampi restores symmetry to the 

37. 

and project coordinator.

3.6.3 Lost and Found. Belongings: a sensory experience of Australia’s migration heritage 

Belongings: post-WW2 Migration Memories and Journeys, is a community oral history project 

2009. An original concept by John Petersen, manager of the Centre, and the curator Andrea 

Fernandes, Belongings

told through people’s memorabilia and special belongings that accompanied these migrants 

in their life-changing journey to another country. 

can experiment with different modalities of interaction in Belongings

to shift memories of migration from a web-based experience to a tactile interaction between 

physical objects and the stories associated with them.
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3.6.4 Living Streams: Augmented Reality experience of the Georges River in Liverpool 

(NSW)

It explores the dialectic that exists between a global-connectedness afforded by mobile 

interactions between water, histories, place and community. By engaging local people who 

acts renegotiating engagement with cultural and natural heritage.

3.6.5 Resonances: lives, objects and stories of Liverpool 

Museum. The museum collection consists of photographs, oral histories and artefacts from 

with people’s memories, cherished donations and life histories in the museum.

and learning purposes. The case studies offer an experimental ground wherein to test in a 

situated and contextual fashion the possibility of participation, embodied interaction and 

and exhibition design theory and practice by exploring the interactions between authors and 

audiences in the co-creation of the work, the role of the interface in constructing difference and 
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well as heritage specialists will be able to reference in their work and build upon.

for interpretation and representation of cultural heritage.

audiences and the effects on time, space and the body.

In the next chapter I will introduce the methods employed for the critical analysis of the 

the ground where philosophical questions intersect with the situated knowledge that is 

produced through practice, and the interactions that take place between the actors, materials, 

theory, places and objects.
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4 METHODS AND INTERPRETATIVE FRAMEWORK
Introduction
This chapter introduces the methods and the development of an interpretive framework, 

whereby many of the methods and practices are developed in response to the research aims 

and objectives. At the core of this research is the ongoing interplay between the theoretical 

discourse and the practice-based participatory experiments staging and producing knowledge 

in practical ways. This approach requires the development of interactive environments, 

physical interfaces, participatory studies as well as an interpretative framework intertwining 

the theoretical and practical tracks of the research. The interpretation crosses and relates 

feminist theories of subjectivity, visual culture’s theories of embodiment and performativity, 

material culture studies on object-centred knowledge as well as design theory and sense 

studies. These form the theoretical basis for the development of responsive environments that 

address the aims of the research in ways that are participatory, experimental and experiential. 

In this approach, instruments and technology that are employed for digital mediation of 

methods, have been re-appropriated in order to renegotiate alternative engagement forms, 

thus reinstating new relations and connections between people, places, objects and memory.

As performed in this approach, the ‘necessity of invention’ forms the basis of any creative 

research which, according to Paul Carter, responds to three conditions: “it has to describe 

a forming situation. It has to articulate the discursive and plastic intelligence of materials. 

And it has to establish the necessity of design”1. My desire to engage with the heritage of 

migration and my encounters with oral history archives shaped the interests of this research. 

The ‘informing situation’ emerged from the simultaneity of my investigations of multiple, 

interdisciplinary perspectives exploring place, the body, affective experience, sense knowledge 

and material culture and their intersection with my context as a curator and designer of 

participatory practices engaging with cultural heritage. The availability of resources, such as 
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the oral history archive as well as the demand from the community to engage with their local 

heritage, can be looked at as the contingencies that shaped the context in which to experiment 

with the necessity of design. This requires the invention of new instruments and approaches to 

explore questions of participation and embodiment that are complex and demand an attitude 

that is empathic and immersive.

    
4.1 Immersion, empathy and engagement: The research as a situated and 
social process
Donna Haraway (1988) claims that all academic research is a highly ‘situated’ and ‘positioned’ 

knowledge that arises from particular combinations of people, places, objects and ideas2. To 

exemplify the positionality of the researcher within the context of the research, the cultural 

anthropologist Ann Galloway describes her methods as a ‘bricolage’ and quoting Valerie 

Janesick, a scholar in education and policy studies, suggests a comparison with choreography:

My approach to methodological bricolage can also be seen to share something 

in common with choreography. Both qualitative research and choreography are 

highly situated, and continually recontextualised, within shared experiences—

and ‘both refuse to separate art from ordinary experience’3. More generally, 

just as a choreographer combines the prescriptions of the minuet with various 

improvisations, the bricoleur can be seen to move through various stages of research 

and writing, some more structured than others4.

Continuing with the metaphor of choreography as an example of the engagement of the artist/

‘The World Cities’. Bausch conducted her urban explorations for over a year before working on 

the choreography of a city. This immersion in the spatial, social and cultural fabric of the city 

a dramaturgy of the city, revealing and staging some of the existing tensions anticipated in 

manifesting itself in the reciprocity of the choreographer dancing and at the same time as 

being ‘danced’ by the environment. The agency is shifted to the context, the place, the city. The 

artist/choreographer/researcher is there to receive, to meet the milieu, through immersion 

and empathy. She is open to respond to whatever arises from the environment. 

I discuss my involvement with local communities, participants and the local context in 

each of the research case studies. The methods of engagement vary. They involve listening, 

diverse range of ethnographic methods such as questionnaires, structured interviews, informal 
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material and data from different sources. 

for each case study, create a ‘bricolage’ of methods that explore the complex networked 

process underpinning the creative research practices in both contextual and situated ways. 

collaborations that emerge. 

Research methods both foster and examine the relational and social aspect of creative research 

and its potential for reinventing and creating new relations among the subjects who participate 

in the process: from authors, to curators, designers, historians, artists, heritage managers, 

community representatives and to audiences more broadly.

Research methods are concerned with an integrative approach to curatorial design combining 

the design of physical interfaces, digital applications, multimedia environments, responsive 

exhibition spaces and the interpretive strategies involved. These strategies explore ways to 

renegotiate intimacy and engagement with problematic topics such as counter histories of 

Museum of Italian Resistance and Belongings 

Place Hampi – the mediation of place-based knowledge, and a sense of identity and belonging 

 

Living Streams and Resonances. 

In examining and developing the practices from a situated perspective, questions are posed 

with regards to the kind of experience that is mediated by the manipulation of what Benjamin 

refers to as “the raw material of human existence”, which develops through an “accord of 

words, soul, eye and hand”5 . How does the experience of mediating place-based knowledge, 

the physical touch of objects, and the affective being touched by the stories associated with 

them, affect our capacity of remembering, our connections with places, people and their past?

Audiences, with their bodies, senses, emotions, subjectivity and interest can be looked at 

as agents performing in the narrative and sensorial environments created in the research 

practices. However an in-depth investigation of the audience experience is not the focus of this 

research, a series of ethnographic methods are applied in order to explore the quality of the 

‘participation’ is the overarching concept underpinning the research practices and is also 

concerned with ways to integrate a participatory approach to curatorial design by adopting 

strategies that enable engagement and embodiment through a shared, co-authored approach 

negotiating the experience of cultural heritage.
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4.2 Practice as research: Emergent and situated methods 
With regard to practice-based research, Estelle Barrett points out that this way of doing 

research involves an ongoing “interaction between theory and practice in the production of 

knowledge.”6 Enchanted Teleidoscopes proceeds through a continual moving back and forth 

between established theory and the situated knowledge that emerges in the practices.

In framing the theoretical ground of artistic research as practice, Barrett argues that, given its 

nature, a practice or a studio-based mode of enquiry requires methods that are “necessarily 

emergent, interdisciplinary and subjective”7. Pierre Bourdieu describes the ‘logic of practice’8 

creates among disciplines and different domains.

In order to capture and map the complexity of the networked creative process I use a 

methodological approach combining both established as well as emergent methods. Methods 

cannot be pre-determined, yet they also need to be examined and implemented within 

the dialogue that each case study opens up between theory and practice. When exploring 

curatorial strategies dealing with the intangible heritage of migration including for instance, 

the migrants’ histories which tell about their life journey to Australia, I apply ethnographic 

methods that are concerned with a critical examination of the path that private stories 

undertake in becoming public. Questions are posed throughout the interpretive process by 

examining the passage through which stories are translated from the memory of a participant, 

recorded by the interviewer and then transferred to the archive where these are made available 

to the public. Then it looks at how, in this translation from oral to textual communication, and 

from private memory to public display, stories are transferred and mediated. The curatorial 

strategies explore ways to connect with this heritage through participation and embodiment, 

thereby using physical touch as a vehicle of engagement.

As Carter and Bolt point out, both the material thinking and the materialising practices involved 

9. Carter argues that when outcomes of 

research returns to the universal10. When developing a studio-mode of enquiry I found it very 

useful to apply this categorisation of ‘production’ and ‘consumption’ to the different stages of 

the design process.

The production stage of the research, when developed in a studio-based mode, encompasses 

archival research and data gathering, design, adaptation of prototyped technology, 

implementation of media content, user test runs and auto-ethnographical methods which 
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process. 

The ‘consumption’ or circulating stage involves staging the outcomes of the design and 

research’s deliverables. This stage explores the audience responses and experiences through 

participant observation, audiovisual documentation, audience surveys, conversations and in-

established design method.

A simulation of the way stories are passed on from person to person was developed in 

Belongings for instance, where participants were asked to send a postcard to the authors of 

and/or comments on what they heard, and the memories and sensations that their experience 

may have triggered. These probes aim to explore the potential of the re-created narrative 

environment to mediate the lived experience of the migrants’ journey as well as enhancing 

engagement with their personal stories.

Production and circulation stages are not explored in an equal manner for each case study. 

its interplay with relevant theory. Theoretical threads running throughout the research are 

explored as an open-ended and on-going enquiry where theory and practice intertwine and 

mutually inform each other.

4.2.1 Interviews

In her exegesis on creative research, Barrett proposes the adaptation of Foucault’s concept of the 

‘author’s function’ in order to articulate the understanding of both processes and outcomes of 

creative production11 . The concept of the ‘author’s function’ is instrumental in the exploration 

of all the actors involved in the curatorial design process, as the many ‘dispersed selves’ of 

mediate meaning and experience.

I conduct in-depth, semi-structured interviews with designers, researchers, museum curators, 

historians and heritage service managers, asking questions regarding their role within the 

curatorial design process, the strategies employed, their experience of collaborating with 

members of the design team, their comments on (and response to) the design’s outcomes and 

audience experience. 

simultaneous presence of the actors that participate within the design process, linking in the 

same conversation the plurality of voices that are involved in performing as in a discursive 

narrative. These are artists, designers, historians, curators, audience members, heritage service 

managers, all of whom are involved in a conversation that happens both simultaneously and at 
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a distance. Conversations begin as face-to-face interviews then develop through the discourse 

analysis of texts from a diverse range of sources, from published materials to websites, 

exhibition catalogues and other web sources.

4.2.2 Exploring curatorial design strategies: embodiment and experience

My experience of participating as a spectator to the exhibitions staged at the Museum of 

Resistance and Place Hampi is recorded, where possible, through real time navigation with a live 

thoughts and emotions that form my response to the work. The use of audio video commentary, 

user questionnaires, informal and semi-structured interviews with designers and curators, 

investigating the creative process of curatorial design as a social and cultural practice. 

Engaging with the context and the local community links back to what Carter refers to as the 

‘informing situation’ generating the necessity for design. My position as a performer within 

on the kind of experience that is mediated in the transfer of memory from an initial act of 

testimony, be this a migrant, describing her life journey to a new country, a partisan recounting 

his everyday battle to survive under the Fascist domination, an Aboriginal elder remembering 

places and ways of living by a river that no longer exists, to the experience of a participant, 

who re-performs the stories in the museum. 

Both production of new works, as well as investigation of existing practices, focus on the 

role played by objects, bodies, senses, and technologies in mediating resonance, wonder, 

enchantment and the embodiment of the experience. Given the performative mediation 

and translations that occur in reaction to cultural heritage during this process, the research 

that is alien and ‘other’ to us, can be renegotiated, embodied and kept alive in the present 

through experience.

4.2.3 Performative research

The interpretive framework introduced in the next section, and developed throughout the 

research, situates this study within the emerging paradigm of performative research. As 

it is the necessary pre-condition of engagement in performative research”12

From the outset, it is clear that performative research will move beyond current 

qualitative research practices for, in order to do its work, new strategies and methods 

have to be (and some have been) invented. The new strategies and methods are 

dictated by the phenomena being investigated and the recognition that the current 

not accommodate completely the surplus of emotional and cognitive operations 
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and outputs thrown up by the practitioner13.

An increasing number of scholars are endorsing creative and performative research as a form 

of inquiry that can relate and entwine theory and practice in an ongoing and questioning 

process. Carole Gray examines closely the process of creative research: 

and secondly, that the research strategy is carried out through practice, using 
14 

. 

Barrett discusses further the emerging interrelationship between theory and practice in creative 

research and the material nature of the ‘praxical knowledge’ that is produced: 

Praxical knowledge implies that ideas and theory are ultimately the result of practice 

rather than vice versa. (...) These effects, broadly understood as ‘knowledge’ emerge 

through material processes15.

Shane Strange welcomes the uncertainty of outcomes and the contingency of creative practice, 

emphasizing the role of the processual knowledge that is generated through practice and the 

possibilities that are opened up of reinventing social relations within the research process. A 

form of resistance to objectivity is emphasized by many scholars as a qualitative value of creative 

research, and this contributes to an understanding of creative research as a performative act. 

Bolt claims that creative research is about acting in the world, and thus moving away from a 

descriptive and observational paradigm. Strange comments on this argument, proposing that: 

… creative research in this mode advances the kind of subjectivity that seeks to move 

beyond existing social relations, offering a form of resistance to orthodox research 

paradigms and therefore a projection of what is new16.

Carter proposes a model for creative research practice “to broker partnerships between 

‘end users’ (clients, industry partners, communities or government agencies) and ‘research 

producers’ (ourselves)”17. I envisage this model as informed by the context in which it takes 

place, and I will discuss it further in the Living Streams case study when looking at notions 

of geography and place-based knowledge. In many ways the methods experimented with 

in this research are driven by the locations where they were tested. As explained by Carter, 

I propose that the methodological approach developed in this research is an ‘affect’ of the 
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situated knowledge of the place:

I think cartography is an affect of geography. Rather than thinking of it as a tool, an 

instrument, a language. For a long time I understood cartography as a possibility 

for representation and counter representation. I see it now as a tripartite activity, 

that involves a situation, the effort to come to term with situation which is the 

economy. It is the slippery outcome that I’m totally fascinated by. (...) Geography is 

not location but a situated knowledge. Who we are, where we are, what we know, 

what our heritage is and allegiances are, has always been linked to geography. 

Not as a set of locating vectors, but rather as places, traditions and trajectories of 

knowledge. Each place knows differently18. 

the context of my research, a relationship that mutually affects each other, I would like to bring 

inspired, directed and guided his creative work in unexpected ways:

I lived for 8 years in America. Then I moved back to Germany and settled for the 

know all about these people, their past, their history, their secret thoughts… It was 

the city that induced this desire. I wanted to tell THIS CITY’S STORY. Walking 

around and staring at houses I saw a huge amount of decoration, pillars, arches, 

my amazement. Every second statue, and there were lots of them, depicted angels. 

stories and make them happen. Not that stories happen anyway, and just need 

locations to take place in19.

4.2.4 Art-led methods

Matthew Fuller discusses the modes by which art participates and proliferates within everyday 

life, the ways art and life intersect and fecundate each other. Fuller explores this process of art’s 

migration into life forms by addressing art methods as “cultural entities, embodied in speech, 

texts, sounds, behaviours and the modes of connection between things that share and develop, 

work on, art’s capacity of disturbance and the multi-scalar engorgement of perception”20. 

Discussing the ways art methods operate, Fuller proposes they initiate a dialogue with 

… what is no longer possible and what has no yet been done, with resources from 

objects, traditions, ideas and waste distributed - sinking into and emerging from 
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time. Such time is also related to the experiential thickness of carnality. Art stages 

the occurrence of things, their revelation or palpability in a way which resists their 

easy ability to be known. That is, art insists upon the staging of an engagement 

with it that includes the simultaneity, that is potentially endlessly maintained, of 

all stages of anticipation, delay and cognisance21.

4.2.5 Simultaneity

Experimenting with the artistry of curatorial design in a real life situation, the research engages 

with art methods exploring how, for instance, simultaneity can alter perceptions of time and 

space when texts, memories and objects are translated, displaced and re-embodied from 

archives and into the museum. The simultaneity enabled by the interaction with interfaces 

operates on a multimodal basis, working through extended presence, multi-sensory elicitation, 

spatial displacement, temporal suspension and/or acceleration. 

Simultaneous presence also operates by connecting, in the same conversation, the plurality of 

voices that the research brings together in the discourse. These are artists, designers, historians, 

curators, audience members and heritage service managers, all involved in a conversation that 

happens both simultaneously and at a distance. Conversations start as face-to-face interviews, 

then develop through texts, material related to other works and ideas. This simultaneity of the 

discourse shapes a form of textuality that is relational and allows for the subjective paths of 

the user/reader within the text. Simultaneity is deployed here in order to critically examine 

and connect the recurring concepts, references and key themes that emerge from texts and 

conversations that are generated within the creative process.

All the ‘voices’ staging the research production and circulation stages are brought into the 

practices. From this perspective we can look at the case studies, not as isolated events, but as 

Mapping instruments are developed throughout the research to articulate, track and visualise 

the design process as a networked creative practice. Maps are used as tools to visualise the 

relational aspect of the research and the connections it opens up between the world of things, 

materials and objects, and the world of thoughts, ideas and theories. They perform as a virtual 

space, a common platform for all the ‘actors’ to come together in a conversation: from critical 

thinkers who have inspired the theoretical paths of the research, to artists and curators, to 

refers to as their “embodied cultural capital”22, that is the network of abilities, skills and values 

of the individuals and communities involved with the creative production.

4.3 Developing an interpretive framework 
Our ways of being in time/ways of knowing/the body and the senses

The interpretive framework of the research performs as a discursive platform bringing a 
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each representing an open-ended and ongoing inquiry. The two threads are intertwined with 

the research practice, informing each other and posing relevant questions in the existing 

discourse on museum studies.  

generally on our condition as human beings, exploring questions about time, the past and 

memory, our ways of being in the world, the way we relate to the ‘Other’, how we negotiate 

difference, the ways knowledge is produced, how we generate meaning and the role of the 

body and senses in the process. 

The threads presented in this section intend to intersect multiple domains and detect 

convergences among a wide set of disciplines, ranging from feminist theories, visual culture, 

cultural studies, material culture, cognitive studies, phenomenology and human-computer 

interaction.

this a past, a memory, a subject, or the way we negotiate difference. This thread is central to 

the idea of the museum in a multicultural society and age of migrations, as well as its role 

as a ‘differentiating machine’, mediating a multiplicity of voices enabling representation of, 

and contact with, ‘other’ cultures and histories. The research suggests that the way histories 

are represented in the museum can be renegotiated through participatory engagement in the 

making of meaningful narratives that enable ‘difference’ and ‘intimacy’. Driving questions 

opened up by this thread in terms of curatorial design, spatial practices and digital mediation 

are explored in the analysis of existing practices and the making of my own works.

2. The second thread explores ways of knowing and generating meaning, the role of the body 

and senses in the process, how we relate to the outer world, objects and places, and their role in 

mediating knowledge. It looks at the power of objects in oral-based cultures and performative 

practices of keeping knowledge and cultural traditions alive. This poses questions within 

the domain of museum practices concerning the politics and poetics of exhibiting and 

representation within museum-based interactions, the role of visitors as performers, and the 

agency of objects in the meaning making process.

4.3.1 Knowing the ‘Other’: Difference and Intimacy

looks at the feminist philosopher’s latest investigations of the transcendence of the ‘Other’ by 

the acknowledgement of difference. In Sharing the World, Irigaray insists on the importance 

of difference and desire as necessary modalities to enable the manifestation of the ‘Other’s 
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difference has to be recognised:

As soon as I recognize the otherness of the other as irreducible to me or to my own, 

the world itself becomes irreducible to a single world: there are always at least two 

worlds23.

As a result of our two worlds encountering one another, Irigary suggests that there is a 

possibility of sharing the world by constructing a new third world. Knowing the other is a 

question of creating a space that enables this encounter. This space is both physical as well 

as affective. Irigary recognizes in ‘silence’ and ‘touch’ two necessary means for the other 

to emerge. Silence and touch are seen as a means for an inter-subjectivity that enables the 

encounter with the world of the other:

A logic that favours the object, and a perception from a distance that allows a 

grasping of this object, prevents an economy of inter-subjectivity from being 

revealed to us. Here touch would be the necessary medium—as light and silence 

are for seeing and listening. (…) Touch becomes the medium par excellence of 

interiority. The relation between touching and being touched is displaced within 

the subject, where it articulates a relation between active and passive that requires 

the passage to another space-time. For the subject to experience himself, or herself, 

as both affecting and affected, an inward space must be created in which the two 

take place thanks to a temporal delay in which the active relates to the passive. (…) 

Returning to and cultivating it is necessary in order to be able to enter into relation 

with the other as other24.

feminine/masculine, and then extends to cultural and political domains such as nationality, 

religion, community, generation and the many differences that shape our uniqueness as human 

beings in a multicultural society. As Irigary explains, 

… recognising one’s own limits as well as the existence of the other as irreducible 

to one’s own existence, and searching for the means of entering into relations with 

him, or her, [which] will then substitute for appropriation.25

For a dialogue to develop and exchange to occur between oneself and the ‘other’, there is a need 

to sense the threshold both separating and allowing the two worlds to manifest themselves in 

one another:

Silence will no longer be that which has not yet come to language, that which is still 

lacking words or a sort of ineffability that does not merit interest from language. 
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Silence is the speaking of the threshold. If this silence does not remain present and 

active, the whole of discourse loses its most important function: communicating 

and not merely transmitting information. Then dialogue becomes impossible. In 

no dialogue can everything be said, and it is recognizing the necessity of something 

unspeakable and its preservation that allows an exchange of words between two 

different subjects. It is thanks to silence that the other as other can exist or be, and 

the two be maintained. Relations between two different subjectivities cannot be 

set up starting from a shared common meaning, but rather from a silence, which 

each one agrees to respect in order to let the other be. Entering into communication 

requires the limits, always effective, of a unique discourse, access to a silence thanks 

to which another world can manifest itself and take place.26 

Irigaray details the importance of cultivating attraction and desire within inter-subjective 

relations:

differentiation prevents the cultivation of attraction by annihilating what aroused 

it: the difference between two subjects.27 

Embodying ‘difference’ is instrumental in fostering a new culture of hospitality and thus 

creating a space for an intimate sharing in difference, a space where the ‘Other’ can be met:

I will have had to arrange for the coming of the other, to prepare a space in time in 

which the other can appear to me, in which I consent to receive and welcome him 

depend on the embodiment that will follow our meeting, on the engendering of the 

one by the other that will result from the encounter between our two singularities: 

of their welcoming each other, their fertilization of one another. This will depend on 

a hospitality offered to the other, including in myself, a hospitality that is without 

pre- established dwelling: entrusted to a letting be.28 

Intimacy, difference, embodiment, touch as a means for interiority and silence as vehicles for 

negotiate the ways of understanding self and others in relation to representations of, and 

encounters with, other cultures, histories and identities in the museum, including: those who 

see, listen to, sense, and those who are seen, listened, sensed, both subjects existing in their 

own autonomous sphere.
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4.3.2 Silence as a vehicle of engagement

Irigaray’s speculates on difference, intimacy, touch and silence, thereby opening up questions 

relevant to curatorial design. The research group Silence, Memory and Empathy in Museums 

and at Historic Sites has been exploring a range of different research approaches to silence and 

empathy, in order to share heritage practices and develop ways of working between academics 

and practitioners, and proposing ways by which silence operates as a vehicle of engagement 

with the past: 

often taken for granted that there are silences at museums and historic sites, the 

processes by which they operate have been less explicitly conceptualised. As part 

of such teaching, museums and historic sites now frequently employ strategies of 
29 

practices in the construction of identity and pose questions regarding how heritage can be 

negotiated and dynamised in order to perform as a connecting ground. 

Living Streams

Silence, Memory and Empathy’ 

research project are also relevant to this study:

How does representation in museums and at heritage sites produce and/or make 

use of silences? How do audiences respond to silence? How can we conceptualise 

spaces of silence? Do participation and co-production in heritage aid empathetic 

engagement? What can museums and heritage sites offer in terms of empathy 

that other forms of memory cannot? How can we make an instrumental case for 

capturing experiences of silence and empathic unsettlement?30 

Posing these questions in the context of a multimedia museum will help to understand the 

relationship between heritage and subjectivity, and the role of participation, engagement and 

digital technologies in fostering empathic experiences with the things we preserve and collect 

from the past.

4.3.3 Touch: exploring relationships between the performer and the instrument

In Haptic Sensation and Instrumental Transgression, Pedro Rebelo investigates the aesthetics 

of engagement in the relationship between the performer and the music instrument. This 

relationship is looked at as a multimodal participatory space. Drawing on Georges Bataille’s 

writings on eroticism, Rebelo argues that in order for this relation to become an erotic one, 

there needs to be difference. 
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And for this, the instrument, rather than as an extension to the body itself, must be placed 

in-between the performer and a desired state, in which hierarchies between subject 

and object, between the performer and instrument, are disposed of. (…) Rather than a 

tool that facilitates music, the instrument is seen as entity that carries its own cultural 

context. The notion of ‘entity’ suggests an investigation into uniqueness, distinctiveness 

and difference.31 

Within the realm of traditional African music instruments, the author suggests that an 

instrument such as the Kalimba presents itself as a potentially endless range of variations, 

from the choice of a resonating material to the construction process: 

An underlying factor here is the realization that every instrument will be different. 

It is different because its materials are inevitably different, but most importantly, it 

is different because there is no desire to make it the same.32

The realisation of difference, according to Rebelo, promotes a certain kind of engagement 

between the performer and instrument that develops by constant adaptation and 

spaces of the performer and that of the instrument: 

depending on the resistance of the tube, mouthpiece or reed. (…) If we return to 

the idea of difference and refer to Georges Bataille’s understanding of the erotic, 

we might gain some insight into how the performer/instrument relationship can 

be seen as an erotic one. Bataille theorizes the erotic relationship and the notion of 

sexual differentiation by referring to the difference that is essential for the forming 

of individual identity. The recognition of this difference is initially in relation to 

the material world and then to other beings. (…) Bataille refers to difference as an 

an erotic relationship can occur between one and the other”33 

He then goes on to discuss how difference is an essential component of engagement: 

As the performer works towards a desired performative state via the haptic 

relation with the instrument, the audience projects onto the performer a desire 

for uniqueness, for difference. (…) In creating technologized performances, it is 

particularly important to create conditions for engagement that go beyond the 

operative and the functional.34

This thread, running throughout the research, explores those intersubjective relationships 
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within curatorial design practices that enable interactions between curators, audiences, 

represented subjects and objects, places and histories and the role of technology, silence, touch 

and the other senses in mediating engagement and negotiating difference. The research case 

studies explore ways of enabling difference through performative interactions between the 

users/performer and responsive, technologically enhanced, museum spaces. In the context 

of the case studies the ‘Other’ can take many forms, that of a migrant, telling of her journey 

design strategies are devised for their capacity to enable encounters, intimacy and renegotiate 

difference in different cultural contexts. 

4.4 Aesthetic knowing: Objects, Body, Senses
The second ‘thread’ poses questions regarding the way we know the world, the role of objects 

and the senses in mediating this knowledge by exploring the relationship between objects 

and the body and looking at how concepts of object-centred knowledge and embodiment 

are becoming transdisciplinary and relevant to an increasing number of disciplines such as 

material culture, museum studies and human-computer interaction.

The power of objects is also discussed in relation to oral cultures such as that of the Australian 

Indigenous and the role of performative practices in keeping knowledge alive through the 

power that is conveyed by culture to objects. Paul Carter and Barbara Bolt in their investigation 

the performative power of the art object in traditional cultures and its capacity to produce 

ontological effects in the world.35 Art in traditional cultures such as the Aboriginal, works 

through a wide range of performative practices, including mapping, storytelling, ceremonies, 

dances and songs, as a means for participating in and maintaining knowledge. Marius Kwint 

reminds us of how objects “are instrumental to the formation of consciousness, enabling the self 

to praise its sense of separation from the world”36. Homi Bhabha extends this by understanding 

that our relationship with objects holds an authoring component arguing that “objects are 

the inscribed signs of cultural memory”37. According to Hooper-Greenhill, different ways of 

knowing objects include “handling, smelling, hearing and seeing, which results in different, 
38. 

4.4.1 A return to materiality in the museum?

In posing questions about experiencing objects in a museum setting, Sandra Dudley argues 

that our experience of the material world is dependent upon our physical position in space 

senses. Material culture studies in anthropology have resurged over the last twenty years, 

investigating the engagement with objects and material things, the value and meanings people 

Dudley points out that it is in fact the objects’ ‘thingness’, their materiality, which together 
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“with our location, movement and interpretations determine how we engage with them and 
39

40, 

41. 

In museums, which we might think of as ‘temples of objects’, Dudley notices that in fact 

objects are physically distanced from visitors, limiting the “extent to which people can directly, 

physically, engage with the things on display”42. Multi-sensory access to objects in museums 

This, according to Dudley, is limiting and can be misleading: “I cannot be sure of the weight, 

density, musicality, coldness and surface texture of an objects unless I can touch it”43. 

Exploring touch as a vehicle of making meaning and acquiring knowledge, Dudley looks at 

the subject-object relationship as a twofold one: 

… while I am touching an object, I am touched too. It is a two-way interaction 

gaze at the thing on a plinth behind a sheet of glass.44 

The way objects are distanced in museum displays privileges the dominance of vision over the 

other sensory inputs. As we know from cognitive studies, vision operates by distancing the 

object of vision from the viewer. “Such distance”, according to Stephen Greenblatt, not only 

creates a disconnection between viewers and objects, but it also “makes [it] harder to empathise 

with the feelings of those who originally held the objects, cherished them, collected them, 

possessed them”45. Widening the separation between observers and objects, visions increases 

the distance between visitors and the people whose objects and stories are mediated into the 

46.

Many museums are carrying out research into sensory approaches to objects through a diverse 

range of applications by “using touch in reminiscence and therapeutic outreach work” as well 

as “exploring digital technologies that simulate sensory experience beyond the visual”47. These 

experimental approaches to sense awareness are seen by Dudley as very promising in terms of 

…to reduce the distance between person and thing [and] to facilitate a wider or deeper 

sensory and emotional engagement with an object, rather than simply to enable 

intellectual comprehension of a set of facts presented by the museum and illustrated or 

punctuated by the object48.
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4.4.2 Embodied interaction

Aesthetic experience: one that involves the senses, a sensible, sensual, involving 

perception, sensuous perception. The study of sensory or sensory-emotional values. 

Origin: late 18th century In the sense ‘relating to perception by the senses’: from 

Source: Oxford English Dictionary.

The role of the senses in conveying aesthetic experiences is also the subject of study in 

cognitive science. Contemporary studies in cognition claim that the reappraisal of experience, 

embodiment and affect shapes new interactions with the world and the knowledge produced. 

Francisco Varela’s investigations on embodied cognition and “knowledge as enaction”49, 

examine enaction as “the substance of experience” and that which “motivates conceptual 

understanding and rational thoughts”50. 

When introducing the theoretical context of the research in Chapter 2, I have discussed the 

of the user”51

Investigating further the modalities through which this embodied interaction occur, Paul 

… 

property of interaction. It is rooted in the ways in which people (and technologies) 

participate in the world. (…) Embodiment is about engaged action. This notion 

of embodiment underwrites two areas of interactive system research that have 

emerged in recent years such as tangible and social computing.52

Moving computation into the environment and researching more natural forms of interaction 

and expression between computers and the user, Dourish explains developments in HCI by 

exploring the relationship between interaction, participation and embodiment which  

… is central to both tangible and social computing. Tangible computing draws on 

embodiment by recognising the physic embedding of action in the world, while 

social computing draws upon embodiment by recognising its social embedding 

constitutive of the embodied approach.53

Emphasising the importance of embodiment as a “feature of interaction and not of technology”, 
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Rather, it is a question of how technology is used”54. 

This helps in drawing correlations between current research in tangible computing and 

investigations in material cultural studies on the importance of the materiality of objects 

as a vehicle for sensory-based knowledge. A trend in tangible computing is found in the 

augmentation of everyday objects with computational power in such a way “that a piece 

of paper, cups, pens, ornaments, and toys can made active entities that respond to their 

environment and people’s activities”55. This trend in tangible computing is concerned with 

enabling interactions through physical artefacts rather than traditional graphics interfaces.

This correlates with material cultural studies’ investigation and exploration of the engagement 

between people and things. As Dudley explains, this is a two-fold action, that is it forms an 

interaction between subject and object: 

All our different sets of expertise and interest, different cultural and personal 

backgrounds, different physical and mental states determine how we perceive and 

respond to things and their contexts: how we interpret and react to the limited data 

have agency and power in the process of engagement between them and us. 56

This two way engagement is, according to Dudley, the register by which art works to elicit 

emotional responses in viewers, move us, provoke, puzzle, and even disgust us. However, it 

is not generally understood that when it comes to museums’ objects that they “matter within 

being told, rather than as powerful items in their own right, too”.57

Even when issues of preserving an object prevent direct contact, there is still a possibility, 

according to Dudley, of imagining touching the object, and thus drawing on one’s “sense 
58. 

The tendency for museum display is, however, that of “a preference of the informational over 

the material and for learning over personal experience”59 in such a way that quite often the 

production of the display can “inhibit, or even preclude emotional and personal responses”60. 

Dudley argues for a shift in this tendency, and a return to the “materiality of the material” by 

placing the artefact back in the centre. Sensory engagement with objects can elicit magical, 

transformative and introspective experiences for museum visitors, as Dudley points out, 

“creative, material-focused, embodied and emotional engagements with objects should be a 

fundamental building block of the museum visitor’s experience.61

A way to enable the interaction between visitors and objects is by opening up the space 

in between them:

If museums keep open the space that lies between artefacts being either carriers of 
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information or objects of detached contemplation, they keep open the possibility 

themselves.62 

4.4.3 Affective experience

In discussing the role of affective experience in meaning making and heritage interpretation 

when direct contact with objects is not possible, Andrea Witcomb recalls her experience of 

encountering a model of Treblinka Camp in the Jewish Holocaust Museum and Research 

Centre in Melbourne. The model was handmade by a survivor of Treblinka who lost his wife 

and daughter in the concentration camp. Witcomb suggests that ‘resonance’

to its highly personal rendition by its maker and to the fact that it is given enough 

space to enact its power to affect people in a visceral, physical way, in combination 

is of and to place it, and the initial affective response to it, within a framework of 

cognitive understanding.63 

To understand further the way affect operates, and the role of the body in mediating an 

affective experience, we may look at Massumi’s investigations of affect and its procedures: 

affect follows, according to Massumi, the logic of intensity, which is “associated with non 

linear processes”64, including “suspense, disruption and temporal sink”65. Intensity operates 

on the bodily level using “brain and skin (as) a resonating vessel”.66

since the early 90s. Rosalind Picard’s book ‘Affective Computing’67  has provided an intellectual 

framework for emotional intelligence in HCI rethinking the role of emotions, their recognition, 

focused around the relationship between computing and emotional intelligence, proposing an 

approach of adapting human emotions and emotional abilities to computers.

Current investigations in material and sense studies focus on the space of engagement between 

people and the material world rather than on the divide between object/subject mind/body. 

As Witcomb explains: “In this space, the senses rather than the word are privileged. Through 

material and sensorial engagement objects can act upon subjects and vice versa, people can 

change and act upon matters”.68 

Furthermore, arguments for sensorial interaction and embodied forms of knowledge in material 

memory help in understanding the role of objects in the “creation of sensory as opposed to 

In narrative forms of memory stories are told about particular people, places and 
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experiences of the past. Memories and objects are thus placed within a temporal 

framework in which the past is clearly differentiated from the present.69 

According to Jill Bennett in her research on sense-memory and trauma, such temporal 

demarcation seems to fade when considering sense memories: “For a survivor of Auschwitz 

a sense memory is the physical imprint of a traumatic experience, casting aside any temporal 

division between past and present”70. Discussing the materiality of these memories, Bennett 

explains how they form an “impervious skin of memory, which can return the victim to 

relive the physical sensation related to the traumatic experience”71. Adding to this notion of 

materiality and the temporal collapse associated with sense-memory, Witcombs notices that 

“in material culture studies, sensorial experiences are increasingly associated with a form of 

memory which also collapses time and which cannot be easily narrated”72. 

Marius Kwint describes sense memory as triggered by sensory engagement with objects and 

associated with involuntary reminiscence, as described by Proust and evoked by a tea-soaked 

madeleine. A characteristic of this involuntary and sense-based form of memory is the intensity 

of a sensory experience as well as the collapse of chronological time. Witcomb comments on 

the power of objects in eliciting sense-memories:

As Kwint makes clear, this means that objects, if associated with narrative memory, 

function as representations by working as tools to aid the process of remembering. 

The agency lies within the storyteller. However, if we look at the role that objects 

play incasing memory through sensory experiences, objects become the agents, 

taking those who encounter them in an involuntary journey through time 73.

4.5 Questions for practices
If, drawing from Massumi, the body is a ‘resonating vessel’ enabling aesthetic knowing of, 

and affective experience with, the world’s objects, how do curatorial design practices take on 

the opportunities opened up by the application of physical computing in networked museum 

environments to facilitate encounter, intimacy and embodied interactions between people and 

through objects, I explore these questions in relation to both analysis of existing practices 

and my own works, looking at how outcomes of existing practices and the driving questions 

contributed to the formation and development of my own creative practices. 

Examining the impact of digital technologies on the art of exhibition, both analysis of existing 

works and my creative research practices are concerned with devising relevant design and 

curatorial strategies that enable engagement through resonance, participation and embodiment. 

Belongings, for instance, focuses on haptic and sonic experiences in museums, looking at the 

interrelation between sound and touch as vehicles of engagement.
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The main concern of the research is the use of digital technologies to negotiate sensory 

engagement with cultural heritage. Mapping correlations and convergences across current 

investigations in cognitive studies, aesthetics, HCI and material cultural reclamation of the role 

of sensory-based knowing and experience in the attainment and production of knowledge, the 

particularly on the issue of what constitutes the nature of a museum experience. Is it primarily 

educational or affective? How does the sensory engagement contribute to mediating that 

as a curator and designer who looks at how digital mediation and spatial practices can enable 

performative interactions with objects, create empathic connections, elicit affective responses 

and the enchantment produced by technology.

In the case of the Museum of Resistance, I explore the relationships between orality and 

materiality, looking in particular at curatorial design strategies applied to the mediation of an 

empathic experience of the Resistance movement’s oral heritage as communicated  by the oral 

testimonies to museum visitors.

In Place-Hampi the focus is on the aesthetic experience of the user/traveller across Hampi’s 

virtual heritage site, and how empathy and engagement can be conveyed through virtual 

dislocation and performative exploration. 

Belongings explores strategies of touching objects and the relationship between sound and 

touch in the design of tangible interfaces mediating histories of migration.

Living Streams draws on the notion of participation, proposing ways of constructing narratives 

with location-aware and augmented reality applications that are democratic and multilayered.
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5.2 Social interactions: Participatory design
The Participatory Museum34
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6 THE MUSEUM OF THE RESISTANCE

By way of an introduction to the museum I cite the initial presentation as it appears on the 

museum’s web page. Historical facts on how the museum came into being, the aims and mission 

of the promoters are detailed together with an account of the testimonies who shared with the 

museum their memories of participating in the Resistance movement. These memories are 

now part of a common heritage.

Background

The Museo della Resistenza originates from a mountain holiday-camp house built in 1984 on 

a private block of land donated to the town of Sarzana. Since early 1950’s to 1971 the house 

hosted thousands of children. Thanks to the volunteer work of citizens and ex-partisans, 

the holiday-camp house has hosted thousands of children from the post war period to the 

summer of 1971. 

Due to the deterioration of the building, in 1994 the ANPI of Sarzana, in agreement with 

the town council, proposed to assign the house to the Museo of Resistance of the provinces 

of Spezia and Massa Carrara, awarded with the golden metal for the Military Value and for 

their contribution to the defence of freedom and democracy.

Numerous public institutions, associations and private citizens collaborated to renovate 

between partisans, German and fascist soldiers took place and that witnessed destructions 

and massacres of unarmed people.

Installation

Since 2000, the opening year, the Museum includes a modern audio-visual installation and 

multimedia supports that allow historical investigation and didactic paths on the topic of 

the Resistance and the construction of Italian democracy. 
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One of the main purposes of this installation consists in offering a new vision of the 

Resistance capable of attracting the interest of a young public. 

Mission and statement

A museum is not a pile of old, dusty memorabilia. Rather, it is a place where historical 

memory is preserved and developed. The memory of Resistance not only belongs to the 

In the intention of the dedicated promoters, Paolino Ranieri and other ex-partisans who 

had a vision for this place, ‘Resistance’ is here conceived in a broadest sense addressing not 

only the armed and political occupation against German and Fascist domination, but also 

massacres.

The museum of Resistance offers a path weaving narratives of the most dramatic, yet 

crucial time for freedom and democracy in Italian history, together with historical images 

movement meet the visitors of the museum, inviting them to interact with stories, 

photographs and videos.

The mission of the museum is to “promote the cultural and historical enrichment of young 

generations”. The projection of the enlarged faces of the testimonies is aimed at emphasising 

their expressivity in order to transmit not only their stories but also their memories. 

The oral testimonies

Memories of the testimonies, often very traumatic and poignant, become alive telling 

for liberation, the bombing, the journeys back home from the concentration camps. All 

these tragic moments of Italian history are brought back to life, not as an historical re-

enactment, but embodied in the life stories of those who were there: partisans, farmers, 

priests, workers, the women, are the tesserae of a complex, and not yet resolved mosaic of 
1

The participants: 

Giuseppe Antonini, born in S.Giuliano Terme (PI) on 11/4/1920, partisan.

Pietro Del Giudice, born in Montignoso (MS) on19/7/1914, partisan.

Carlo Dell’Amico,born in Carrara on 13/6/1927, partisan.

Franco Del Sarto, born in Forno (MS) on 17/2/1925, partisan.

Andreina Durante, born in Fivizzano on 4/10/1922, farmer.

Cesare Godano, born in Spezia on 24/7/1921, partisan

Amelio Guerrieri, born in Vezzano Ligure (SP) on 15/5/1920, partisan.

Orlando Lecchini, born in Arzelato di Pontremoli on 29/5/1918, internee in Italian military hospital in 

Germany 

Soresio Montarese, born in Sarzana on 25/10/1912, worker.

Marco Mori, born in Pontremoli on 7/5/1914, priest.



The Audiovisual Museum of Italian Resistance, 
sketches. Courtesy of Studio Azzurro
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Bianca Paganini, born in Spezia on 1/2/1922, deported in 

Germany.

Alessandra Pavoli, born in Bergiola (MS) on 28/7/1926, farmer.

Paolino Ranieri, born in Sarzana on 5/9/1912, partisan.

Carlo Dell’Amico, born in Carrara on 13/6/1927, partisan.

Anna Maria Vignolini, born in Sarzana on 14/12/1923, 

partisan.

Giovanni Tognarelli, born in Zeri (MS) on 2/12/1930, 

farmer.

Carlo Tareni, born in Merzò (SP) on 24/1/1918, farmer.

Laura Seghettini, born in Pontremoli on 22/1/1922, 

partisan.

Lino Rovetti, born in Cecina di Fivizzano on 10/6/1925, 

partisan.

6.2 Virtual visit: Experience

Resistance in the Introduction of the thesis. To help 

immersing in the place, in the paragraph that follows I 

invite a special guide, the Italian actor and writer Giuseppe 

Cederna, to lead us on another visit. The citation below is 

the museum’s catalogue. Reading Cederna’s narrative, 

We’re almost there. We’ve reached the top of hill. 

In that old chestnut wood, there is a U-shaped 

yellow house. If you close your eyes you can hear 

the voices of the thousands of children who passed 

by this holiday homestead. Then, if you open your 

eyes you can see the beautiful valley of the Magra 

river, the Tirrenian sea at a distance, the mountains 

at the back. In the middle there’s you, holding a key 

in your hands. All you need to do is open the door.

wide room, a long table in middle. Get closer, let 

your hands wander and the memory table will start 

speaking. You are in a movie, inside the screen. 

Follow me inside. (…)
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Before entering the room I didn’t know much about that memory. Now I know. You have to 

immerse yourself within. And listen. (…) Memory is like a short circuit, an electric shock. You 

can measure it, compare it and even weight it. Your heart start beating faster, temperature 

raises, the eyes become watery. Memory is a hill, a mountain cross, a barn where to hide, 

rest and go back to play. Here, I found it, in this house in the middle of a chestnut wood, in 

the stories of Gas, Andrea, Walter, Memo, Lidia, Anna Maria, Bianca… I see them bathing in 

the Calcandola creek, hiding, feeding and looking after their companions, riding a bicycle 

and falling in an ambush. I saw them shooting, I even saw them dying and get up again. I 

heard them shouting ‘long live freedom!’ and I cried.2  

The table is the actual interface enabling the re-enacting of the recounts of the participants 

via interaction with museum visitors. Cederna describes the table as a vehicle of memory, a 

means by which to access the time and space narrated by the oral testimonies. The table also 

embodies, according to Studio Azzurro, the artist group responsible for the curatorial and 

exhibition design of the museum, the very ‘essence’ of the museum itself. This is how the 

artists conceived the idea of the table, upon which the curatorial and design strategies were 

developed.

Around a table decision have been made, on a table knowledge has been written and 

passed on, we come around a table to discuss and remember, we lean on a table to read 

text, view images.3 

The table extending along the length of the room has been conceived as a memory surface or, 

a means enabling memory to resurface into the present. When activated by touch it projects 

back those stories, sounds and images, as if they were ‘stored’ within.

On the table are placed six books. . They have the appearance of open books, but are in fact 

As a visitor intercepts the light source coming from the projection, in a gesture resembling that 

of turning a page of a real book, a narrative is activated on the screen above. Hence, the story 

begins with the faces of the protagonists coming to life and becoming animated. 

I conducted with the artistic director, a designer, and a historian at different points in time 

between 2010 and 2012. The narrative stages a recount of the relevant themes of the conversations 

with the interviewees as if they were engaged in dialogue that took place simultaneously. 

discourse which triggered from my questions. These are concerned with the design process, 

the mission and aims of the museum, the translation of the oral testimonies in spatial and 

narrative forms within the museum space– and the problems inherent in this translation – and 

the role of the visitor in interacting with the past mediated by the touch-based interface. All 
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the interviews posed similar questions in order to gain an understanding of a given topic from 

conversation’ among the interviewees also includes excerpts and quotations that were sourced 

from other published material, such as online interviews, exhibition catalogues, journal articles 

and other publications. 

6.3 Interviews in the form of a narrative

Interviewees: Paolo, Paolo, Paolo and Paolino

in1982 he started a creative practice named Studio Azzurro in Milan. Over the years Studio 

Azzurro explored the poetic and expressive possibilities of new technologies through 

the creation of video-environments, sensitive and interactive exhibition spaces, theatrical 

the exhibition environment, transferring agency to the spectator who takes an active role in 

the narrative development of the work. Studio Azzurro has been open to cross-disciplinary 

collaborations with artists, designers and curators. In 1998 Studio Azzurro was approached 

by Paolino Ranieri, ex-partisan and promoter of the museum, to design a site dedicated to 

Resistance heritage in the Sarzana area.

Prof. Paolo Pezzino: Professor of Contemporary History at the University of Pisa. Pezzino’s 

research interests concern the history of southern Italy, with particular attention on civil 

massacres during WWII. He has been a consultant to a parliamentary investigation on the 

concealment of dossiers concerning crimes perpetrated during the Nazi and Fascist domination 

and occupation of Italy. At the time of his involvement with the Museum of Resistance, Pezzino 

was collaborating with Sarzana City Council on an educational history project focused on 

secondary schools.

Paolo Ranieri: video director and lecturer at the Academy of Fine Arts in Carrara, has been 

involved with Studio Azzurro between 1992 and 2000. His work at Studio Azzurro included 

documentaries on Arturo Schwartz and Joseph Beuys for the Mudima’s collection, ‘Il corpo 

dell’arte’, a documentary on body art in collaboration with Andrea Lissoni. He was involved 

with the artistic direction and production of the Museum of Resistance in Sarzana. Paolo’s 

grandfather Paolino Ranieri, who died on the tenth anniversary of the Museum of Resistance, 

was one of the organizers of the resistance in Lunigiana. In 2000 Paolo founded the creative 

multimedia practice N03, whose range of work include interactive museums such as the 

Museum of Resistance in Turin, temporary exhibitions, documentaries and installations. 

Paolino Ranieri (1920-2010): the heart and drive of the Museum of Resistance. Commander of 



Paolino Ranieri, photograph by the author, July 
2010.
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a small band of partisans in Sarzana, known as ‘Andrea’, 

he was one the organisers of partisan guerriglia in the area 

of Lunigiana and the province of Parma. After the war he 

became mayor of the city of Sarzana for 25 years.

6.3.1 The journey: A site of memory

The experience of reaching the museum’s site, is an 

experience in its own right. Paolo Ranieri describes the site 

as ‘a site of memory’, which has not been chosen by chance. 

The museum, housed in a former partisan camp on the 

mountains, somehow can be thought of as a ‘hyperspace’ 

or a portal to the geography of the Resistance movement 

in the area. 

Discussing the motivation behind the conceiving of 

the museum Paolino Ranieri, promoter of the museum 

and former partisan, explains that one of the reasons 

that persuaded Ranieri and the other promoters was 

the existence of the house. This was a former hostel 

accommodating children from Sarzana and la Spezia 

during their summer camp from 1950 to 1971. Moreover, as 

Ranieri explains, the place where the house is located, was 

of Gothic Line, which formed the line of defence in the last 

stages of WWII separating the retreat of the German forces 

to the North and the advance of the Allied Arms from the 

South. The participants, whose stories we encounter in the 

museum, were the protagonists of this movement, which 

struggled to set the region free from the Nazi and Fascist 

domination. This is how Ranieri recalls the memories that 

are bound to the place:

About 100 metres away from the site, between 

Fosdinovo and Canepari, there is a valley where the 

vegetation is almost impenetrable. In that valley we 

found a refuge to hide our companions who were 

wounded and could not join the rest of the battalion. 

We managed to save them and reunite with the rest 

after the Liberation in April 1945.4



Oral testimony, photographs by the author, July 
2010.
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For over 30 years after the end of the war, Ranieri has

been involved in educational programs with primary and 

secondary schools in Sarzana telling students about his 

experience as a partisan. He was often asked to organize 

students: “See, in that barn we used to sleep. In that house 

we hid from the search in Ponzanello”. Ranieri admits that 

telling young people about his experience has been very 

rewarding because of their response to, and curiosity about, 

his stories. This motivated Ranieri to create the museum in 

order to encourage young people to experience the heritage 

of Resistance by listening to the stories from the accounts 

of those who were there and lived in that time5. 

6.3.2 Mission and Vision 

a tangible sign of the memories of those who had been 

involved in the local Resistance in order to share them with 

the younger generations, became the drive behind the birth 

of the museum. Paolo Ranieri, grandson of Paolino and 

collaborator of Studio Azzurro, recalls how his grandfather 

was deeply impressed reading an article by Umberto Eco 

discussing the role of contemporary museums as lived 

spaces, mixing personal accounts, images and sound. 

Ranieri used to keep a cutout of the article in his pocket 

as a reminder of what he also thought a contemporary 

museum should be. Then, as his grandson explains:

I told him that creating such installations was 

exactly my job. I brought him to visit the Museum 

of Studio Azzurro in Lucca, the Baluardo of San 

Paolino and an exhibition dedicated to Studio 

Azzurro at Palazzo delle Esposizioni in Rome. In 

that moment he realised that a mix between video 

Resistance6.

Paolo Rosa, director of Studio Azzurro, recalls the day 

he met two gentlemen, quite elderly, one of whom was 



A series of photographs by the author showing 
touch-based interactions with the Museum’s 
books, July 2010.
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Paolino Ranieri, to discuss the conceiving of the museum, 

quoting their vision and aims about the project and space.

We want to create a museum on the resistance 

movement in the area of Sarzana. Not a museum 

speaking about our nostalgia – they used this very 

word – a museum full of memorabilia which are 

meaningful only to our private memories. Rather, 

a museum capable of passing on the experience 

of that time to young people, as when we took 

up the Resistance we were young too. Now this 

heritage is considered something old. And yet, this 

memory cannot grow old. It has to be passed on as 

an experience that serves the young generations, 

that constantly renews itself, a museum that uses 

a contemporary language. And this is why we are 

here.7

the idea of how memory could be re-enacted and actualized 

in the museum through the testimonies of the past initiated 

by those who had been involved in the making of the 

Resistance. 

6.3.3 Strategies of engagement

The sessions that follow provide insights into the curators 

and artists’ steering vision of the design and exhibition 

making. Studio Azzurro discusses how their creative 

process was inspired by the use of the table as an interface to 

access a living history. The discussion develops around the 

interrelationship between oral communication and tactile 

interactions. The historian and designers’ perspectives are 

compared to illuminate the way narratives are structured, 

presenting both strengths and problems inherent in the 

curatorial choices and the negotiation with technology. 

6.3.3.1  Orality and touch

The idea of using video portraits, activated by physical 

touch of the book’s page on the table, derived from 

the intention of Studio Azzurro to take a distance from 

a mainstream and disengaged representation of the 

Resistance movement. Interviews with the participants of 
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the Resistance were conceived as ‘portraits’. This  enabled to mediate the emotional aspect of 

personal memories together with the affective dimension of people’s life stories, rather than 

attempting to recreate the historical context by transferring chronicles and facts. As Paolo 

Rosa explains, “For history, if one’s interested, it can be looked up in many books, while the 
7  

The design and curatorial processes proceeded in parallel as two historians Francesca Perini 

and Paolo Pezzino joined the team. The historians contributed to organise the content from 

the interviews and chose 5 main themes, which then became the titles of the books in the 

museums: ‘the farmers’, ‘the massacres’, ‘the deported’, ‘the women’, ‘the partisans’. The 

idea was to show the video portraits one next to the other. This is how Paolo Rosa describes 

the interaction between the books and the video tales, suggesting the idea that this form of 

interaction is intended at engaging visitors and participants in a dialogue.

The function of the table works in a symbolic as well as a practical manner in order to 

protagonist as well as a visual narrative of images projected on the book, which somehow 

works as a background to the story. The logic behind this interaction, was to create a small 

evoked a question on the part of the viewer.

You start a dialogue with a portrait, and that portrait talks back to you. Somehow it catches 

actually talking to you, in answer to your question. This dynamic is crucial, as it brings 

you to a state of attention, of conscious listening, and therefore the experiential dimension 

is passed on.8 

As the artistic director explains the interaction with the books can be resembled to a form of 

of the testimonies. This gestural component  is a very important part of Studio Azzurro works. 

the aesthetic of the artistic group.

relationship, without procedural intermissions, between the intention of the audience and 

the poetic and emotional dimension that we attempt to transfer.9

The Museum of Resistance is quite peculiar case of a museum designed around a table and a 

screen. In this case the container came before the content, as historian Paolo Pezzino explains:

The books and the table were stated as a pre-condition. The idea of the book was part of 
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the curatorial statement. The book is a vehicle to corroborate the oral memories with visual 

material10. 

6.3.3.2  Narrativity 

Utilising the books as a precondition, Studio Azzurro proceeded by sketching a series of 

different scenarios with a potential narrative basis. These were aimed at transferring histories 

in the museum through an oral form of narrativity that was meant to be powerful and 

As the historians joined the team, they began carving out a series of themes upon which Studio 

Azzurro built the content of the books. Using the themes as a starting point, the process of 

inviting and selecting the testimonies began. Paolo Rosa describes this stage as an invitation to 

the testimonies to tell their stories.

Collaboration with the historians was crucial in this phase. Their role was fundamental in 

understanding the narrative structure, the kind of stories to tell, how to tell them, and whom 

to invite. Pezzino notices that this collaboration started once the design process was already at 

an advanced stage, with the medium dictating the interpretation and editing process:

… they called me because they designed the table, the screen, but didn’t know what to put 

inside. We were asked to produce content for the books and screens. Collaboration worked 

very well, but I wonder if it could have worked better collaborating from the very start.11  

The editing process developed in collaboration with the artistic directors of Studio Azzurro, 

once the main themes were established, we started working on ordering the clips. This 

being a post-modern museum, one would think there is no order.12 

Each book has a duration of about 45 minutes, after which it starts over again. This entails that 

rather unlikely for a visitor to watch the whole content of a book. In a sense it could be felt that 

the order is random, but in fact, the narrative is linear and pre-ordered, however fragmented: 

Because of the syncopated narrative, that has to be activated each time by visitors’ 

movement – touching the book, all clips had be autonomous in a way, somehow conclusive 

as a short story in its own right. In some cases we had 6 hour long interviews. The average 

duration of interviews was about 180 minutes. But we had to break it down to clips ranging 

part of the work.13 

Paolo Ranieri also comments on the fragmentation of the narrative structure and highlights 
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in the editing process. On the one hand clips have to be concise, in order to keep the viewer’s 

attention, while on the other hand they have to be comprehensive, always communicating 

a full story. Paolo Rosa suggests that this fragmentation is a strength of the project. It allows 

visitors to freely combine the historical fragments by assembling the different memories and 

perspectives on the same topic from different testimonies in ways that are more personal and 

relevant to one’s own experience.

If on the one hand narrative fragmentation allows freedom and interaction of the visitor 

with the oral tale, on the other hand it can be problematic when attempting to gain a more 

mediating – and mediatising – oral histories in the museum Paolo Rainieri points out that:

If you don’t listen to all the stories you cannot gain a comprehensive view. It is paramount 

museum.14.

role in negotiating Studio Azzurro’s artistic vision along with the need to make the heritage 

communicable. This entailed negotiating dramatic effects, transforming empathic engagement 

with historical interpretation into a communicable experience for the audience:

The vision of Studio Azzurro had a strong take on the artistic side and theatrical 

dramatisation of the work. At a point they imagined a space where voices and stories 

overlapped. In their vision this was a powerful means to evoke memory. Somehow I 

mediated the position of the historians and the participants, insisting on the importance 

of a narrative consistency. However short, the clips had to transfer a story that was linear, 

comprehensive and communicable.15

Pezzino argues that private memories always recall stories that are subjective and partial and 

suggests that this is a powerful and effective method of reconstruction of truths, wherein the 

viewer/istener is an interpreter. Oral history as an approach to reconstruct the past will be 

discuss in further depth at the end of the chapter. Pezzino makes a point here remarking the 

responsibility of the audience/viewer and her role as an interpreter in making and choosing 

her own path of meaning according to interest, emotional state, what s/he sees, listen to, and 

is drawn by.

Commenting on the active role of the viewer in the production of meaning, Rosa explains 

further how this modality of engagement worked very effectively especially with young 

audiences. 
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and motivation when approaching the subject. He relates the potency of engagement to 

the media utilised and its capacity to transfer the poignancy of the personal accounts. “The 

narrative is not about heroic events. Rather, it is the account of everyday experiences of two 

important years in Italian history.16  

Rosa describes the role of the interface in the dynamics of interaction between the visitors and 

the protagonists: 

… tactile perception works here as a means to physically engage the audience, it is equivalent 

to a question. The prevailing modality is oral communication, as words are what matters, 

the geography of facial expressions, and thus all the emotions that come through the face 

runs into you and transfers a certain potency. This causes you to be involved in, almost  

overwhelmed by, the story. There’s a very strong experiential empathy here. .17

6.3.4 Controversial topics and historiographical interpretation

According to Pezzino, empowering visitors as interpreters in the meaning making process, 

does not imply a lack of historiographical interpretation. However it was important as 

historians for Pezzino and Pellini to acknowledge the debate on the problematic heritage of 

the Resistance, which has been ongoing over the last 20 years, and which concerns the anti-

partisan memories and their social responsibilities about the consequences of their actions on 

the civilian population.

Pezzino explains that the way in which they dealt practically with this controversial heritage 

when editing the oral histories was to sequence clips presenting different, and in many cases 

opposite, perspectives on the same topic, one next to the other: 

For instance Paolino Ranieri admits that if he had to consider the consequences and impact 

of their actions on the civilian population he couldn’t have led an armed Resistance the 

way he did. After his testimony, Piero del Giudice, stated exactly the opposite: that the 

main concern of the Appuan patriots, the group of partisans he was involved with, was 

to avoid repercussions on the civilian population, therefore patrolling the territory but 

always keeping away from town and villages.18

This way of constructing narratives enables the historians to negotiate controversial topics 

within the current debate on the Resistance movement inside the museum. Their goal was 

to present visitors with a complex, unresolved and multi-faceted portrait of the Resistance 

movement, avoiding any form of rhetoric and offering different paths of investigation and 

interpretation within this framework.

6.3.4.1 Issues of authorship

Pezzino argues that authorship is shared in an equal manner between the curators, artists, 
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designers and the historians. The former have devised a very empathic and effective formula 

to mediate the stories, while the latter, with their experience and local knowledge, managed to 

engage the right people and, most importantly, ask them the right questions. This collaboration 

Paolo Ranieri also comments on the collaborative aspect of the project, arguing that authorship 

is distributed among all the actors who take part in the research, design and production 

process., thus entails that the work has multiple authors.

6.3.4.2  Decontextualised memory

When discussing the relationship between the visual and oral records, whereby visual records 

projected on the books help to contextualise the oral testimonies of the participants in a more 

visual manner for the audience, different perspectives arise from the interviewees. 

on the screens in a literal sense. Rather, they create a context to the story and thus work as an 

evocative reference of the time, utilizing materials from a series of public archives and make 

them ‘resonate’ with the personal stories of the participants.

Pezzino admits that from a historiographical point of view, this aspect of the work is the 

most problematic, as materials have been sourced from a wide range of different museums, 

archives and collections in Italy and abroad. The images and footage are used to contextualise 

the oral histories with a visual experience, however none of them were local. Pezzino argues 

that this operation can be problematic and shows the tension between the dramatic effect and 

the coherence of the historic narrative. Dramatisation somehow dictated the necessity to give 

the stories a visual context, and therefore the necessity to source visual material outside of 

the local context, for the sake of achieving a more theatrical effect. When oral stories mention 

the massacres, the clips that are diplayed on the books are from SS operations in Russia or 

Yugoslavia. “This was somehow a price to pay to enhance the empathy generated by the 

narrative”.19

notices an interesting interpretive aspect of the work which alludes to the circularity of 

memory between the oral and textual and visual based sources. Somehow we could think of 

the oral testimonies as the agents bringing the archive back to live and reviving the archival 

documents, footages and photographs with the potency of their personal stories. 

6.3.5 Narrative and technical constraints

Discussing other issues related to the mediation of oral histories into a narrative form, Pezzino 

points out that the medium itself imposes narrative limitations on the plot. This prevents the 

inclusion of stories that are too long and complex. The interview with Laura Seghettino, for 

when collecting her testimony and then researched further afterwards, tells of a dramatic 



Archival images projected on books. Photo-
graphs by the author, July 2010.
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partisan group her partner Facio was killed by partisans 

from another group. She was present at the time of the 

murder and forced to serve dinner on that night to the 

assassins at their camp. Afterwards she had to collaborate 

with their group until the end of the war. The legacy of that 

with Laura’s involvement in the Communist party, dealing 

with the people who were responsible for that murder 20.  

Pezzino admits that because of the necessity to keep the 

duration of the video to a maximum duration of one to 

timeframe: 

There are structural limitations due to the type of 

medium. However, the artistic strategies employed 

proved to be successful.21

Devising with the artistic directors the weakness and 

be improved, Paolo Ranieri notices that the sound design 

needed further improvement.  The installation works with 

a six channel surround sound system. When all channels 

are activated, the overlapping of sounds hindrances the 

overall experience 22.  Pezzino also points out that sound 

overlap and reverberation are problematic, especially 

during group visits. When people are trying to activate all 

six books at the same time, this is not supported by the 

sound system.

6.3.6 Affective experience

Rosa discusses the impact of the museum on the participants 

as well as the audience, recalling how conversations with 

their deep emotional involvement: 

Not only did they identify deeply with the 

experience, but also felt that they were protagonists 

of history. Most of all they appreciated the way we 

used the material sensitively, with no redundancy, 

in a sharp manner, yet with a strong emotional 

power” The audience, as we found out from the 

comments and emails we received, walked out 
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from the experience with something meaningful gained. This was something everyone told 

us about. The experience affected deeply from within, neither making concession to the 

spectacle, nor favouring affect more than meaning. It’s a powerful emotional immersion. It 

somehow recreates the mood that induced these people to take up arms and to start a most 
23

 

Pezzino who has organized several group visit with local schools and university in the last ten 

years, admits that every time he goes back he feels emotionally engaged. 

6.4 Themes, values and questions informing future works 

personal and professional point of view. The project initiated a series of works related to the 

same subject, marking a shift in his career. Among these works  are the exhibition based on 

Primo Levi’s ‘A noi fu dato in sorte questo tempo’ at the former concentration camp of Fossoli 

near Carpi, two permanent installations, one at the Musée de la Résistance et de la Déportation 

de l’Isère Maison des Droits de l’Homme in Grenoble entitled Résister Aujourd’hui, and one at 

the Museo Diffuso della Resistenza in Turin. In all Ranieri’s works the active participation of the 

audience is the key to the experience. With different modalities of interactions, the installations 

engage audiences in an active way, enabling them to make choices in their visit as well as 

offering the oportunity to encounter living testimonies in form of video portraits. Ranieri’s 

works utilise interactive features integrated into objects, such as tables, chairs, postcards 

and books to immerse audience in a multisensorial memory-scape. A strong civil and social 

responsibility characterises Ranieri’s approach to curatorial design, which is intended to 

preserve the legacy of his grandfather as he continues his lifelong struggle for justice, freedom, 

equality and civil rights.

Pezzino describes his involvement with the Museum of Resistance as a personal discovery. 

The experience has been critical to the understanding of the mechanisms underlying the ways 

in which narratives are presented to musuem audiences:

My limitation is that I tend to ‘absolutise’ so much of this way of performing history that I 

underestimate the importance of displaying objects and memorabilia, which I believe can 

be easily integrated. The most important factor for the success of these kind of projects is a 

high level of professionalism in order to achieve a great emotional impact combined with 

reference on these subjects, not only locally but also internationally. This, however, requires 

funding and the will of institutions to collaborate on a shared goal.24
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transformation of museum practice produced by digital culture and what they have learnt 

from this experience: 

After this project we’ve started conceiving of museums as artworks, and thus looking at 

similar characteristics with the experience that in art history has been conveyed by frescoes. 

This experience has a strong narrative potency, made up of sequential steps. Our museums 

can be looked as three dimensional and multimedia frescoes made of sequential rooms, 

using a composite range of media, such as projections, real objects, environments and a 

blend of languages that enable interaction with material heritage.25

Moving from the idea of digital technology as being merely instrumental, Rosa looks at the 

language of multimediality as a crossroads where art and museum practice can meet, thereby 

renegotiating innovation and tradition. According to Rosa multimediality introduces an 

important relational and experiential component to museum practice, transforming museums 

from being collections of objects, to narrative museums. As he explains further:

… this is a radical change. The culture of multimediality brings forth a great capacity 

for storytelling. This derives from its roots in cinematography. Multimediality also gives 

voice and representation to oral, gestural and sound cultures, which are hardly found in 

museums.26 

Highlighting the importance of the relational component inherent in multimedia and interactive 

works, Rosa argues that the language of interctive media is not only instrumental in order to 

produce a work that is innovative and technologically advanced. Rather, artists embracing this 

approach contribute to the development of a new aesthetics, whose relational modalities were 

previously unknown in the art realm.

In a recent book L’arte fouri da se’ (‘Art out of itself’) Rosa and Balzola discuss the technological 

transformations of the digital revolution, with its impact on social behaviour and the role of 

the artist: 

Art out of itself, in a positive sense, can function in both a symbolic and practical way as 

an antidote to the pathologies of our post-technological era, shifting the centre of gravity 

as an open process, renegotiating democratisation and the participation of the viewer in 

the making of the artwork.27

Rosa suggests that the author has a responsibility to trigger virtuous behaviours in the 

audience, engaging their sensitivity as an added dimension to the work: 

In regards to thematic and historical museums, unlike museums of contemporary art, the 
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sector we found a potential for the expression of our artistic practice. Thematic museums 

are attentive and concerned with visitors, their behaviours and engagement 28.  

The relationship between orality and multimediality emerged as a foundation upon which 

the approach to curatorial design of the Museum of Resistance was conceived and developed. 

Since the last three decades, narrative theory provided a framework for a critical theory of 

interface design29. While relationships with hypertext and cybertext, are recurring in new 

media theory30 31, relationships between multimediality and orality are not so well explored. In 

Angledool Stories Flick and Goodall32 discuss the challenges and opportunities for the making 

of ‘interactive history’ with an Aboriginal community using interactive multimedia and the 

technical and ethical considerations involved in interpreting, editing and accessing oral history 

for educational purposes. 

In the paragraph that follows I explore further the implication of adopting storytelling as 

the dominant structuring metaphor of curatorial design. Looking at the ways we remember, 

represent and narrate the past, Tonkin argues that interconnections between memory, cognition 

and history are crucial in the ‘shaping of individual selves’ . In storytelling, interaction is 

an integral part in the construction of meaning of the story. Abbe Don explains immersion 

and experience to be the two main characteristics of storytelling. The kind of knowledge as 

mediated by storytelling, she argues, is “an experienced event unfolding in time, rather than 

objects outside of the audience’s experience”34.

In the Museum of Resistance, the engagement of the audience with the narrative environment is 

in the museum, enabling an active dialogue between the testimonies and the visitors.

of oral communication and its capacity of mediating difference and enabling resonance.

We must enter more profoundly into this world of sound as such, the I-thou world where, 

through the mysterious interior resonance which sound best of all provides, persons 

commune with persons, reaching one another’s interiors in a way in which one can never 

reach the interior of an ‘object. (…) Cry which strikes our ear, even the animal cry, is 

consequently a sign of an interior condition, indeed of that special interior focus of pitch 

of being which we call life, an invasion of all the atmosphere which surrounds a being by 

that being’s interior state, and in the case of man, it is an invasion of his own interior self-

consciousness.35

As Ong explains, narrative in oral cultures functions as a way to store, organise, retrieve and 
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communicate much of what is known: “In a writing or print culture, the text physically bonds 

whatever it contains and makes it possible to retrieve any kind of organization of thought as 

a whole. In primary oral cultures, where there is no text, the narrative serves to bond thought 

more massively and permanently than other genres”36. Narratives are the repositories of an 

oral culture’s lore, values, beliefs and history. 

Analysing the cognitive, perceptive and spatial impacts of the transition from oral to written 

culture, Ong argues that “the shift from oral to written speech was essentially a shift from 

sound to visual space”37

is shaping a ‘new aurality’, that is, a modality of communication favouring the oral over the 

the way oral histories are mediated and experienced in the museum challenging notions of 

authorship and transferring agency to the audience/listener as an active participant in the 

dialogue.

In asking ‘What makes oral history different?’ Alessandro Portelli examines the traits of oral 

communication through the characteristics of the narrators, their audiences and the structures 

of their narrations as means to mediate experience, participation, affect and construct meaning 

of the past. Explaining that what differentiates oral histories from other sources is the fact that 

they are narrative sources, Portelli discusses the relationship between personal truth, collective 

knowledge and imagination: 

The boundary between what takes place outside the narrator and what happens inside, 

between what concerns the individual and what concerns the group, may become more 

elusive than in established written genres, so that personal ‘truth’ may coincide with 

shared ‘imagination’.38

Asking, from an historian’s point of view, if we should ‘believe’ oral history, Portelli argues 

that – 

The unique and precious element which oral sources force upon the historian and which no 

other sources possess in equal measure is the speaker’s subjectivity. (…) Subjectivity is as 

much a business of history as are the more visible ‘facts’. The importance of oral testimony 

may lie not in its adherence to fact, but rather in its departure from it, as imagination, 

symbolism and desire emerge. Therefore there are no ‘false’ oral sources. Once we have 

checked their factual credibility with all the established criteria of philological criticism 

oral history consists in the fact that ‘wrong’ statements are still psychologically ‘true’ and 

that truth maybe be equally as important as factually reliable accounts.39 

These considerations provide an interesting insight into the role that oral histories can play 

in mediating difference and thus negotiating the encounter between listeners and narrators 
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within museum based interactions. The time of a story is always in the present tense, therefore 

its power of engaging the audience enables the suppression of spatial and temporal separation, 

which, as Agamben argued, is an essential component of experience.

In the way they negotiate chronological distance, oral sources, according to Portelli, mediate 

a connection with the past in a much closer personal manner. In this way their role in keeping 

memory alive is crucial. The Museum of Resistance has strived to pioneer an approach to the 

mediation of oral testimonies that belongs to a still controversial and unresolved heritage. It 

has pioneered an approach to the engagement of visitors with the museum that is democratic 

and participatory, enabling the creation of their own meanings and narrative paths. However 

the local area whose heritage it is intended to maintain. Its resonance operates through the 

dialogue that the museum is capable of opening up between the present and the past, the 

young and the older generations. Here dialogue is performed in a literal sense and transposed 

in a narrative form which is capable not only of trasnferring stories from the past, but also of 

revealig the changes that have occurred between the time of the stories and our present era, 

just as the narrators telling their stories make sense of their own past and embed it in their 

present, to which we are also a part. 
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7 PLACE-HAMPI

Place-Hampi was originally developed under the Australian Research Council’s Linkage 

Project’s scheme. The project’s initial investigators were Jeffrey Shaw, Dennis Del Favero, Neil 

Brown, Paul Compton, Maurice Pagnucco, Andre Van Schaik, Craig Jin, Peter Weibel, Sarah 

Kenderdine, Tim Hart, John Fritz, Paul Doornbusch and Volker Kuchelmeister.

It then developed as a new media art installation, creating what the authors refer to as an 

“embodied theatre of participation in the drama of Hindu mythology”1 focused on the 

of Vijayanagar in Hampi, Karanataka, southern India. The main feature of the interactive 

installation is described as follows:

The highly original feature of Place-Hampi is its interactive projection system, invented 

by Jeffrey Shaw in 1995, and which uses stereoscopic 3D projection. Its main attraction is 

the motorised platform that lets the viewer rotate in their projected point of view in 360 

degree within its large cylindrical screen and thus explore a multi-media multi-sensory 

presentation of the Hampi’s astounding environment.2

Place-Hampi is an example of what the authors explain is a “cross-cultural design produced 

with global resources”3, a project about a single site which has been installed at different 

venues around the world. [contradiction] Between 2006 and 2010 it has toured extensively 

to Melbourne, Lille, Berlin, Singapore and Shanghai. It is now permanently installed at the 

Applied Laboratory for Interactive Visualization and Embodiment (ALiVE), City University, 

Hong Kong. Discussing the technical features of iCinema, Sarah Kenderdine explains that:

Place-Hampi exploits the technological and expressive features of iCinema’s Advanced 
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7.1 Introduction 



Visualization and Interaction Environment (AVIE). 

AVIE allows full 360-degree stereoscopic projection 

within a 10m. diameter cylindrical screen, 24-channel 

surround sound, and multi-user interaction via a 

high-resolution video tracking system that detects 

and interprets the movements and gestures of the 

audience.4 

Further details regarding the technical infrastructure of 

AVIE I have been outlined in the following quotes, which 

demonstrate how authors have described the technical 

characteristics of iCinema and how it enables interaction 

through gesture and movement:

The AVIE screen is a 10 metres diameter cylinder, 

3.6 metres high. The dimensions provide a vertical 

12 SXGA+ projectors are mounted in pairs so as to 

illuminate the entire cylinder. The system includes 

24 high-quality loud speakers, distributed evenly 

around the top and bottom screen, provide real-

time spatial audio.5

Twelve infra-red cameras, distributed at various 

locations overhead, provide coverage of the entire 

illumination. From this data the systems tracks 

individuals proximity to the screen, distribution 

in space, when people come in to contact with one 

another and estimated head position. Hand gesture 

information can also be tracked.6 

Place-Hampi shows a virtually representative 

boulder-strewn landscape that is populated by a 

constellation of 18 cylinders, each one of which 

being a high-resolution 360-degree stereoscopic 

photographic panorama. Using a motorised 

platform the user can rotate the projected image 

within an immersive 9-meter diameter 360-degree 

Place-Hampi, 3D model. Retrieved from http:// 
icinema.edu.au/projects/place-hampi/
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locations.7

The village of Hampi is located in Northern Karnataka, and is built on the ruins of 

Vijayanagara, the former capital of the Vijayanagara Empire, which existed between the 14th 

and 16th centuries and was one of the most populated cities in the world, with a population 

Vijayanagara Empire, its name translating as ‘city of victory’. Its decay began with the onset 

of armed invasions from the Muslim kingdoms based in the Northern Deccan. In 1565 it was 

conquered by Muslim armies. Henceforth incursions and predations into the city lasted for 

over a century. Despite the end of its history as a capital, the city continued to attract pilgrims 

from all over India given the many sites, temples, caves, hills and ponds in the region,and 

which are believed to be sacred.

7.2 My experience
I visited Place-Hampi Immigration Museum in Melbourne in 2009. Only 

a few months beforehand I had returned from a trip to India, during which I visited Hampi 

among other world heritage sites in Karnataka.

Place-Hampi I remember the striking resemblance with the 

real site, the feeling of being back there, walking on the same pathways, looking at the same 

recognising the vestiges of the temples through which I used to wander, accompanied by local 

monkeys as guides. I was mesmerised by such a hyper-realistic rendition of my experience 

there, which I could not imagine it was possible to replicate thousands of miles away in 

Melbourne, in a museum. My attention was captured by the three dimensional landscape, not 

only surrounding me, but also opening up and widening in consonance with my movement 

in that space. Entering different scenes and zooming in and out of the frame with a controller, 

I had the feeling I could explore the place from within, entering the textures and details of the 

geography and the terrain, and the materiality of the architecture. I soon began to realise that 

such a self-guided exploratory experience was not only about walking through a hyper real 

virtual rendition of the Hampi site, but also about discovering curious characters and events 

hidden in the landscape. Behind a rock there was a Hindu god performing a traditional dance, 

discover more of the events animating the landscape. The aesthetics of computer-generated 

imagery was somehow contrasted with the photorealistic appearance of the site, an evident 

superimposition. However that didn’t prevent me from engaging with the place and the stories 

it held for me to discover.

I remember navigation was not always as smooth as I wished, especially coming in and out 

of the scenes presented in the form of cylindrical rooms arranged on the landscape. I found 
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landscape, lacking physical references and with no clues 

of where to go or what to search for. This, I believe, was 

part of the experience, as my familiarity and encounter 

by creating my own set of reference points to guide my 

the way. Getting lost in Place-Hampi has been a memorable 

experience, reinforcing the real experience at the Hampi-

site, with new memories, images, more vivid details. It 

also mediated a sense of respect and the sacredness of 

the site by enabling a purposeless wandering and the 

contemplation of a silent landscape, populated only by 

songs and dances, birds and natural ambient sounds 

without other distraction. Such a contemplative experience 

one of the most popular tourist destinations in India. The 

archaeological park attracts thousands of visitors every 

day, all year round. Therefore it was quite magical for me 

to live that experience again, but this time in the silent, 

contemplative atmosphere of the iCinema, where I was 

the only visitor. I wondered what my experience would 

have been like if hadn’t visited Hampi before Place-Hampi. 

Would it have created expectations of the Hampi site that a 

I had the opportunity to experience the same installation for 

the second time at ALiVE Laboratory in Hong Kong three 

years later. Building on my previous experience, this time 

I was interested in understanding more about the design 

strategies applied, how engagement was produced and the 

range of possibilities available for the user to choose from. 

I remember feeling a simultaneous sense of immersion 

and dislocation, a moving feeling of being there, as in my 

place, as if I were new to it. This second time the sense 

of hyper-realistic immersion was even stronger, mediated 

by my increased attention to details, my curiosity and 

deeper awareness of the possibility of my interaction with 

the environment. I remember having an almost tactile 

Place-Hampi, Navigation through the stereo-
scopic panorama, retrieved from http://icinema.
edu.au/projects/place-hampi/
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appreciation of walking and sensing the physical terrain, without touching it. I appreciated 

the animations, which were vivid and moving. I felt a mix of displacement, alienation and 

sense of belonging. 

As I was investigating how narratives were developed I appreciated particularly the possibility 

to choose different scenes or the cylinder-shaped rooms to explore. I interpreted this as a way 

to negotiate the impossibility of a comprehensive view of Hampi. This involved not only the 

physical landscape, which is in itself vast and dotted with temples and shrines laid out on an 

translate to Western audiences. I believed this was a way to negotiate my curiosity and desire to 

know the place and its culture given the impossibility of a comprehensive understanding and 

insider perspective on the place and its heritage, recognizing my distance and estrangement 

to both place and culture. The idea of entering a ‘world’ that somehow mediated a perspective 

of Hampi’s universe, was to me a very powerful way to negotiate an experience of place and 

culture and which was facilitated by the possibility to initiate a self-guided journey and at the 

same time being aware of the limits and partiality of that perspective. 

 

7.3 Discourses
In the paragraphs that follow I present the strategies employed within the interpretive and 

design stages of the project, as discussed by the authors in several papers published throughout 

the seven year development process of Place-Hampi

evaluation studies carried out by the authors and other scholars. These are interwoven with 

with the work. The main investigators and scholars involved in the project, both its design, 

productions and evaluation stages, are presented as follows:

Dr. Sarah Kenderdine researches interactive and immersive experiences for museums and 

galleries. With a background in maritime archaeology, she is a pioneer in panoramic and 

stereoscopic display systems and content creation. Her current focus is on visual analytics for 

large-scale heterogeneous cultural datasets as well as new modalities for the interpretation 

of tangible and intangible heritage. Kenderdine is a Professor and Director of the Research 

Centre for Innovation in Galleries, Libraries, Archives and Museum (iGLAM) and Director of 

Research at the Applied Laboratory for Interactive Visualization and Embodiment (ALiVE), 

City University, Hong Kong.

the performance, expanded cinema and installation paradigms of the 1960s to its present 

widely exhibited and critically acclaimed work, he has pioneered the creative use of digital 
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environments, navigable cinematic systems and interactive narrative.

From 1991 to 2003 he was director of the Institute for Visual Media at the ZKM Center for Art 

and Media Karlsruhe, Germany. Since 2003 he has been founding co-director of the Center 

of Interactive Cinema Research (iCinema) at the University of New South Wales, Sydney, 

Australia. In 2009 Shaw joined City University in Hong Kong as Professor of Media Art and 

Dean of the School of Creative Media (SCM).8 

In the discussion that follows I explore how questions of embodiment, co-presence, 

performativity and cross-cultural interpretation informed the research approach and 

contributed to develop a new aesthetics integrating both theoretical and practical aspects of 

research in virtual heritage.

7.3.1 Embodiment

Embodiment, for Shaw and Kenderdine, is the foundation of interaction between the user 

and the system and ‘a participatory activity’9 . Explaining his fascination with new media, 

Jeffrey Shaw discusses how the notions of embodiment and interactivity are fundamental to 

an understanding of the relationship between the participant and the authored art experience: 

“Embodiment, is a viewer’s full body experience offered by media art. Interactivity is the way 

in which the work itself is open for the viewer manipulation and exploration”.10 

Embodiment and interactivity are foundations of the conceptual framework of Place-Hampi 

and constitute what Sarah Kenderdine argues are the necessary prerequisites for building 

‘presence’ and ‘place’ in virtual heritage landscapes.

7.3.2 Interaction: immersion, engagement, co-presence and movement

The authors describe the installation as a “kinaesthetic embodied theatre of experience”11 

accommodating up to 25 people at a time, and who freely move across the space. They attribute 

its success to the use of stereoscopy and circular movement of the projected images which 

forces viewers to walk around in the installation space. In discussing the relationship between 

movement and perception of depth or three dimensionality, the authors refer to James Gibson’s 

explain, “the brain reads to give us a perception of three dimensions. If we move around, we 
12

According to the authors, the base for viewers’ engagement with Hampi’s virtual world consists 

of a combination of the stereoscopic rendering of Hampi’s landscape with the movement of 

perceptual and kinaesthetic realism.

The perceptual continuity between real and virtual spaces, which gives the audience 

the impression that they are physically present at Vijayanagara is achieved, according to 

Kenderdine, by co-joining ambisonic sound recordings on site with the exact location and time 
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of each stereoscopic panoramic photograph. The visual 

and aural landscape is then augmented by the animations 

of the Hindu Gods and music compositions from classical 

Carnatic repertoires.

Evaluation studies showed that immersion in Place-

Hampi (henceforth PH) “draws participants into a somatic 

engagement with the virtual in a way that is largely 

unprecedented in museum-based multimedia”.13

The design of the immersive architecture demands that 

people move around in the space in a continuous process 

of re-orienting themselves in relation to their position and 

the changing augmented virtual landscapes: 

As the user controls and navigates the space, the 

dynamic interactive rendering system delivers 

an immersive sonic experience that is intimately 

connected with the visually panoramic and 

augmented space. 

The conjunction of these singular audiovisual and 

interactive strategies of representation articulates 

an unprecedented level of viewer co-presence 

in the narrative exploration of a virtual cultural 

landscape.14

From early initial experiments with Corpocinema in the late 

‘60s and early ‘70s, Shaw has worked extensively with 

panoramic presentation in an unconventional manner 

showing the potential of a complete 360 degree image. The 

paradigm of works such as PH is a “mobile viewing window, 

a kind of porthole that only partially reveals the total 

image”.15  According to Shaw, this is a powerful strategy of 

embodiment enabling the viewer to interactively move the 

projection window around in the panoramic space, thus 

gradually “accumulating a visual memory of the entire 
16. Embodiment develops through 

a “slowly accumulated internalized experience” of the 

work which is gradually revealed to the viewer. Moving 

on a platform and across the room, users and spectators 

embark on a journey whose space-time coordinates are re-

constructed and re-negotiated each time . 
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Typically, losing the awareness of one’s own position in relation to the surroundings is 

considered a characteristic of successfully operating immersive environments. PH not only 

works as an immersive experience but also as a social one. In examining the social aspect 

of the interaction between visitors mediated by the work, evaluation studies reported that 

the majority of respondents agreed that interacting with PH was a social experience that 

they enjoyed sharing with other people. This social interaction led to a co-experience which 

developed as visitors collaborated and shared their knowledge on how to interact in the 

multimedia environment. According to the authors, the proximity of audience members 

within the room and “the continual movement of the audience in accordance with the rotation 

of the platform predicate an explicit awareness of dwelling together in the space”17 

Co-experience and co-presence are found to be key components of the physical and social 

interaction with PH.: “This mutuality constituted an opportunity to collaboratively journeying 

in Place-Hampi and the cognitive challenges of inhabiting the virtual and real worlds 

simultaneously”.18 .

7.3.3 Entanglement

The importance of sensory-based and phenomenological engagement with the world is seen 

by Kenderdine as a fundamental component of the experience of virtual heritage. Situating 

the body at the forefront of research in virtual heritage challenges dominant modes of 

representation and narrative construction, as Kenderdine argues: 

If in fact embodiment is the experience of the world through all the senses of the body, then 

narrative strategies privileging one sense over the other, or emphasising certain aspects 

over others, prove to be unequal to the task of embodied representation. Embodiment 

explodes narrative and other traditional modes of representation.19 

Renegotiating the dualistic opposition between subject and object, representation and the 

represented, Kenderdine suggests that in this approach to virtual heritage, people and things are 

entangled. Supporting this concept of entanglement between people/viewers, the materiality 

of the landscape and the machine agents interpreting the drama of Hindu mythology, PHdraws 

on current research on the convergence between interpretive approaches in archaeology and 

this correlation and further explains post-processual archaeology as an alternative approach 

enabling the study of representation with a kinaesthetic-based enquiry: 

In her Handbook of Material Culture, Linda Young argues that ‘the somatic confronts textuality 

and visuality as our culture’s dominant modes of understanding material culture, and 

suggest that the embodied subject and its multiple, concomitants ways of sensing, feeling, 

knowing, performing, experiencing, offer dynamic routes to different perceptions of the 

human relation to the material’. The potential of a kinaesthetic approach, for Christopher 
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Tilley, practitioner of archaeology, ‘stresses the role of the carnal human body’ enabling 
20 

PH offered a context in which to further explore a kinesthetic approach to archaeology. This, 

according to Kenderdine, afforded new opportunities for both landscape and archaeological 

studies to integrate the understanding of the dynamics of the body in motion in both real 

and digital spaces. Mediation is considered by Kenderdine and other scholars discussing 

archaeological engagement with place, as a modality conveying the multiplicity of material 

presence: “Critically, mediation calls attention to the co-action of what are conventionally 

split apart – subject and object – in accounts of representation”21. Mediation, in archaeology, 

occurs across a series of transformations between material presence and media. Mediation 

also allows one to contemplate ways of transforming aspects of the material past while at the 

same time bringing forth something of the locality, multiplicity and materiality left behind 

with conventional processes of documentation and inscription. As Christopher Witmore 

argues, that “Mediation is a process that allows us to attain richer and fuller translations of 

polysemous”.22

7.3.4 Performativity

Interaction with PH develops what the authors refer to as a ‘trichotomy’, that is a three-way 

relationship between system, user and spectator. Drawing on performative studies the authors 

describe the dynamics occurring in the interaction with PH as a dramaturgy, in which users 

are ‘inter-actors’ and their interaction with the system becomes a ‘performance’:

PH design relates not only to support the direct relationship between the user and system 

but also the resulting performance with its spectatorial scrutiny. This interchange, between 

attribute.23

Acting in the virtual immersive theatre of PH is described by the authors as a participatory 

experience contrasting classic static cinematic experiences. Performance theorist Gay McAuley 

In the theatre, due to the live presence of both spectators and performers, the energy 

circulates from performer to spectator and back again, from spectator to performer and 

energy between both groups.24

Peter Dalsgaard and Lone Koefoed-Hansen describe in more detail the dynamic between 

actors and spectators:
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It is the ways in which the user perceives and experiences the act of interacting with the 

as a whole... it is precisely this awareness of the (potentiality of a) spectator that transforms 

the user into a performer.25 

PH stages a complex, multi-participatory dynamic where the user is simultaneously “the 

operator of the system, the performer of the system and the spectator”26. The fact that users are 

aware of this dynamic and of each other’s presence creates, according to the authors, a tension 

between performance and immersion: 

The tension that occurs is between the spectators watching the user and the users’ awareness 

of being the centre of the spectators gaze. The user not only acts in relation to the system 

but also is propelled by the knowledge that her perception of the system is a performance 

for others.27

An interplay between perceiving and performing constitutes the foundation of the form and 

expression of PH In this interplay on the one hand users/actors perform in the interaction with 

the system and perceive themselves in relation to the system, their surroundings and other 

users. On the other hand, the spectator “invests in the user as a surrogate self, demanding a 

‘correct’ performance of the system that brings forth the performance”28.There is a constant 

interplay between watching and being watched, between performance and spectatorship, 

which the majority of respondents are aware of, but do not seem to be affected by their 

interaction with P.H., as reported by evaluation studies addressing this tension.

7.3.5 Co-evolutionary narrativity

“Presence is”, according to Kenderdine, an “established body of inquiry fundamental to the 

way in which PH is constructed”29. Presence is enabled in immersive environments when the 

behaviours of participants and virtual characters can co-evolve by making reference to each 

others actions. PH endeavours to facilitate these dynamics between actors/viewers and virtual 

characters representing Hindu gods and animated mythological events. Kenderdine explains 

how this entanglement is a condition for creating a narrative that co-evolves as participants 

and the system’s intelligence make sense of each other’s actions: 

In PH a translation of the spatial potential is enacted whereby participants are able to 

transform the myths of place into the drama of a co-evolving narrative by their actions 

within the virtual landscape. (…) The participants operate as protagonists as their presence 

allows events to unfold in ways that are sensitive to their actions, and their responses, in 

mythological characters and devotional site is integrated into the system design.30 .
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In PH the heritage object is treated as “as an evolving experience in which the story told is 

not pre-rehearsed but emerging as an interactive dialogue between viewers and agents”31. 

Referring to Manuel De Landa and Gilles Deleuze’s speculations on cinematic narrativity, 

Kenderdine explains that narrative is “a process that interweaves viewers and cinematic 

images in the production of new multi-layered events that simultaneously incorporate the 

past and present”32.

PH enables encounters between viewers and virtual characters in an ‘equalising way’, wherein 

machine agents have autonomy. This, according to Kenderdine, transforms “the encounter 

in an exciting and unpredictable drama in which events are co-produced by machine and 

human”33..

As an example of co-evolutionary narrative, Kenderdine describes how the encounter and 

interaction with a tribe of synthetic monkeys is staged and how agency is transferred to the 

monkey characters, whose actions are co-joined with the behaviour of the users.

In many interpretations of the Ramayana, Hampi is considered Kishkinda – the kingdom 

of the monkeys. The mythological inhabitants have counterparts in the real world and 

at Hampi today the monkeys are prevalent revered by the faithful, but often delinquent 

in their behaviour towards permanent inhabitants and tourists. In the research Place-

Hampi Demonstrator Two incorporates a tribe of synthetic CG monkeys who operate as 

autonomous agents within one of the stereo panoramic scenes shot at Hampi (Hemakuta 

Hill). Their behaviour have a co-evolutionary relationship to that of the behaviours of 

the real visitors within AVIE. Machine agents act and observe the consequences of their 

actions in the real world and then formulate new actions according to certain goals that 

have been imprinted in their identities. (…) In Place-Hampi for example, a mother monkey 

may prioritise the protection of her young, and will take appropriate action to protect 

her territory from the proximity of humans. Others will be given various drives towards 

socialisation with the human visitors, e.g., hunger for food, interest in bodily antics, or 

merely curiosity.34 .

According to Kenderdine, the concept of digital narratives applied in new media remain 

predominantly uni-modal, lacking the mediation of “the complex multi-dimensional quality of 

digital and cultural processes”35. In PH the interchange between human and machine entities 

enables the generation of narratives that are multi-dimensional.

7.3.6 Aesthetic resonance

The way in which interpretive and design strategies renegotiate the engagement of viewers 

tradition of Hampi as an active pilgrim site – and the way interactions unfold between pilgrims 
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and site – as well as traditional Hindu concepts of ‘seeing 

and being seen’.

As Kenderdine explains Hampi is today an active 

pilgrimage site. Pilgrims believe that physical objects, as 

well as features of the landscape and the architecture are 

infused with the presence and power of particular deities. 

Furthermore, Hindu religious practices acknowledge 

the importance of the concept of darshan, that is the 

simultaneous act of ‘seeing and being seen’ by a deity, 

which is a transformative and powerful act. In sacred 

pilgrimage sites such as Hampi interchanges unfold 

seamlessly between mythological deities, pilgrims, sacred 

objects and the features of the landscape. 

PH embeds and mediates a cultural knowledge that is 

consistent with the Hindu aesthetics and cultural tradition 

found in Hindu religious iconography, known as ‘magical 

realism’. The concept underpinning this aesthetics is the 

enabling of a somatic relationship with images in order 

rendition of computer graphic characters enacting gods 

and goddesses from Hindu mythology in PH, Kenderdine 

reminds us that:

These animations were modeled in the popular 

region. (…) The panoramic cylinders are positioned 

in a terrain whose ground is marked with an iconic 

drawing of the simian god Hanuman. (…) The 

monitor screen that is part of the user interface 

shows an aerial view of this virtual environment 

centred on the viewer position in relation to the 

‘ground plan’ of Hanuman’s body.36 .

In the Indian magical realist aesthetics, images play a crucial 

role in the mediation of presence and engagement with the 

deities, as explained by the research of the anthropologists 

Roy Wagner and Marilyn Strathern Pinney. Referring to the 

concept of ‘corpothetics’ as opposed to a disembodied and 

de-contextualised representation of the Indian imagery, in 
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the making of PH Kenderdine explains how Wagner’s and Pinney’s work –

… supports the argument that certain (Hindu traditional) cultural practices treat images 

as compressed performances and that the culturally determined experience of an image 

affects both its power and meaning. Pinney extrapolates this cultural response to imagery 

to the Indian context using the concept of darshan and argues for the notion of ‘corpothetics’ 

– as embodied, corporeal aesthetics – as opposed to disassociated representation37 T

Endowing images with a moral gravity is the basis, as Pinney explains, of the so-called Indian 

magical realism, a term coined by German art critic Franz Roh in 1920. Hindu worship, 

therefore, implies a bodily relationship with images of devotion:

In these images the beholder is a worshipper, drinking in the eyes of the deity that gazes 

directly back at him. (…) The relevant questions then becomes not how images ‘look’, but 

what they can do38 

It is with these understanding that P.H. has been approached utilising technologies of 

immersion (the sensorium) to become an embodying mechanism, of cultural space. The 

the imagery of a cultural landscape activate the knowledge contained there. In addition, 

P.H. seeks to recognise the authority of both the origin and the representational scheme, 

and thereby to provide an environment where the sensorial is active to respond to the 

representational scheme the images emerge from.39 .

7.3.7 Cross-cultural mediation

design, as the authors point out:

… virtual heritage applications, if they are to be culturally relevant, must anticipate the 

impact, of the visual and immersive strategy employed in the system design, on diverse 

cultural audiences. PH investigates experiences of encounter – as tangible knowledge that 

has implications for immersive heritage visualisations for these diverse cultural audiences.40

… a large interdisciplinary team of professionals including south Indian art historical 

and archaeological scholars, Indian classical Carnatic composers and Indian artists and 

animators, classical Indian dancers, computer engineers, and museum and media arts 
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specialists, contributed to PH. The diversity of the team ensured a sympathetic ‘reading’ of 

place in iconographic, historical and contemporary cultural terms.41 .

In addition the potential international and multicultural audience of PH has been, according to 

the authors, a design target from the project’s early stage of conception. A task for the design 

international visitors”42. Strategies to integrate the installation within the different museum 

contexts were also considered as part of the user experience: “At the locations where PH was 

installed, the work became part of different narratives inside different museum spaces and 

exhibitions with different focus”43.

At the Museum of Immigration in Melbourne, for instance, additional integrative material 

was made available for visitors, offering interactive maps and locations with descriptive 

archival images from over 30 years of archaeological research in Hampi.

The evaluation study at the Museum of Immigration targeted a wide range of culturally 

diverse communities among the museum’s different visitors. The study aimed to understand 

how different communities made sense and constructed the meaning of their experience 

knowledge, sexuality, disability, age, socio-economic factors and visiting practices:

‘Making meaning, understanding (and more in general learning), inclusion’ [check quote 

marks] are the three main steps of the visitors experience and form the base of the projects’ 

research questions. Observing visitors and interviewing them after their visit, the authors 

examine the narratives produced pose questions on what visitors have learnt from the 

experience.44 

Findings reported that the experience of PH has resulted in the engagement and inclusion of 

visitors of different ages, literacy, abilities and belonging to different interpretive communities: 

“It was also a learning experience for the institution, dealing with this new technology”45.

Examining the qualities of multicultural experiences in immersive environments, the 

empowerment, social regeneration, tolerance, challenging of stereotypes, inclusivity”46 as 

lenses to read the narratives produced by visitors’ responses.

“Can I stay all day” and “I’m proud of it” are two stories from two visitors’ experience showing 

different responses to interpretation, learning and inclusion.  Visitor 1 found it to be an excellent 

learning tool for culture transmission:

The experience was inclusive for Visitor 2, an Indian Australian Hindu man, as he had 

the opportunity of seeing his knowledge recognised. This was a very positive experience. 

As an Indian, he found a tool for cultural transmission and he came several times with 
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children and other Indian friends. The engagement was profound, he said, it made him feel 

very proud47.

Both visitors were willing to go back to India and visit Hampi after the exhibition.

Issues related to ‘inclusivity’ were also examined in relation to computer literacy. In this regard, 

the authors noticed that … “visitors often collaborated with each other and negotiated what 

panoramas to explore. This behaviour was observed in families and groups of friends but also 
48 

on the challenges faced by contemporary museums in the exhibition of different cultural 

identities and which become places of multicultural education and dialogue. In a global 

context, curators, designers and museum makers are facing increasing demands to engage 

with growing numbers of international visitors as well as, at the same time, the need to re-

contextualise temporary and travelling exhibitions for local audiences. Referring to Arjum 

Appadurai’s investigations in transcultural studies, the authors suggest that the reciprocity 

between the global and the local can breed new directions in the “production of locality”49 and 

detail effective examples of museums adopting approaches to inclusivity and intercultural 

mediation. 

An example of this are the new interpretive trails exploring the museum’s collection developed 

at the Victoria and Albert Museum during the From the margins to the core conference in 2010. 

Guided tours by local residents and artists were offered to visitors as alternative entry points 

chose objects on display to tell stories about her own experience ranging from Rwanda to 

the UK. Other museums, as the authors remind us, chose to intervene on the redesign of 

an exhibition’s space in order to enable more inclusive and intercultural encounters. The 

Ashmolean Museum in Oxford, for instance, recently engaged with a re-display of its collection 

emphasising existing connections between cultures. 

In virtual heritage applications such as PH, co-presence is, according to the authors, a powerful 

means of keeping heritage alive. In this regard, researchers are developing new strategies for 

the 

… rendering of cultural content and heritage landscapes, demonstrating the importance of 

presence and co-presence with the past, as theatres of embodied experience from a cultural 

imaginary located here and now.50 

These experiences support the notion of landscape as being ‘alive’, and constantly brought 
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back to life by new encounters and interchanges. 

that ‘newness’ plays in renegotiating the encounter between present and past:

The borderline work of culture demands an encounter with ‘newness’ that is not part of 

the continuum of the past and person. It creates a sense of the new as an insurgent act of 

cultural translation. Such art does not merely recall the past as social cause or aesthetic 

and interrupts the performance of the present.51 

intersection between digital cultural heritage practice and interactive art, such as PH, Tim 

Barker argues that this media form is marked by process. According to Barker, the revolutionary 

aspects of the processual aesthetics of interactive media is to 

… think in terms of aesthetic events rather than aesthetic objects and, in order to do this, we must 

move away from a tradition of aesthetics that positions the human subject and her conscious mind at 

the centre of experience. We instead need to move toward an aesthetic philosophy of the event.52 [ref]

In his examination of Shaw’s works, a central part of Barker’s argument is that user and 

machine initiate occasions through one another. Jeffrey Shaw refers to the aesthetics of new 

media as a ‘recombinatory aesthetics’ which renegotiates interrelationships between user/

machine and the artist:

First one makes a choice by addressing the metadata; this choice then is interpreted by those 

algorithms that in turn generates various combinatory outputs. In the process there are many chance 

elements where the computer is a protagonist of the narrative of reconstruction of these materials.53

I am fascinated by these interrelationships and unexpected outcomes that are both rewarding and 

aesthetically satisfying. I am reminded of Francis Bacon who threw paint at his canvases to get 

out of a procedural bind. When working with computing machines one has this happening all the 

time because the operations of the machine trigger new paths of thought, of action. The new media 

technologies, despite their virtuosity, do impose severe constraints, and the artistry is to take these 

constraints and convert them into an aesthetic advantage.54 

The ‘recombinatory’ and ‘processual’ aesthetics of interactive media poses new challenges 

and at the same time opens up new possibilities for the design of interfaces that enable the 

interpretation of tangible and intangible cultural knowledge through embodied experiences 

that are self-directed by users. Carrying out this approach based on user-driven navigation 

and interaction with virtual heritage, a series of interfaces have been developed at ALiVE 
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combining visual analytics, information aesthetics and HCI strategies to enable semantic 

navigation of large multimedia databases. 

T-Visionarium and ECLOUD offer an immersive interactive experience of, respectively, TV data 

of over 24,000 video clips segmented from 28 hours of broadcast television and of cultural data 

from the crowd sourced World War 1 archives of Europeana – a multilingual online collection 

of millions of digitised items from European museums, libraries, archives and multi-media 

collections. 

These interfaces expand possibilities for viewers of dynamically selecting, re-arranging and 

linking video clips, images and texts, composing them into combinations based on relations 

provided by the metadata. Viewers perform as composers, editors and interpreters interacting 

with a new spatial connectivity that renegotiates aesthetics, physical and semantic dimensions. 

Other landscape-based interfaces such as Pure Land, immerses visitors in the heritage of grotto 

paintings of the Caves of the Thousand Buddhas in Dunhaung, a small town in northwest China 

in the Gobi desert. Signature features of these works are stereoscopic projection, panoramic 

visual and auditory immersion and user-driven interaction with one to one scale virtual 

facsimiles of cultural objects. 

authors propose that interactive immersion is not only a means of improving access to world 

heritage sites – as in the case of the Buddha Caves for instance – while heritage policies 

preservation, but it is also a way to improve inclusivity for audiences drawn from diverse 

cultural backgrounds, expertise and knowledge. Borrowing the concept of ‘open work’ from 

Umberto Eco’s essay ‘Opera Aperta’55, the authors suggest that such projects are both context-

cultural interpretations.

Challenging common museum practices of utilising interactives for single users, the authors 

persuasively argue for museums to adopt such systems in their exhibitions in order to 

renegotiate performative, educational and social qualities of the visitors’ experience:

from a phenomenological perspective.56 

They also encourage the rethinking of exhibitions as performative and social activities, where 

learning about and encountering other cultures develops through place-based and social 

interactions. 
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9 LIVING STREAMS
Digital mediation and social engagement with place, communities and the 
the intangible heritage of the Georges River
This case study explores the relationship between place, technology and culture renegotiated 

by ubiquitous computing and mobile technologies in one of the richest and most complex

Funded by the Western Sydney Regional Organisation of Councils in 2011 under the ‘Water

Council, the project aims to raise awareness about water as an environmental resource and

participatory authoring of public space that are to made available by mobile and ambient

practices of collaborative mapping and sharing of place-based knowledge that are intrinsic to

to interface geographical and data space, archived knowledge, personal stories and creative

productions with new experiential approaches to negotiate the place-making of the river and

9.1 Introduction
The project develops a series of creative workshops run by artists and creative producers 

digital information, such as audio, photographs, video and texts, in addition to real world

Living Streams
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Mock-up image by the author, showing an Augmented Reality application of Liverpool’s Weir. Source photographs from Liverpool Heritage Library, by the author. 



 LIVING STREAMS

170

Living Streams  interface enables a spontaneous retrieving of context-

ride on the river with a smartphone, they can experience stories, music, sound and artworks 

The name Living Streams

addition to illustrating information and data as vital resources linking place and communities 

landscape, water and built environment as well as languages, cultures, customs, artistic 

9.1.1 Questions of locality

The project evolved from my previous research on mapping and locative media which 

renegotiating the way we make and use maps as ways of knowing, interpreting and connecting 
1  and

Engaging in a participatory mapping and co-authoring of the diversity and plurality of the 

9.1.2 The Georges River

150 languages spoken in the local area the themes of environment, settlement, dispossession, 

am interested in exploring how this dialectic can inform and shape the design of location-

Living Streams explores the 

potential of participative and location-aware technologies to foster new social relationships, 

technologies 
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space and place-bound identities

Living Streams aims at inspiring local communities, artists, and interested members of 

9.1.3 Locative media and beyond

emerged in the late 1950s, as well as from the land-art experiments that followed in the 60s 

 Walkscapes Francesco Careri traces the history of walking as a thread running 

throughout human civilisation2

From the same theoretical background stems the wave of artistic media practices that 

welcomed by critical theorists, electronic artists and the media community as the ‘next big 

that engaged the creative, theoretical and aesthetic possibilities opened up by positioning, 

Global Positioning System, locative media deployed portable, location-aware applications that 

becomes a canvas to be inscribed with personal narratives, desires and memories, offering 

communities the opportunity to co-author their environment, map their own space and share 

subjective experiences and local information”3

simplistic approach and narrow understanding of location, together with a lack of engagement 



You Are Here. 

Where are you? 

You Are Here Now.
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criticises locative media for its social disengagement:

…locative media only is of use for those people 

who already are aware of their location, who know 

is the gadget nobody needs, as it only grants more 

privileges to privileged places, causing forgotten 

society where the locations are subject to an attention 

media, disguised as a new, hip, mobile must-have, 

it leads us to realize that it is a highly hegemonic 

instrument of power like any other cartographic 
4

Living Streams investigates 

the possibilities that are intrinsic and unique to mobile and 

the next big thing for locative media and how we imagine 

the networked city beyond locative media, the project 

new approaches to engage with broader and more subtle 

nuances of urban, exurban and rural environments”5

Living Streams  takes on this stance by proposing an approach 

to locative media that deploys digital environments, 

mapping and learning tools, as well as enables encounters 

and possibilities for communities to critically and actively 

engage with their locale and its material and intangible 

9.1.4 Creative applications of Augmented Reality

our location is important, mostly because it is no longer 



MoMA Augmented Reality

Stefano Arienti, ‘I Telepati’
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as the devices we carry leave traces of our movements, 

tracking is, on the one hand, the trading of location-aware 

the other hand, this affords the opportunity to customise 

services and content based on our location, and to retrieve 

projects engaging participants in collaborative place-based 

Untitled (Mechanics of Place)’, by the artist and 

database of video streams in multiple locations at different 

location on the street, it played the corresponding video 

assigned to the geographical coordinate, layering it 

designed path that has multiple hot spots where the videos 

will be seamlessly laid into the landscape”6

All’Aperto’, based in the small town of Trivero 

some large local river stones, moulded by time, into 

‘Telepathists

augmented sculptures became nodes of an extended 

free wireless network providing service and access from 

explains:
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may embody the concept of immaterial communication, a very ancient dream of humanity”, 

7 

the level of interaction and engagement of visitors with both the museum space and 

collection, Living Streams
8

interactive engagement of the community participating in the politics of exhibitions and 

ways this model enables a participatory space to be authored by the community as well 

describes the MuseoTorino as a new and ambitious concept of distributed museums aiming 

at hosting on a website location-based applications with all the historical information 

related to the city of Turin and its architectural heritage, dating from Roman times to the 

9.2 Places as networks: The Georges River

Georges River which has resulted in a book Rivers of Resilience and a series of photographic 

suggest that while places are changing, a way for people to create connections and ‘make 

communities that have formed along the river after the invasion, Goodhall and Cadzow look 
9

agency to the river and recognizing its role in maintaining cultures and history, the river is, 

with stories”10

traditional times, prior to the invasion, everyday practices of keeping knowledges and customs 
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traditional cultures, such practices used features of the landscape to preserve myth and history 

meaning”11

such a context country and stories are intrinsically entwined and cannot exist one without the 

9.2.1 ‘Country’ and knowledge

Living Streams

from the river that have developed within the last decades, the project aims at fostering a 

12

early 1990s the river used to be a resource for agriculture and local manufacturing industries, 

Changes in the local economy, including in recent years the increase of water pollution and 

new development strategies, have radically changed the social and economic interaction of the 

The project aims at drawing attention back on the river as a natural and cultural resource for its 

collecting, producing and sharing local knowledge can transform the way people engage with 

Living Streams

as an alternate media source for stories to be heard, and artworks and media to be retrieved, 

Living Streams aims at creating a unique experience of place, water, art and history by enabling 
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Design and Country, the artist Jacqueline Gothe discusses the social 

…working with these projects fosters insight and appreciation of the complexity of 

openness and determination by the designer to understand the dimensionality of respect, 
13 

9.2.2 The project partners

Living Streams develops collaborations through partnerships with several organisations, 

included the community garden program Living Streets

extensive collection of local historical photos and oral histories; Curious Works

organization working at the intersection between art, community and new media training; 

and Casula Powerhouse Art Centre, a vibrant cultural hub involved with contemporary visual 

with Liverpool Migrant Resource Centre, Liverpool Historic Society, as well as a number of local 

primary and secondary schools, youth organisations such as Street University

Curious Works

in media training based on grassroots projects developed with communities in Western 

9.3 Curatorial design strategies: Inclusion and Participation
Living Streams

14

historic sites, heritage buildings, public spaces, parks and recreational areas all became part of 

their potential to renegotiate temporal and spatial distance and scale through the entanglement 

of the physical and the digital15

Living Streams
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be layered over the city, giving us real time access to information about the things and 

people that surround us, helping us to connect in new ways, and giving rise to a data-driven 

possibilities for social interaction, but then also in a broader sense you can look as technology 
16

Living Streams collected stories and resituated them 

Living Streams remapped new correspondences between things, 

correspondences are provisional, based on criteria that include the dimension of time and the 

them on their journey can open up multiple interpretations of the same location, alternative 

9.3.1 Walking as knowing: The landscape as an interface

Careri discuss in his research on the history of walking practices: 

17

Walking becomes in this context a way of knowing, as participants encounter stories and 

as a medium for transferring memories of distant narrators, be it a migrant telling of her life 

river that no longer exist, to the experience of the listener/walker who situates the story in 



 LIVING STREAMS

178

of the river enabling not only new ways of knowing that are situated and experiential, but 

practices 18

of the river in the past, not only can be heard, but they can also be located spatially within the 

past, present and future, questions are posed regarding what was there before, what is here 

9.4 The making of a participatory interface
From its initial conception, at the end of 2009, to its launch in October 2012, Living Streams 

making of Living Streams

work that has been created and the different interpretations of place and history that came from 

Living Streams: An engagement platform

as text messages or other messages that are sent using Twitter or Facebook are automatically 

- QR 



A series of screenshots from Living Streams 
web site. Retrieved from www.livingstreamsliv-
erpool. posterous.com, now available at http://
livingstreamsliverpool.wordpress.com
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be explored as blog entries, that is as messages combining 

text, video and images listed chronologically, through 

a map, which assigns a place-mark to each submission 

published on the Living Streams web site is generated by 

users and created through a series of training and creative 

tour and a heritage river walk provided the opportunity to 

experience stories, music and creative works allowing the 

9.4.1 Knowledge transfer and strategies of engagement 

Since its very beginning the goal of Living Streams was 

to transfer ownership of the project to the community 

through the establishment of a training program that was 

teachers, local artists, and representatives of local cultural 

organisations with different cultural backgrounds and 

Curious Works brought to the project its long-term 

involvement in new media training, having worked 

extensively on the ground with communities in Western 

Sydney and in the Pilbara, located in remote Western 

to school teachers and youth workers in such a way that 

not only are students now capable of developing their own 

locating equipment and all the necessary resources to keep 

shown over the years that training is successful when it is 

Living Streams

offered key producers a unique opportunity to learn how 



Living Streams Technical Training Workshop 
with curious Works, 19 November 2011, Liver-
pool City Library, photographs of the author.
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groups through the Living Streams

website and managing online submissions in different 

Living Streams

Council web site and directed to all interested members 

of the community, local artists, key producers, teachers 

and cultural workers and anyone who was interested in 

training was practical and interactive with a hands-on 

smart phones

Fantastic for adding additional layers and meaning 
19

Living Streams, 

three participants agreed to become key producers and 

to help involve artistic and cultural groups in creative 
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agreed to contribute to the project by sharing their stories, poems, family photographs and 

were thrilled about the possibility to share their extensive family photo archive which dated 

9.4.2 Participation in action

independently by Living Streams

the aims, which were to inspire a creative response in the participants, teach skills, create 

engaged participants with a wide range of activities from landscape painting, photography, 

historical, personal and environmental interpretations of the river and is now displayed at 

made of clay is now living at the school as well as on the Living Streams

the technical workshop, organised en plein air
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Living Streams

discussion on what the river meant to us as a group, it was agreed that the river was life 

20

families either walked or made the perilous drive down to the river across the railway line 

21 

Songwriter Cecil Cross donated a river song:

 

 



 LIVING STREAMS

183

21

environment, stories, artworks, photographs, music and all the digital objects superimposed 

9.4.3 Augmented Georges River experiences

smoking ceremony was held to commemorate the event and a large representation of the 



Boat Tour and Project’s launch at the Georges 
River Environmental Education Centre, Chip-
ping Norton Lakes, 6 October 2012. Photo-
graphs by Cinzia Guaraldi
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Rather ironically after my three year engagement with the 

participated in the event and worked at the multimedia 

Report from technical developer from Curious Works, 

phones, but they loved the boat trip itself, the 

lot of them wanted to contribute to the website which 

a handful of people actually loaded it up, but lots 

of people checked it out being demonstrated on the 

23

there are eight points of historical interest which are linked 

to the Living Streams website via QR codes with extensive 
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9.5 Researching into ‘Mobilities’: Evaluation strategies

investigate the mobile, distributed, networked, multi-sited and pervasive interaction of people 

Living Streams addresses and creatively implements current research on 

that seem to characterise the contemporary world”24

in patterns of movement while simultaneously doing research, and thus are concerned with 
25

technologies, location-based gaming and design interventions, as well ethnographically 

involve a series of methods ranging from mobile and video ethnography, mobile positioning 

This case study focuses primarily on the conceptual and production stage of the design 

This is due to timing and resource constraints as well as the nature of research questions, 

aforementioned mobile methods, however, and their enabling of a situated tracking and go-

Exploring 

the magic of the online world

comments as a local resident:
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26

Streams is targeted towards a broad audience, but with a particular focus on primary and 

secondary school students, young adults, and the general local community with a keen 

augmented reality app is only accessible via smartphone technology, it can be assumed 

that the full user experience is only directly targeted to interested audiences with access to 

enjoy the experience of the app at all and are limited to only viewing the website component 

not be suited to younger students who require supervision and are not able to enjoy the 
27

as the platform is accessible and engaging to young adults who are more comfortable with 

this reason, the platform choice of an augmented reality application is considered well-
28

The app is designed well and allows users to either view the points of interest in camera 

map view is particularly impressive, with pin icons indicating the location of the project 
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which story to explore by tapping on the item, users are taken to the description screen, 

same for each text, which provides consistency and allows the user to understand the 

29

that users can get disoriented with the amount and type of information downloaded without 

content is produced by members of the local community, adding a certain authenticity to 

be enveloped by their natural surroundings, whilst at the same time experiencing the past 

the use of cutting-edge technology, the target audience is able to embrace the culture of the 

Georges River and contribute to the memories created by the historic environment, and 
30

Community engagement and ability to contribute new or live content to the app or 

The project is a unique presentation of information about cultural and environmental 

of the river and its living heritage, the project effectively fostered an attitudinal 

change within the local community on the presence and importance of water in the 
31

9.5.1 Mobility and resilience as ways of making and keeping place

Resilience is the capacity of a system or an organism to interact and adapt to the changing 

interaction between the geographical features of the Georges River and the resilience of its 

to stay in contact with each other as well as to share knowledge and resources: 
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offered cultural resources because it had places which had not been conquered or taken 

traditional stories together with intertwining of new comers who were starting off a new 

32 

33

heritage, Living Streams supported resilience and mobility through a participatory platform 

that encouraged dialogue and collaboration and at the same time cultivated the imagination 

a vehicle of knowledge and catalyst for change, Living Streams explored how mobility and 

Quantitative methods were employed to gauge the impact and scope of the project across 

the broader community such as website and audience statistics and monitoring of media 

the qualitative and affective component of the audience experience with Living Streams 

as well as to gather inspirational response and feedback from the audience regarding their 

9.6 Sustainability and future directions 

Sustainability can often be an issue for projects requiring constant technological updating, 

including the necessity to maintain a participatory platform with educational and cultural 
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maintenance and on the other hand communities might not feel obligated to further sustain 

the project, as in the case of Living Streams where 

become increasingly important to contemporary arts and culture34

such as Living Streams

We can foresee possible future developments of Living Streams by examining current 

uses and the importance of technology in keeping and disseminating heritage, digital curator 

them”35

to contribute, create and curate”36

media phenomena can deliver quality outcomes and provide ways of expressing individual 

Crowdsourcing can show a possible direction for Living Streams

Centre should take the opportunity developed by Living Streams to engage and take advantage 

of the wealth of local skills, knowledge, talent, intelligence and availability to develop new 

Living Streams to become 

a permanent public interactive installation, a tangible sign physically marking the river and its 

12 Films 
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the chair and placing the arms on its armrests while cupping the ears with the hands activates 

different activities such as that of being open and receptive to listen, start a conversation, 

Contemplating the water and landscape and at the same time hearing the stories that belong 

to that place can intensify the effect of being there and negotiate history and geography in new 
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10 RESONANCES: PEOPLE, OBJECTS AND STORIES OF LIVERPOOL

The case study utilises an exhibition making practice to explore an integrative curatorial 

design approach to collecting, sharing, producing and representing local cultural heritage. 

Through aesthetic immersion and active participation, the exhibition engages visitors of 

Liverpool museum to generate their own interpretive paths across the collection and thus 

opening up new connections between objects, the people who donated them, the community 

to sense-making in museums, which can negotiate the notion of heritage itself. This poses 

questions on how a local museum can address the quest for identity within a multicultural 

rapidly growing society, in which the divide between the older and younger generation is 

increasingly widening. I address in this chapter these questions as challenges informing my 

limitations I encountered.

10.1 Introduction
The case study develops a new permanent exhibition at Liverpool (NSW) Regional Museum. 

The museum was established in 1989 with the aim of preserving and promoting Liverpool’s 

history and cultural heritage through historical collections, exhibitions and public programs. 

and commercial histories of the greater Liverpool district. The collections mainly consist of 

photographs, oral histories and artefacts from working, domestic and everyday life, industrial 

and military heritage, family history, migration heritage and personal memorabilia. Most of the 

items have been acquired through donations from local citizens and families. The collection is 

typical of a regional museum’s historical collection, with a broad selection of social, commercial 

on display in the exhibition Stories of Liverpool 1788 to 1900, which had been on show at the 
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museum since 1997.

Availability of funding from Liverpool Council in 2011 enabled the rethinking and 

refurbishment of the museum and exhibition gallery. The museum managers and heritage 

service coordinators, Paul Scully and Jo Morris, envisage that the new museum will be a place 

in which to explore a sense of belonging and community identity, celebrating Liverpool’s 

Cultural Heritage and community pride. They were also concerned about inclusion and the 

social events, given that the museum is a venue utilised by many local organisations which 

hold seminars, workshops and re-creative activities. 

Considerations regarding the exhibition design demanded a state of the art design which was 

suitable for future exhibition use and possible relocation to other venues and the integration 

of multimedia.

With this brief in mind, I began familiarising myself with the museum’s collection. A 

Antiquities Conservation developed an inventory breaking down the museum’s collection 

Holsworthy, which complement the collection held at the Australian National War Museum. 

and heterogeneous, mostly comprising everyday objects, which are ordinary and of little 

While embarking on a journey of discovery devoted to Liverpool’s past and led by the objects 

donated by local citizens and families, I found a passage from Les Murray which steered my 

thinking and approach to the curatorial design:

10.1.1  ‘Strine Shintos’

Most people would agree, perhaps after some dispute about terminology, that something 

like a religious dimension exists in every human being. Some might want to call it a 

spiritual dimension universally exists in human beings, it has to be dealt with by them in 

Australians attempt to feed it, apart from the means of mediation offered by the churches. 

In the native region of Japan, deity (kami), sometimes individualised into deities of a 

polytheistic sort, is held to be present in all sorts of existing objects, in certain mirrors, 
194
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Ex Voto Chapel, Altotting, Germany, 

Photograph by Davide Papalini, Ex voto chapel 
at Santuario della Creta, Castellazzo Bormida.

Photograph by Benjamin Mercer, Paper prayers 
tied on string at a Japanese Shinto Shrine in 
Kyoto, 2006.
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wells, rocks, swords, mountains, in special shrines 

and the like. These bearers of immanent divinity are 

called shintai (godbodies) or miramashiro (divine-

soul-objects) and can be even living beings, such as 

the Emperor, and reverence is due to them.

entirely so, it is possible to say that every people 

has its own peculiar form of Shinto, not perhaps 

as developed as the Japanese form, but consisting 

in all those intimately familiar, common properties 

and distinctive features in which what is felt to be 

the spirit or soul of that people somehow resides. 

Australia is no exception here; we have our familiar 

landmarks, such as Ayers Rock, the Murray River, 

the Barrier Reef, Sydney’s Bridge and Opera House, 

stations, even such products of man’s genius such 

as pavlova, distinctive idioms and Australian Rules 

Football.

Some of our venerated sites and objects have the 

National Trust as their priesthood, others have 

conservationists and park wardens to be their 

guardians and supervise their rites. In many 

country towns, as well as the war memorial, there 

will be a special shrine, often tended by old people 

and open at erratic times, called the Folk Museum. 

This will contain the memorabilia of the community, 

mingling documents, portraits and objects of 

real historical interest with quaint stuff which the 

museum has had to accept and display on what I call 

the O’Hennessy Principle: refuse some prize piece 

of junk offered by one of the O’Hennessys, or any 

other long-established local family, and the whole 

clan will become the enemy of your enterprise.

The ability to laugh at venerated things, and at 

be one of Australia’s great gifts to mankind. It is, 

at bottom, a spiritual laughter, a mirth that puts 

tragedy, futility and vanity alike in their place. 

It is probable that many Australians now spend 



Photographs from the exhibition ‘Plural Sto-
ries’, at the Guatelli Museum, Reggio Emilia, 
Italy. 
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more of their spiritual energy on the quest for 

national and communal identity that on any other 

theme. This is not surprising, in a country just far 

enough in time from its initial settlement for the 

themes its people brought from their original homes 

to have faded and become unreal in the minds of 

their descendants.1

10.2 Rethinking agency and interaction: 
Heritage, community, objects and space

‘spiritual dimension’, something common to all human 

beings, and the role of local museums in maintaining 

heritage alongside the challenges of making that heritage 

addressing the quest for identity within a society in rapid 

transformation and with an increasing cultural divide 

between older and younger generations. All this needed to 

be borne in mind alongside maintaining a playful attitude 

towards history and heritage which, as Les Murray points 

out, constitutes the ‘essence’ of Australianness. 

I began thinking of the museum as a contemporary, secular 

‘shrine’ and donations from citizens of Liverpool as 

offerings, ex-votos. The common aim of the donors to leave 

a memory and a trace of their time to the future generations 

different provenances and derived from different eras. 

From this perspective the museum can be looked at as a 

contemporary reliquary. Using the metaphor of the ex-voto, 

I began exploring how this concept could transfer agency 

to people’s donations, giving objects a voice. I envisaged 

the power of the objects, displaced from their everyday 

and familiar context, as reaching a larger world, evoking in 

the viewer memories, imagination and perhaps triggering 

questions as to how these objects were acquired, how they 

were originally used, and why people held on to them and 

cherished them.

Ex-votos are votive offerings placed in a church or chapel 



Muttering Hat by Kate Hartman, exhibited at 
Talk To Me, MoMA. The two “muttering” balls 
can be placed over your ears to ‘extract’ the 
noise of your thought process and translate it 
into physical world. 
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where the worshipper seeks grace or wishes to give thanks. 

Beyond religious and cultural differences, the most popular 

requests or wishes that people commonly ask to saints, 

gods, supreme beings, to others and to themselves concern 

the safety of their loved ones, their home, prosperity, 

happiness and wealth, and support from the community. 

From this I began devising themes such as Home, Good 

lenses through which to look at Liverpool’s past, and how 

that past could come alive in the present. These themes 

perform here as hyperlinks opening up to visitors a series 

of different narrative paths which to explore.

culture theory and object-led knowledge in artistic and 

design practices also contributed to shaping the curatorial 

strategies engaging objects as agents in the discovery 

of Liverpool’s history. Material culture scholars are 

investigating interactions between objects and humans 

boundaries between the two, emphasising how objects 

have agency and how, in turn, humans are material. As 

Bill Brown argues in The Sense of Things: “Where other 

,critics had faith in ‘discourse’ or in the ‘social text’ as the 

about the present and the past, I wanted to turn attention 

to things – the objects that are materialised from and in the 

physical world”2. 

During the conceptual design stage, two exhibitions offered 

a perspective from which to look at the ‘transgressive’ 

potential of objects in challenging common notions of 

things as passive ‘stuff’ that need human imprinting.

Animism, exhibition and conference held in Berlin in 2012 

explored the autonomous being of inert things, proposing 

the idea of an animated world of things as a provocation 

to the Western worldview. The exhibition posed questions 

on how to think of animism today, “in a time when the 

categorical distinctions between nature and culture, psyche 



and material world are increasingly put into question”3 . Asking ‘how do we distinguish things 

from beings?’, artists in the exhibition examined the line between life and non-life, the juncture 

and separation of nature and culture, of subjective and objective worlds.

The exhibition Talk to me: Design and Communication between People and Objects, an held at 

MOMA in 2011, examines the new terrain opened up by communicative possibilities within 

emerging practices in design by renegotiating relationships between technology, objects, 

people, emotions and embodiment. As the curator Paola Antonelli explains:

whether openly and actively or in subtle, subliminal ways, things talk to us. Tangible 

and intangible, and at all scales—from the spoon to the city, the government, and the Web, 

communicate. They do not all speak up: some use text, diagrams, visual interfaces, or even 

scent and temperature: others just keep us company in eloquent silence. A shift is occurring 

in the way we conceive, design and interact with objects in everyday life.4

The interaction between objects and collectors and the nature of their relationship – which is 

both material and affective – is described by Italo Calvino in the short story ‘The redeeming 

of objects’:

The collector is able to recognise even from the other side of the road in the window of the 

antique shop those pieces which are authentic from the rest of things with no value. Those 

pieces call him. What a reward redeeming a valuable object in whole its purity from the 

contamination of a degradable company! I often envisaged that if those things could talk, 

one would hear them expressing their gratitude. The bookcase would open its glass doors 

eager to receive books on its shelves, the armchair would hold you closely embracing you, 

the desk would stretch out offering fresh inspiration to your pen.5 

According to Calvino, “human essence is the trace man leaves in things, being these a 

masterpiece or the anonymous product of its time” . A civilisation, he argues, is made up 

of the continuous circulation and dissemination of objects and things, creating a sphere of 

be understood as ‘man-plus-things’: the human identifying with things, and being infused by 

their matter. Calvino goes on to examine the logic behind collecting as a way of bringing unity 

and homogeneity back to the dispersal of things:

This triggers the mechanism of possession (or the desire of it), always latent in the 

relationship man-object. Such relationship, however, doesn’t end with acquiring the 
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prolonged observation, contemplation and symbiosis.7

Delving into this relationship with museum objects, I allowed them to guide my discovery of 

Liverpool’s history through the relations objects opened up with people’s life stories and with 

other places and cultures entwined with their biographies. I began conceiving of objects as 

animated, possessing agency, a vibrating matter resonating from their time into the present. 

From these preoccupations the title of the exhibition emerged and aimed at exemplifying 

the power of vibration, moving simultaneously from subjects to objects, resonating between 

internal and external worlds, private and public spheres.

10.3 Inspiration from the community
Prior to developing a proposal for the exhibition, I was involved in a consultation study 

engaging communities with heritage and exhibition practices in Liverpool. The study aimed 

at gaining an understanding of what people considered as ‘heritage’, the kind of expectations 

and vision they had for a local museum, the things that motivate them to visit an exhibition, 

their experience of museum visits and any other inspirational response that could be useful in 

this conceptual stage of the design process. 

A number of associations ranging from youth to artists’ groups, senior members of the local 

historical society, to culturally and linguistically diverse organisations have been engaged 

in order to gauge the most diverse possible response in terms of knowledge of Liverpool’s 

heritage, background, age and interests. 

The majority of respondents cared about what they recognized as their heritage. Heritage itself 

is a rather elastic notion, extending to both the heritage and the culture of provenance for the 

respondents who immigrated to Liverpool from a foreign country, as well as the local heritage 

of Liverpool and its industrial, military and rural past, together with the interests of other 

cultures and communities populating Liverpool’s multicultural milieu. When asked to suggest 

topics for future exhibitions in Liverpool, respondents recommended themes related to religion, 

racial issues, war and current affairs. Many valued the importance of heritage practices for 

and the river. The need to increase recognition of Aboriginal culture and its connection with 

Liverpool’s heritage was remarked on by many respondents. Overall, people were concerned 

about the quality of exhibition space, the way the sound and light create ambience as well as 

the level of information delivered. A carefully designed, pleasant exhibition space appeared 

to be an important component, as well as lighting and spatial arrangement with appropriate 

seats to enable spending more time in the exhibition space. For the majority of respondents 

visiting an exhibition is a social activity. Most of them emphasised the importance of events 

as catalysts of engagement, acknowledging the importance of launches, tours, lectures and 

other special events in motivating them to visit an exhibition. When asked if they found it 
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Exhibition display with all themes and chil-
dren’s path. Courtesy of Thylacine Design 

Objects on display at Resonances: Objects, Lives 
and Stories of Liverpool, Liverpool Regional 
Museum. Photographs courtesy of Liverpool 
Museum and Heritage Library
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appropriate to touch objects in exhibitions, the majority of 

respondents were concerned about objects deteriorating 

and suggested more traditional ways of display.

Drawing on people’s responses, the following 

recommendations have been teased out in order to inform 

future exhibiting practices and improve engagement with 

Liverpool communities and museum audiences. 

Among the issues raised were that the exhibition should –

- have an event-based component: public launch, public 

talks, link to a festival, celebration, community, music, art 

event.

- offer guided tours with local experts to deepen the 

knowledge on a topic as well as delivering the exhibition 

content in a more interactive and personal way. 

- provide tours in different languages to improve 

accessibility and engage a culturally and linguistically 

diverse audience.

- improve exhibition communication via a multiplatform 

including web, social media.

- include an ‘experiential’ component for young people to 

be engaged and motivated to visit the museum as suggested 

by the respondents: use of 3D experience, interactives, 

sound and/or music.

10.4 Curatorial design strategies: Interaction and 
Engagement
In the following paragraphs I quote the exhibition text to 

introduce the strategies developed in the curatorial design.

Resonances: objects, lives and stories of Liverpool

Resonances takes you on a journey to discover 

Liverpool’s rich heritage through the objects that 

citizens and families donated to the museum over 

the years. 

Objects shape who we are, the people we engage 

with, our attachment to places, our values and 

ideas. We can only speculate about the meanings 

family. The common intention of the donors to leave 



Objects on display at Resonances: Objects, Lives 
and Stories of Liverpool, Liverpool Regional 
Museum. Photographs courtesy of Liverpool 
Museum and Heritage Library
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a trace of their time to the future generations is a 

running thread, unifying the variety and diversity 

of what can appear as an eclectic mix of artefacts, 

photographs and oral histories. 

Resonances explores over two centuries of Liverpool’s 

history through the connections that objects open 

up between the people who donated them, the 

community and the places they lived in at a point 

in time. These connections are for you to search 

for, and engaged with, as you interact with the 

extensive collection of more than a hundred objects 

on display. Your interest and curiosity about how 

the objects were originally used, why people held 

them and cherished them, are that which makes the 

objects resonate, giving them a voice. 

An environment that is responsive to your 

through six different journeys. These represent the 

most common requests people ask when donating 

of a vow or in gratitude for a benevolent action. The 

museum is furnished with the offerings that people 

donated through time, their private keepsakes and 

memories are now part of a collective heritage.

Resonances organises people’s donations around six 

themes: Home, Community, Children, Work, Good 

embark on a journey to explore Liverpool’s past, 

through the events, people and places that shaped 

Liverpool’s history, culture, social and economic life. 

Each journey is a unique experience and discovery. 

Let the objects tell you their stories.8 

10.4.1 Resonances: objects, lives and stories of Liverpool

The exhibition proposal was centred on the experience of 

history and engagement with objects. It was conceived as 

an aesthetic immersion and active participation of visitors 

in a narrative space, generated by their interactive paths 

exploring objects and the connections they opened up with 



everyday ways of living. 

The curatorial design focused from a very early stage on the inclusion of interactives which 

could enable the creation of personal journeys and discoveries through interaction with 

physical objects. 

as possible in order to accommodate a growing collection by inviting additional donations to 

the museum through the exhibition.

Interaction between visitors, objects and the responsive exhibition space was conceived of as 

though the pages of a book, opening a drawer, touching a surface. The idea behind a natural 

and spontaneous interaction was to serve both elderly and young audiences, the main target 

of the exhibition, and in ways that were both intellectually stimulating and playful, suggesting 

that if they interrogated the objects these would somehow talk back to them. 

The idea of using everyday objects to mediate personal stories was also intended to enable 

the encounter between the private and public spheres, with memories and keepsakes moving 

from a private, homely setting into a public display, and hence mediating a similar degree of 

intimacy and familiarity.

The image of a cabinet linked the sense of a domestic interior to the possibility of displaying 

a rather eclectic assemblage of things, which was meant to comprise both digital and material 

records, such as oral histories, videos and photos interspersed in the collection items on display. 

For instance, kerosene lamps displayed in conjunction with oral histories from Hammondville 

residents – a Pioneer Homes settlement near Liverpool established to help families during the 

Great Depression – were meant to speak beyond the objects’ evidential value as items from a 

time when households didn’t have electricity, thus mediating the private stories and memories 

of the Hammondville community, together with their values and sense of belonging.

The exhibition experience for children was conceived of as a sensory-based, playful activity, 

located in the lower sections of the cabinet, at children’s height. Objects pertaining to the 

thematic paths and with a playful or educational component were displayed within children’s 

reach, and these comprised of objects that might have been found odd or of little historical 

operable boxes and frames including, for instance, the soap bar donated by the Trimarchi, 

children touching the soap by opening the display case and experiencing its smell and texture. 

With regards to the clothes and fabrics on display, when possible I suggested making 3D textile 

prints of the fabric to allow interaction through touch. Old radios, which are a consistent 

element of the museum collection, were proposed to be used to interactively tune into a story 

or music. Most of the operable and physical interactives conceived at this stage could not be 

budget.
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Concept Design, 3D model. Courtesy of Thyla-
cine Design.
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creating a ‘context’ to the objects, helping to construct 

meaning and transfer the mood of the time. Among 

the extensive oral history collection archived by the 

museum and library are several community oral history 

projects such as the Moorebank Women Oral History 

Project involving a group of local residents of Moorebank 

Liverpool, encompassing memories about the wars, the 

the sense of community and social activities. The following 

are a recounting from a participant in the oral history 

project:

I used to go down the creek to wash with the 

children, I used to call them the ‘army’ I’d say: 

‘rigtho the army stand up now, we’ve go to march 

down the creek’. I’d carry the copper because we’d 

have to boil the things, it was all done in the creek 

water because I only had the tank for house drinking 

water. So along come the troops, one, two, one, two. 

They’d all be carrying something. One would have 

a bag of pegs, we’d go there and take a cut lunch. 

Sandwiches for them and we’d have that and boil a 

billy and it was like a day out, a picnic.9 

The curatorial approach weaved oral history together with 

the experience of physical objects in order for visitors to 

make their own sense and meaning. Participation was 

adopted as an integral part of the visitor experience and 

encouraged by open questions directed to the audience 

within the exhibition text and objects labels. Visitors were 

invited to share their comments and thoughts on a topic 

within them, as illustrated by the text introducing the 

theme ‘Home’:

Home is an idea, a concept, a place where we feel 



safe, a place to which we belong. Our everyday objects, often overlooked as trivial, help 

exploring the ties between people and places and how these changed over time. Objects tell 

about our space, ourselves and our stories. And you? Where and what is ‘home’ for you?10

From a very early stage the curatorial design was developed in a collaborative manner with 

the exhibition designers Caolan Mitchell and Penny Hardy of Thylacine Design. This is how 

they describe their approach to the exhibition design and visitor’s experience:

We approached the design of the exhibition by initially thinking about the ‘ordinariness’ of 

the collection and the idea of sorting the objects into themes. Regional museum collections 

are often dense, varied and disparate. They are generally charming and nostalgic, but they 

can also be overwhelming and confusing in their density and mass. We wanted to develop 

an exhibition approach that displayed the broadness and ordinariness of the objects, while 

also creating a layer of sorting by which the exhibition and its stories could be interpreted.

We aimed to design a space that would increase interest in the collection, highlight the 

themes and stories underlying the objects, and encourage the visitor to explore the collection 

and interact with it. We felt that it was also important that the objects remained within the 

context of the Liverpool community, keeping a sense of connection to their original use.

could use forms such as shelving and bookcases to house the collection, and reference the 

‘everyday’. We decided to create a ‘room within a room’, that would sit inside the main 

footprint of the space, allowing visitors to walk both through it and around it to view 

objects placed in forty double-sided showcases.

Our approach from there was to design in interactive key, where visitors could select one 

of the themes by touching an image of the palm of a hand next to the area text for each of 

the six themes on the outer wall. This activated a touch switch, which sorted the collection 

using light to highlight the objects connected with that theme, while all the others dimmed 

down into the background. The visitor could then view all the objects within that theme 

and gain an understanding of the connections between them. After a period of time the 

display resets to illuminate the mass collection in perpetration for a new selection. The 

visitor could sort the collection as many times as they wished.11

10.4.3 Imagining the visitors’ experience

Compromises had to be made to this very ambitious curatorial and design proposal. However 

the production stage involved negotiations to determine the leading strategies and driving 

concepts, such as the interaction mediated by touch, the interweaving of physical objects, 
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House models from the Hammondville collection 
now on display at LRM. Courtesy of
of Liverpool Museum and Heritage Library
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digital media and oral histories, as well as the engagement 

of visitors as agents of the experience, have been maintained 

close to the original idea.   

When developing the design and working on the selection 

process, this is how I imagined the visitor experience: 

I enter the gallery. The room is dimly lit, my attention 

immediately attracted by another room, its walls, 

like cabinet walls, are made of stacks of glass cases, 

all illuminated. In the cases are objects, of every kind, 

running throughout the room. Objects are an eclectic 

mix of disparate things, from jockey boots, to kitchen 

utensils, old photographs, hand written notebooks. 

There is a baby bonnet, a black cape, on the upper 

cases there is a back and gold dress, high heeled 

room from the outside, then enter inside trying to 

make sense of this colourful assemblage of things. 

There are many objects one would not expect to see in 

a museum: a box of baking powder, a knife, a sewing 

 They are all different in size as are the cases to 

children crawling through them, going in and out of 

the room. Not today, though, I am the only visitor. 

I have the whole space to myself. I have a strange 

feeling as this colourful mixed of things clashes 

somehow with the silence enveloping the room. 

One object attracts my attention. I take a closer look. 

The label reads: ‘Ammunition pieces’. Description: 

Eleven small ammunition pieces of various sizes from 

Holsworthy. The pieces arrived in an envelope with 

a text: “Holsworthy, Ask Colin Macauley ‘Friend’ 

on the front. Part of the Hammondville collection”. I 
don’t know much about Liverpool, I don’t live here. 

on my way to the South Coast. Therefore names like 

‘Holsworthy’ and ‘Hammondville’ are rather obscure 

to me. I imagined those bullets to be related to war 

time, so I turn around and read on the text on the 

gallery wall: 



Exhibition opening, 28 March 2013. Photo-
graphs by Thylacine Design.
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tribute to the wars sending its young men 

to serve in the Army abroad as well as 

hosting military camps in the region since 

was organised, with the largest camp for 

German internees at Holsworthy in 1914. 

With approximately 5000 inmates at its 

maximum capacity, the camp became a 

small German village with a local bakery 

and theatre. Prisoners were released in 

United States Army Air Forces, died in a 

plane crash in Hammondville on the 8th 

of Sydney. 

As I touch a switch on the wall something 

happens, the room becomes darker, only 

a few cases are now illuminated. I have to 

walk around the room to search for them. 

next to them a keystone of Holsworthy 

camp – I didn’t know it was one of the 

largest camps in Australia – in the corner 

over there is a book of handwritten 

verses, I imagine it belonged to a camp 

internee. I learn about George Cantello, 

the American pilot who died in a plane 

crash in Hammondville in 1942 while 

corner of the cabinet is an ottoman and 

head set. While contemplating the light 

patterns that the objects make on the 

walls I sit and prepare to listen. A voice 

of a woman, quite elderly, begins to 

recount: “That night we knew something 

was wrong. A plane came and made a 

full circle, then hit a tree. That was the 
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night the Japanese came to Sydney Harbour”. A man, on the same night: 

“I remember, the noise, the smoke and soot”. Other stories tell of children 

them from their parents as a form of special treasure.

These stories help making sense of the objects, but they are also very powerful in their own 

right. I wonder if each object could speak, what it would say... After a while all cases become 

illuminated again, the trace of my story disappears. I’m intrigued by ordinary objects like 

so I decide to know more about this place. “Hammondville”, I read in the text on the 

wall behind, “was a new settlement initiated by a visionary man Reverend Hammond. 

Hammondville Housing Scheme provided the opportunity to purchase a home offering a 

new start to hundreds of families between and after the wars”. I search for more objects 

belonging to Hammondville’s homes, I have to look up, down, all around, inside and outside 

the room. There is another chair and hear set to immerse in the stories. I laugh at the story of 

a woman telling the recipe of her ‘depression cake’: “I used to make it with whatever I had. 

Sometime there was an egg and sometimes there wasn’t. I called it the ‘depression cake’. 

They used to ask me for recipes. But there was no recipe, you put in whatever you had”. I 

sharks there” some recalled, “We all learnt to swim at Casula, the river was our backyard”. 

A slideshow on the screen above told similar stories, blending together aerial views of the 

river, photographs of natural reserves, family photos of kids swimming in the river, diving 

are dramatic, water is everywhere, the land completely drowned. I felt pride listening to a 

a lot of money to help. I felt I could do something. I was in the Union of Australian Women. 

With the help of some of the ladies I organized a few washing machines and we went around 

collecting washing from about 20 families. We borrowed the neighbours’ clothing lines for 

drying. We ironed them all and brought them back’12. 

Walking, searching, listening, sitting in silence, sorting themes and exploring where the light 

patterns took me next, that was my experience at Liverpool Museum. I wonder if next time I 

The exhibition opening on 28 March 2013 created many expectations both on the side of us as 

curator, designers and museum managers regarding how the audience might have received 

the new display, as well as on the general public who were eager to visit the museum months 
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time that the display and interaction design had been tested with a real public audience. The 

most elderly in the audience required assistance and close guidance in order to understand 

how touching the sensitive surfaces on the walls would illuminate the objects in the cases. 

illustrating the corresponding objects was found to be crucial in order to facilitate the interaction. 

The need for a display inside the cabinet, showing the activated theme, thus avoiding people 

objects belonging elsewhere13

The photos on the side show the exhibition displays and visitors’ interaction during the 

opening. In-depth evaluation studies intended to gauge a comprehensive response and 

insights of the audience experience are scheduled in the next months. These will take the form 

of exit questionnaires at the museum, ‘have your say’ stations integrated within the exhibition 

cabinet, as well as online surveys and posts on the museum’s website. 

Compromises had to be made regarding the way interaction was developed, thereby limiting 

the number of themes used as the key-topics to navigate the collection. This was due to 

restrictions on the funds available as well as a lack of technical expertise on interactivity in the 

design team. Design solutions therefore were more focused on physical features of exhibition 

display, such as props, lighting and spatial arrangements. 

The concept behind this very simple way of searching and retrieving data from the collection 

was to think of the objects arranged in a spatial 3D database where a simple keyword search 

I envisaged the idea of the spatial database to be taken further, allowing more participatory 

interaction between visitors and the collection both in the gallery space and online. This is 

dependent on ways of indexing the collection. Given a database of spatial objects, each entry 

can be associated with descriptive information represented in the form of keywords, such 

as the object’s title, the owners’ name, provenance, date of manufacture, material, related 

themes/topics and events, and links to other records in the database. 

Tagging objects and allowing for multiple searches can generate a potential endless generating 

of narratives using the spatial database as their source. Database searching can be performed 

in the exhibition space, as well as online, in a number of different ways, from the most obvious 

typing in of a keyword on a keyboard, or using sorting cards with RFID which would represent 
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‘entries’ to the collection. 

Taking interaction further we can imagine visitors leaving tracks of their performative searches 

of the collection for others to explore. In this way visitors can chose to browse the collection 

using a character, a key word, a theme or timeline or following someone else’s route, and at the 

same time tagging objects and leaving their comments. 

10.5.1 Sensorial explorations: Oral histories as objects

visitors’ sensorial experience and its effects on subjectivity: “the body of the visitor and by 

extension their consciousness is thus inside the scene becoming part of it rather than the 

traditional perspective of viewing the scene from the outside as if through a frame”14. This 

in a second stage of Resonances 2.0.

Multimedia stations, now interspersed among the cabinet display cases were meant to be 

integrated within each case, thus enabling a more spontaneous way of retrieving oral histories 

triggered by sorting action, proximity sensors and/or touch. In the current display, oral 

histories create a contextual background to the objects, but they are not fully integrated in 

the visitor experience, somehow failing to create immersion as access is via head sets and a 

listening station. 

In thinking of a second staging of the exhibition I imagine oral histories to be treated as objects, 

material things to be searched for, explored in their materiality, the texture of people’s voices, 

the height of their pitch, the weight of their tone and mood, the length of the story. 

This approach draws on the lesson learnt from the experiments on the physical and affective 

components of Belongings as performed and the digital overlay and augmentation of real 

objects in Living Streams. I imagine Resonances 2.0 performing ways of interacting with objects 

that renegotiate a narrative approach of visitors as interpreters, enabling a more spontaneous 

retrieval of information and sensorial engagement with both physical and digital objects.

Discussing the twofold nature of objects, their materiality and informational component, 

Sandra Dudley suggests that the potential of the object itself to “produce powerful emotional 

and other personal responses in individual visitors as a result of physical, real-time, sensory 

engagements” challenges dominant views in both the academy and practice, in that “museums 

are about information and that the physical object is just a part – and indeed, not always even 

an essential part – of that information”15. 

As Dudley points out, these views tend to see the object as “useless and redundant” or at least 

only “a part of the information-object package” . Ross Parry’s research into digital heritage 

shares this view, conceiving of the physical thing as one element, “a molecule of interconnecting 

[equally important] pieces of information, only one of which is the material object”17. Dudley’s 

argument challenges the idea of seeing “physical objects as ‘nothing’ without the information 
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completes it”18. Supporting Dudley’s argument I outline in the next section other curatorial 

design strategies that share the same concept of Resonances in the way narratives and mutual 

interactions between people and objects are conceived and developed.

10.5.2 Engaging the material world

The concept of ‘object knowledge’ and the mechanisms through which objects exert agency 

of the exhibition Australian Journeys. Contrasting authoritative paradigms of exhibitions as 

educational and informative, Wehner and Sear propose a way of thinking about exhibitions 

as an “open, performative environment in which meaning, or rather multiple meanings, are 

created as visitors observe and interrogate displayed objects and recognised and construct 

relationships between object elements, drawing upon both new and known knowledge”19.

This, according to the curators, relates to what Paul Carter refers to as ‘material thinking’, 

that is “the work of producing meaning through bringing objects into relationship with 

each other”20. Negotiating an object-centred approach to exhibition making in relation to the 

heritage of migration facilitates, according to the curators, “connect[s] visitors through object 

knowledge to an imaginative engagement with the transnational experience of historical and 

conditions of existence, and as they act on that knowledge, objects have effect in reproducing 

and reshaping the world”21.
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11 REFLECTIONS

Practice as a medium of study has been investigated by Ranulph Glanville and Leon van 

Schaik in the introduction to the RMIT doctoral programme. Inquisition and introspection into 

and practice is ongoing and the two constantly inform one another. As van Schaik puts it, “the 

process involves abstraction of themes, testing and re-abstracting – a distillation”1.

My method of inquiry through practice closely followed this process whereby theory performed 

new insights on theory. This moving back and forth between theory and practice resulted in 

an interplay that shares similarities with dance, as theory and practice are both involved in a 

co-creative research movement.

In this chapter I will attempt to shift and reframe the performative, embodied knowledge that has 

potential for the theories of museology, curation and design, focusing on the formation and 

can enable.

11.1 Moving between theory and practice
Mark Bradford and Aukje Thomassen have explored the martial art of Aikido and the conceptual 

possibilities of combining theory related to it with specify design knowledge, suggesting that 

the creative movement enacted by Aikido can inform the enabling of knowledge exchange in 

creative research2. In a similar fashion to the way in which Aikido is centred on relationships, 

responsiveness to others and the environment, problem solving and capacity to adapt, so 

the process of creative research generates actions and strategies that are integrated with 

understanding and broader theoretical questions.
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My research started from an initial interest that arose from practice, that of engaging with 

memories and experience of migration in ways that were embodied and performative. 

This opened up a broader set of questions regarding ways of knowing the world and the 

other, the kind of knowledge that bodies, senses and the material world can enable. The 

theoretical framework formed the interpretive context of the research, charging the practices 

role of design, the strategies adopted and their testing in practice, as well as in mediating 

difference and enabling contact between cultures, identities, past and present and facilitating 

participation and embodiment.

11.2  Designing – and performing in – the contact zone

of contact between participants and the histories and subjects represented in the museum, 

subjects, objects and space contributes to shed some light on the complexity of an integrative 

approach to curatorial and design processes. 

of interpretive and exhibition design, becoming more dynamic and experiential due to the 

media literacy3. In order to design these spaces, which are moving away from being static and 

monumental to being theatrical and performative, there is a need to change the way designers 

theatre practice can inform the discourse in space-making in the museum, by acknowledging 

that creative space and cultural environments in museums are essentially audiences’ spaces, 

where learning, imagination, inspiration, contemplation and physical exploration can take 

place. 

phenomenon, which started in the 1970s with the inclusion of display and installation art in 

gallery spaces. In this sense museum spaces have been radically transformed by technology 

from being “static architectural spaces toward dynamic mediated experiences”4. This does not 

apply only to museums but to all environments that can be transformed by media. This poses 

expectations regarding the quality and level of experiences that the media-literate audience 

expected to have when coming to a museum. The audience expectations relate to the kind of 

connections that audiences expect to be able to make between artefacts and their stories, “just 
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The Holocaust Gallery, Imperial War Museum, 
London. A series of chairs with integrated 
audio-speakers. Photographs by the author. 
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as documentaries do”5, as Greenberg puts it. Moreover, 

this results in a transformation of curation, architecture 

and practices towards more “holistic experience, where 

artefacts and architecture are suffused as part of that”6. 

Questions are posed regarding how museum practitioners 

– including designers, architects and curators – can learn 

to make these experiences: “Who are these experiences 

for and how do we judge their success or failure?”7. This 

entails, according to Greenberg, a change in our thought 

patterns: “We need to think of spaces in a different way, 

leaving behind our old habits of monumentalism and 

permanence, in both buildings and their content, and think 

instead of dynamic performance spaces”8. As an audience 

space, the museum requires the same kind of thought 

as theatre space, a notion inspired by how Peter Brook’s 

spaces enable the removal of barriers between audiences 

and performers. In museums this translates into removing 

the distance between the viewer and the artefact. The 

environment is only one part of the theatre’s experience, 

the other is the performance itself. Greenberg borrows 

museum. The vital museum combines an “imaginative 

interpretation and display with a resonant architecture 

setting”9.

11.3. The Holocaust exhibition
Discussing his experience as a designer with Bob Baxter for 

the Holocaust Exhibition at the Imperial War Museum in 

London, Greenberg describes the project as a 

… completely integrated experience in space using 

every available medium; in atypical space you can 

movie, testimony, newsreel, audio, cartography and 

biography and interior architecture. In devising this 

and storytelling10.

 

The exhibition was structured according to the Aristotelian 



classic three-part drama shape. This, according to the author, was something the audience could 

recognise, consciously or unconsciously, and somehow resonated with the power inherent in 

on impact”11. It was conceived as a series of layers for the audience to explore and edit at their 

own pace. A strong visual language – predominantly black and white – was utilised in both 

spatial arrangement and display, alluding to the experience of the victim and perpetrator. The 

Holocaust exhibition, besides being deeply emotional and moving, was revelatory in terms of 

a new mode and theatrical way of interpreting and designing an exhibition space. The object 

making in audience-driven spaces is a series of chairs with integrated audio speakers arranged 

that this approach demands between space, objects and media. However chairs are of different 

facets and shapes, they all look the same as they are painted in a dark grey colour, which 

perceived as a seamless, continuous object. I felt that the aesthetic of this installation, the 

choice of colour, spatial arrangement of the chairs, as well as media integration contributed 

to transferring in an embodied way the poignancy and diversity of the experiences of the 

survivors of the Holocaust. To those who pass by, the array of chairs triggers a soundscape that 

is as diverse in terms of accents and voices as well as powerful in terms of inducing curiosity 

and the desire to sit down and listen to the stories. When sitting on the chair the background 

murmur instantly dissolves and from the silence and the new perspective immersion in the 

survivors’ personal and unique stories can unfold.

I envisaged the chairs, all different yet all painted grey, incarnating the idea that was central 

This idea, and the lucid atrocities it perpetrated, whose recollection I have attempted to grasp 

chairs embody in a very powerful way this de-humanisation of the individual as perpetrated 

the chair and memory-scape elicited, was that sitting on the chair, being immersed in the 

stories and listening to people’s memories, provided a way for the testimones to engage in a  

a dialogue with a listener. 

11.4 Creating a space of encounter
The chair is also functional in terms of exemplifying the contact surface or interface that 
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have now a better understanding, illuminated by the practices, on how, as designers, we can 

create and mould this space of encounter between subjectivities, self and other, distant spaces 

to recognise the other in terms of his/her difference from ourselves, as Irigaray puts it:

the other ... Have you already encountered the other? What does this other look like? Godot? 

A barbarian? God? Perhaps a terrorist? Or a poor person dying of hunger in a country very 

today. But do they have any idea of what or who the other is? What is the content of the word 

when you say: the other? What place might this other have for you?12.

architecture’.

It is true that meeting with the other is not an easy task. Leaving one’s own world in order 

I and the other risk losing ourselves. A threshold is lacking which marks the limits of the 

world of each one. And also the difference between us, which allows opening a threshold, is 

lacking. Each one has, or ought to have, limits which set the borders between one’s self and 

the beyond. Such a self involves all that belongs to one’s own world: the way in which the 

subject relates to itself, to the other, to the world, but also to a cultural environment where 

this subject lives, an environment which takes part in our subjectivity, and is often confused 

that it belongs to, and constitutes, a proper world, which cannot be substituted for mine, that 

the subjectivity of the other is irreducible to my subjectivity.13  

The encounter with the other cannot be reduced to the sharing of the same world, as this would 

entail that there is no space and no threshold to trespass, or to move towards. The concepts 

of space and threshold are necessary conditions enabling the gesture and movement towards 

knowing the other’s world. Enabling each of the parts to cultivate their own differences and, at 

the same time, the desire of knowing each other is, according to Irigaray, a way to recognise the 

other as a part of ourselves. Importance is given to the role that space plays in this encounter, 

not only for providing the interface where self and other can meet, but also for allowing 

difference to be cultivated and acknowledged.

Exploring how space can enable this encounter and the cultivation of each other’s differences, 

Irigaray argues that a space for the other, be this a guest or a visitor, has been already constructed 

for us by our society and often translates into a space for hospitality which is neutral and 

indifferent with respect to who the visitor is: 
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There is not yet a sharing of being, which presupposes a becoming with the other to which 

question what has already happened for humanity, and which allows and clears up new 

perspectives on being14..

Can the museum become the space where moving towards, and meeting, the other is possible, 

away from consumption and spectacle, away from undifferentiated hospitality, creating a space 

in which desire and difference can be cultivated? Irigaray suggests that this space is sensorial 

and shaped by the experience of opening ourselves, not only our perspectives, beliefs, customs 

We have to open our ears to other meanings, other sounds, other accents and rhythms in 

speaking, other tones and pronunciations. We also have to open our eyes on other gestures, 

behaviours, but also other clothes and ways of investing the body. We have to accustom 

with: touching or not the other, greeting with a sound, a word or a gesture15 ..

Creating a space which enables proximity and closeness with the other does not entail the 

assimilated this space with that of the waiting room:

order to accomplish or to destroy it. They wait for an outside, a beyond, as for a something 

salvation or the damnation and destruction of their own world, of themselves. This waiting 

in fact corresponds to the underside of the integration of the other in our country, our 

home16.

encounter: 

The search for a link between us requires respecting and maintaining the strangeness of 

the one to the other, the recognition that a nothing exists in common, which calls into 

recognition addressed to the other as such. In this silence, the other may come towards me, 

and I may move towards him or her17.
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On our side, this gesture of moving towards the other requires an attitude that is twofold: on 

the one hand this movement requires an active undertaking, on the other hand it demands a 

receptive attitude of letting the other be. Remarking on the importance of the senses as portals 

to this encounter, Irigaray explains:

We generally forget or underestimate this way of moving closer. Thus approaching the 

other requires sensory perceptions and ways to express them that our culture has neglected. 

Perceiving through our eyes, through our ears, does not obey the same temporal rhythms 

as perceiving through the mind. It is the same for other senses, including touch itself 18..

In this interplay between openness, exposure of our own world and a receptive attitude of 

welcoming the other in silence, knowing and encountering each other is possible:

a future, but also a participation of the body, of feelings, and of mind. Everything that we 

are is invited to the meeting, and this could not happen without this total involvement. It 

is also everything that we are that is implicated in the memory and the preparation of an 

encounter. Cooperation between the body, heart and mind is needed, and it requires an 

artistic process19.

11.5 Encounters in practice
In the light of this understanding let us now examine how occasions for meeting with the other, 

for intimacy, listening and encountering have been created in the practices and knowledge that 

has been produced in the process. 

The Museum of Resistance offered an opportunity of coming in direct contact with personal 

partisans, women, local farmers, deportees and survivors who were involved in the collective 

remembering and recounting of their histories that the museum encouraged via community 

participation.

medium enabled spontaneous interactions with people’s stories. The table was the interface 

enabling this encounter and engaged viewers and testimonies in a dialogue. The silence 

preceding the action of touching the book on the table and starting the conversation, created a 

space for contact and encounter. Then, the dialogue began from the conscious act of wanting 

to know the other, giving memories a voice, bringing them alive in the present moment.

contact and immersion in the story, a mixed feeling of estrangement and closeness began to 

arise. As the connection deepened I felt a sense of moving toward my interlocutor, a sense of 

physical closeness and emotional resonance, as his/her world was manifested in front of my 

eyes, as well as its multiple dimensions including the affective, cultural, historical and social 
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dimensions. Intimacy was created as an interpersonal dialogue developed and supported by 

the way content and medium acted in synergy and with consistency in transferring presence 

into the museum.

The process of collecting, editing and re-performing private memories into collective histories 

in the museum led to new interpretations of history and levels of truth which, according to the 

around participation and difference.

unknown to us before, together with their most cherished memories, the burden of their past 

in their lives, which had a deep transformative impact on their future. It feels as if connection 

with another human being can happen in a more direct, spontaneous yet profound way. 

11.5.1 Sensorial encounters

A New Poetics to exhibition design?’

for visitors without the “aide of either mechanical or multimedia interacts to exhibitions”. 

Witcomb argues that – 

… multimedia components are not necessary in order to make the exhibition an interactive 

experience. Making the interactive characteristics of multimedia more explicit may help 

curators and exhibition designers to have a wider understanding of the ways in which 

exhibitions can be interactive experiential spaces20.

Witcomb conceives of the gaps and cues as triggers of an interactive experience for visitors, 

enabling more exploratory and discovery experiences. Moreover, Witcomb suggests that 

former functions or processes”21.

However basic, the interaction enabled at Liverpool Museum reveals in its simplicity some 

sense of magic and wonder: touching a wall illuminates a path engaging visitors with a 

treasure hunt. This will build up to become a plot that unfolds as more narrative paths and 

objects are discovered. 

Exploratory, self-initiated paths generate non-linear narratives according to visitors’ choices 

bodily experience of walking around and through the room. The idea of the cabinet was also 

conceived as a space for contemplation and silence, the intimacy of a room within a room. 

The integration of spatial design, interface and digital mediation all formed the exhibition’s 

interpretive framework, thereby connecting Liverpool’s past and present through encountering 
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objects, places, people, and stories of over two centuries of Liverpool’s history down to the 

present time of the museum.  

In the conceptualisation of Resonances, oral histories were conceived as media objects, and as 

such they were thought of as fully integrated into the exhibition display rather than treated as 

aesthetic resonance in terms of the relationship between the content and the medium with 

the two working in synergy to transfer presence and evoke an aesthetic experience, engaging 

multiple senses simultaneously – including touch, hearing and sight – enveloping the viewers 

in a suspended time away from historical time, which reinstates the past into the present 

moment.

In the conceptualisation of Resonances at Liverpool Museum, oral histories were conceived 

as media objects, and as such, were thought of as fully integrated into the exhibition 

Place-Hampi we can understand how content and medium work 

of the relationship between the content and the medium with the two working in synergy to 

transfer presence and evoke an aesthetic experience, engaging multiple senses simultaneously 

– including touch, hearing and sight – enveloping the viewers in a suspended time away from 

historical time, which returns the past into the present moment.

11.6 Improvised choreographies of place  
Presence is conveyed in Place-Hampi by the co-evolution of virtual characters and participants 

as a performative exploration of the virtual landscapes, thereby enabling the encounter between 

viewers/explorers of Virtual Hampi’s world and the characters populating and animating the 

landscape. Through a kinaesthetic approach to archaeology and place-making the world of 

characters populating the devotional landscape. This manifestation or emergence of the world 

evolving at the pace of our gait as we move physically on the virtual landscape and make 

sense of our, the system and others’ actions. 

The same exploratory approach to embodied participation in the natural and cultural landscape 

also informed the design of Living Streams

medium of presence entailed enabling encounters and curating experiences with storytellers, 

musicians, artists, local communities, their creative works, and place-based knowledges. This 

approach strived to mediate experience of the multiple layers and dimensions embedded in 

the natural, cultural and social environments of the practices. Integrating participation and 

difference in the design of location-based interfaces entails rethinking at the same time the 

multidimensionality of contemporary space, shaped by articulations between electronic 
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and placed-based presence, the simultaneous and multiple inhabitation of identities and 

differences. This complex space is the ground onto which we can explore by means of practice 

questions of knowing place in a contemporary landscape which are marked by cultural loss, 

erasure of difference, transience and continuous movements in space and time. Irit Rogoff 

subjects, incarnating a convergence of histories, cultures and languages. 

Central to both Place-Hampi and Living Streams is the idea of space as a medium of encounter of 

other, marginal voices, memories and cultures which cannot otherwise be seen or heard. The 

knowledge that is produced in the physical exploration and social and cultural engagement 

with place shares many analogies with choreography, particularly with the work of Australian 

performances can forge new relationships with places by disrupting old habits and ways of 

seeing:

… performance engages deeply with its chosen site, it brings up ideas of place, history and 

memory, and it has the potential to disrupt, disturb, and even to change the way people see 

the familiar surroundings of their daily lives22.

effects thereby opening up new relationships between body, space and place, the author 

describes the BodyWeather Laboratory conducted by Tess de Quincey in the Central Desert 

near Alice Springs, Australia in 1999. Here it is important to clarify the difference between 

space and place, as proposed by McAuley, as this is essential in order to understand the 

dynamics and poetics of engagement that De Quincey’s choreographies open up, as well as 

developing analogies to the research case studies using place and space as keys to the further 

arrangement of the performance venue, the nature of the presentational space, the relationship 

refers to the location of the performance venue within the social space of the community and 

the historical and cultural resonance of this locale for the community in question. The two 

concepts are, thus, closely interrelated, the one frequently underpinning or embedded in the 

other, but it is through place that we are led insistently to consider the social inscription of 

the performance work23.

The Laboratory enacted ways of knowing about the desert space and place of Alice Springs, 

together with the cultural connotations and charges its colonial past brought forth, in ways 

that were situated and embodied. This was enabled by means of blindfolding, concentrated 
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and prolonged attention on an element of the natural environment, as well as slowing down 

the normal motion in order to break down and open up the instant moment. In this experience 

there was no room for the spectator, only for a co-choreographed improvisation:

What was produced was not a body of work, but a body of experience, an exploration 

of that place through the performers’ bodies, through the performative means offered by 

BodyWeather. This means that the exploration took place in ways that only the performers 

themselves could experience and the further corollary is that their activity did not provide 

a comfortable position of spectatorship, indeed the spectators’ presence was somewhat 

contested and felt as an intrusion24. 

The encounter between space, place and dancers develops through improvisation and 

choreographed action. Under this perspective both Living Streams and Place-Hampi are 

constructed around the audiences’ spontaneous and choregraphed movements: those initiated 

by participants in their self-guided explorations, and those enabled by the intraction with the 

digital media. As audiences move around the digital and physical space they encounter a place 

made of stories, personal memories, virtual characters, gods and goddesses, traces and presences 

animating the landscape. Agency is shared between the audience and the environment, 

meeting one another in a participatory choreography of place.

Living Streams)

the architecture of public intimacy to critically examine the impact of Living Streams as a 

participatory and cultural interface for its role in keeping place and culture, sustaining 

innovation, cultivating technological imagination and fostering creative collaboration among 

directions.

In her book The Technological Imagination at Work, Balsamo explains that the “book calls for taking 

culture seriously in the design and development of innovation technologies”34. Balsamo’s 

15 year long design-led research and practice focused on distributed museum and public 

interactives, an emergent – and increasingly widespread – form of public communication 

and engagement which stages new and active experiences in public settings. Presenting 

archives, Balsamo argues that by “evoking new experiments with scale, built space, mobility, 

responsive environments, digital memorials, and cultural heritage sites” these projects 

manifest the “artistry of interactive experience design” that develops through collaborations 

between humanists and technologists. The Aids Memorial Quilt, one of her latest projects, is 

a powerful visual reminder of the AIDS pandemic comprising more than 48,000 memorial 

panels commemorating the life of the victims of AIDS. The panels have been sewn together 
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by friends, lovers and family members and are now virtually stitched together on the Aids 

Memorial Quilt web archive to enable collaborative browsing of the extensive database of the 

Memorial’s panels. In discussing her involvement in the project, Balsamo notices that “to 

participate in the creation of applications that touch the hearts and souls of viewers/visitors/

users has been a profound experience for me, not simply as a designer and digital humanist, 

but as a member of a generation who came of age as the AIDS pandemic spread throughout 

the globe”. And asks: “How can the digital contribute to the preservation and resurrection of 

the quilt archive?”25 

A similar question can be posed about the heritage of the Georges River, as Living Streams 

strived to engage with the preservation and dissemination of the river’s histories and cultures 

through creative collaborations made available by distributed, networked environments and 

pervasive digital applications. 

Living Streams’ engagement capacity and impact on its locale and 

which I summarise here from Balsamo’s blog Designing :: techno | culture 

is a key site for the exercise of the technological imagination. The future begins in the 

imagination; designers hack the present to create our futures.

to techno-cultural innovation. The creation of new technologies always involves the design 

of new cultural possibilities.26

I suggest that Living Streams has opened up technological imagination in Liverpool for people 

to encounter new possibilities of engagement and self-expression in networked environments. 

Most of participants on the boat tour admitted to having gained new information about the 

river, its history, and technology. The digital experience provided Liverpool’s residents with 

the tour were local residents over 50 years old, with 20% over 75. For many of them the most 

innovative component of the experience was social, as many highlighted the importance of 

meeting new people and sharing a common interest in caring for the river as a main outcome 

of the experience. The following are comments from the participants on the boat tour:

… a great concept, worth exploring further 

… very informative and entailed source of collecting, acquiring and provide information

… found relevant to knowledge transmission 

… understood as audio-visual layered on real time images

… application to pin points facts on site27
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Many participants discovered the potential to extend learning opportunities and environmental 

education for both children and seniors: 

We can all try to teach the children how not to use the river as a dumping ground

Anything that will make people appreciate and want to care for our river must be good28

In regards to collaboration and its importance in creating new cultural possibilities, more than 

50% of the participants on the boat tour expressed their intention to become involved in Living 

Streams and its future activities and workshops.

The role of rivers has always been instrumental in the industrial and economic development of 

their catchment area. Since pre-colonial times and after the colonisation the Georges River has 

enterprises established along the river that have contributed to Liverpool’s expansion and 

economic growth. In more recent times, however, the river has become a silent, almost 

invisible presence, not only irrelevant to the local economy and transportation industry but 

also estranged from people’s everyday lives. Living Streams took on the challenge to put the 

river back into the equation by stimulating a sprawl of technological imagination that can 

foster innovation and improve collaboration across generations, communities and multiple 

cultural domains. 

After its launch in October 2012 the project has generated attention from the media and other 

are now examining Living Streams as a model to deploy similar engagement platforms in other 

river catchment areas, such as those of the Hawksbury and Parramatta rivers in the Sydney 

towards a networked, creative and collaborative future, we pose questions regarding what will 

the role of technological innovation be in the transition from an industrial to a post-industrial 

economy and concerning the maintenance of Liverpool’s entrepreneurial past. How can the 

cultivation of the technological imagination feed the development of creative industries, local 

skills and cultural resources in such a way that not only can creative and cultural enterprises 

become self-sustaining, but can also lead the local economy in this transition?

11.7 The enabling of touch
If in Living Streams and Place-Hampi the landscape acted as an interface and enabled access to, 

and connection with, a realm of multiple-presences inhabiting the landscape, in Resonances 

and Belongings augmented objects were utilised as portals to access other realities, that of the 

migrant’s journey of re-homing to Australia and of a local past resurfacing in Liverpool’s 

museum from the memories and donations of the community. 
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Interaction with augmented objects engaged primarily the sense of touch, in its two-fold active 

and passive modalities: that of touching and being touched. However by different interactions, 

both case studies utilised the skin and its conductivity and response as a resonating vessel and 

necessary condition of moving into the world of the objects and making sense of them.

As mentioned in the case studies the relationship between affective and physical touch has been 

understood since early Western philosophy, and can be traced back to Aristotle’s investigations 

of the heart as the location and corresponding organ of this sense. This correspondence was also 

known in Vedic philosophy and Tantra phenomenology in the Hindu tradition. Investigating 

retrieves the intimate connection at the base of Abhinavagupta’s philosophy between touch and 

awareness. Abhinavagupta acknowledges the sense of touch as the highest of all perceptions 

and as the primordial sense enabling the highest process of awareness. This awareness arises 

in the act of external, active forms of touching, but also it refers to internal tactile sensations 
29. As discussed 

in the case studies, the link between touch and awareness is a continuous thread running 

through contemporary phenomenology, including Merleau-Ponty and Levin’s inquiries and 

most recently Jean Loius Chretien, whose studies provide insights into the phenomenological 

reading of Aristotle’s speculations on touch, arguing that both vision and hearing are grounded 

in the human capacity to touch. As Chretien observes it is through touch that the body listens 

without basing itself on a phenomenology of touch”30.

11.7.1 Touch and Profanation

Understanding the role touch can play in enabling and amplifying our connection with the 

world is fundamental for designers whose work addresses the senses as vehicles of engagement 

potential of perforating the threshold and divide between the worlds of self and other, thus 

enabling contact.

Touch as an organ of profanation has also been discussed by Agamben when he recalls 

procedures through which religions remove things, places, animals or people from common 

use and transfers them to the separate sphere of the sacred. Rituals involving touch played 

a crucial role in both creating separation and, conversely, returning that which has been 

separated through profanation:

That which has been ritually separated can be returned from the rite to the profane sphere. 
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the divine sphere. One part of the victim is reserved for the gods, while the rest can be 

consumed by men. The participants in the rite need only touch these organs for them to 

become profane, edible. There is a profane contagion, a touch that returns to use what the 
31

In the extreme phase of capitalism in which we live, which Agamben explains as a new, 

mainstream religion, everything is separated from itself and placed into separate spheres, that 

of consumption and of spectacular exhibition:

We could say that capitalism, in pushing to the extreme a tendency already present in 

sacred to the profane, there is now a single, multiform, ceaseless process of separation 

that assails everything, every place, every human activity in order to divide it from itself. 

This process is entirely indifferent to the caesura between sacred and profane, between 

divine and human. In its extreme form, the capitalist religion realises the pure form of 

separation, to the point that there is nothing left to separate. An absolute profanation 

without remainder now coincides with an equally vacuous consecration. In the commodity, 

separation inheres in the very form of the object, which splits into use-value and exchange 

value and is transformed into an ungraspable fetish. The same is true for everything that 

is done, produced or experienced - even the human body, even sexuality, even language.32 

Belongings, objects 

handling plyas a fundamnetal role for its capacity to initiate a dialogue between visitors 

on a personal, subjective level.  I have argued that touching peoples’ personal belongings 

and, at the same time, being touched by the memories they carry, can be a deeply moving, 

of communicating back to ourselves. This inter-subjective dialogue with the past, the other, the 

mediation of difference and consequent dialogue that unfolds between visitors and memories 

has the potential for being transformative on many levels. It transforms the archive, where 

oral histories are held and de-contextualised for the purposes of heritage preservation, into 

oppositional, the former being a representation of the past, the latter a dynamic and dialectic 

phenomenon, which necessitates that it be perpetually activated by collective, performative 

“must be a will to remember”33 . Fernandes explains how important this desire for knowing the 

past is in the process of preserving cultural heritage. It happened that participants involved in 
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“Sometime it’s simply because no one had ever asked”58 . We imagined the act of searching, 

selecting, browsing through the different objects on the Reading Table as simulating asking a 

question. This gesture performs the interest and curiosity of knowing about a place, a person 

or an object, it equates posing a question and thus starting a conversation. In this simulated 

narrative environment audiences are performers who actively initiate and participate in the 

dialogue. Their movements and choices create associations, make new sense and renegotiate 

meanings between the present and the past.

Belongings)

In this case study I have tackled questions of affect and engagement in the development 

of digital interactions with material objects. The idea was to extend presence and mediate 

the experience of loss and re-grounding using augmented objects as actuators of memory. 

In this interaction, the continuum of migrants’ affective experience, which develops through 

displacement and re-homing, is renegotiated and can be re-embodied through the interplay 

of sense-memory triggered by physical touch and the immersive narrative environment it 

activates. In a transposition to an exhibition space, further considerations need to be regarding 

the aesthetics of the objects, the materiality of the replica and the display, and visitors’ 

interactions in the space. Would it be more important, for instance, that a replica conveyed 

properties related to shape, texture, or material? I imagined a scenario in which replicas were 

all made of the same material, ceramics, and in the same colour. This invites the audience to 

search for and to discover the differences of the various objects – thus conveying the difference 

of each personal experience attached to them – by touching them. I imagined the objects 

and life memories associated with the objects using directional speakers to facilitate a more 

spontaneous listening experience without interference.

accessible”35, the idea behind this interaction works at the convergence between different 

modalities of communication: orality, gesture, touch and vision. It also combines the explorative, 

proprioceptive experience of active touch with the interceptive one of being touched by the 

sound36. Moreover, it affords visitors a performative way to experience narratives driven 

by their own exploratory interest, guided by a curiosity to handle an object and knowing it 

sensorially. 

In this regard it is important to consider the current debate within material culture discussions 

of approaches to the representation and embodiment of cultural memories that privilege 

on this tension, Andrea Witcomb argues that – 
228



… arguments for sensorial, embodied form of knowledge help understanding the role of 

forms of memory, stories are told about particular people, places and experiences of the 

past. Memories and objects are thus placed within a temporal framework in which the past 

is clearly differentiated from the present. 37 

Such temporal demarcation seems to fade when sense memory is involved. As Jill Bennett 

… a sense memory is the physical imprint of a traumatic experience, casting aside any 

sensation related to the traumatic experience. 38

Witcomb goes on by explaining the impact of sense-memory on time “… in material culture 

studies, sensorial experiences are increasingly associated with a form of memory which also 

collapses time and which cannot be easily narrated”39.

temporal effects of narrative and sensory based forms of memory, I leave this open to the 

different interpretations and experiences that new approaches of curatorial design with 

responsive environments and sensitive objects might develop for audiences. As the curators of 

Australian Journey notice:

the realm of affect and sense memories that they produced for their owners/collectors, 

traditional forms of display in which objects are used as illustration of historical themes 

will fail to bring this out. Therefore new strategies of interpretation which enable new 

forms of engagement with the object are needed.40 

11.8  Enchanted objects
Resonances and Belongings have challenged the potential of touch to transgress the separation 

between the sphere of spectacle and everyday life by engaging physical bodies in the act of 

knowing about the other and opening up an encounter for the other to manifest in the space of 

the museum. Tested in and through practice, the experience around touch-based interactions 

has proved to be a valuable means to access interiority and facilitate a more introspective 

relationship with the represented other. The role that everyday objects can play in this 

The Universal Addressability of Dumb Things held at the Southbank Centre, London, in 2013 and 
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curated by artist Mark Leckey advocates precisely this new understanding of common objects 

as more than just things we are surrounded by and own. It explored how relationships with 

ordinary things are transformed by information technology and how this augmentation and 

entanglement between digital and physical world produce a kind of “techno animism where 

the inanimate comes to life, returning us to an archaic state of being, to aboriginal landscapes 

of fabulous hybrid creatures, where images are endowed with divine powers, and even rocks 

and trees have names”41. Is technology leading us to a more subtle understanding of the world 

we live in, enabling us to establish correspondences, opening up new relationships between 

technology can cast a spell over us, producing wonder and enchantment. Both this mental state 

of being enchanted, as well as interaction with objects that are intelligent and possess agency 

seem to lead to a new, integrated, form of animism, or object-centred knowledge, which revere 

on curatorial design practices, as Leckey explains:

Modern technology becomes ever more pervasive and sophisticated, objects begin 

boomerangs us back into the past and a more animistic relationship to the things around us. 

The status of objects is changing, and we are once again in thrall to an enchanted world full 

of transformations and correspondences, a wonderful instability between things animate 

and inanimate, animal and human, mental and material.42

11.9 Aesthetic experience and how to evaluate it
Adopting an object-centred approach to curatorial design entails releasing the curatorial 

to encourage interaction and participation. I have argued that the integration of multimodal 

interfaces in the exhibition environment can facilitate participation and engagement as 

interactive media require a response and input on the side of the user/participant. In what 

ways is this responsive state on the side of the visitor encouraged or provoked by the exhibition-

scape, and how can we design and induce an aesthetic experience for museum audiences? 

encountering a work of art. According to the studies he conducted with his team at the J. 

Paul Getty Museum, aesthetic experience encompasses four major components including: 

knowledge, which appeals to the cognitive dimension and to the prior knowledge on the 

subject/work; Emotion, which pertains to the affective and emotional sphere, encompassing 

dimension concerning the impact that the art object has on our perception, the visual impact 

or, in the case of music, the aural; the last category “includes the way in which works of art 
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encounter with the work of art”43. The fourth dimension 

therefore appeals to self-discovery, introspection, personal 

connectedness with objects as well as to our “universal 

concerns across cultures and times”44

you along in time and place”45. In order to understand 

the dimension of knowledge, emotion, perception and 

experience, the author draws a comparison with highly 

experienced professionals when they are engaged with a 

given activity such as rock climbers, ballet dancers, chess 

masters and surgeons.

In both cases, i.e. an audience experiencing a work of 

art and a professional engaged with an activity, the 

experience is made possible by active exercise exerting 

cognitive, perceptual, emotional and communicative 

skills. This engagement, as the author notices, requires 

full concentration and undisturbed attention. This results 

in focusing on the present moment, the exclusion of past 

and future concerns and other extraneous mental content 

to establish space for the “fully satisfying world created by 

the interaction”46. 

aesthetic experience demand an object focus, which 

requires attention centred on an activity or an object. 

Immersion in the present – with no distraction about past 

and future concerns, the loss of ego – that is an awareness 

of transcendence involves the boundaries of the ego, 

control of actions or necessary skills to perform an active 

discovery, a sense of wholeness and integration resulting in a sense of self expansion and 

satisfaction.

need to create a sense of immersion in the work, and this is facilitated by media that stimulate 

multiple senses simultaneously, as well as engaging us in a state of sustained attention in 

the present moment, thereby involving active discovery. All these components contribute, 

of self when we return to normal life after experiencing this time of suspension and immersion 



can help understanding about how to evaluate, from an aesthetic point of view, the kind 

of practices that we have engaged with in this research involves the ability to “decode and 

recreate – through historical knowledge, emotional responsiveness, visual sophistication and 

communicative empathy – some aspects of the process by which the work of art was created. 

47

aesthetic encounters with the work of art as a resonance between the visitors and the work 

encompassing all four dimensions of the aesthetic experience, including sensing, feeling, 

thinking and communicating:

The aesthetic experience occurs when information coming from the artwork interacts with 

information already stored in the viewer’s mind. The result of this conjunction might be 

a sudden expansion, recombination, or ordering of previously accumulated information, 

which in tour produces a variety of emotions such as delight, joy or awe.48

Discussing the evaluation of aesthetic aspects and qualities of design and how this has been 

a rather neglected area of research, Mads Nygaard Folkmann explores the communication 

encoded in design objects in terms of their added value enabling an object to be regarded as 

aesthetic. As Folkmann explains, design objects are a physical manifestation of an idea which 

is incarnated in the object. Moving the focus from the perceiving subject to the sensuous object, 

Folkmann argues that questions regarding aesthetic qualities of an object should investigate 

the object itself in its capacity to 

… point to a level of idea content or meaning, which, in a complex process of displacement, 

coding [which] examines how an object can not only attract attention and appeal to the 

order of alignment or mode of understanding.49 

Questions of aesthetics in design should concern, according to Folkmann, “how [designed 

kinds of experience and experiencing are evoked”50.

This is very relevant to the way in which we can evaluate curatorial design practices from an 

aesthetic point of view by looking at the how ideas are physically manifested in the design. 

Ideas, such as the use of landscape as an interface in the Living Streams case study which drew 

on the notion of immersion in a multidimensional landscape, had to be somehow compromised 
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retrieving and participating in the layers of landscapes, was an hindrance to the experience, 

content, or creating a distance, through a remote online experience disconnected from the 

landscape itself. 

Folkmann goes on to explore aesthetics in design, arguing that this is “a matter of how design 

relates to meaning”51. Not only does this relationship need to be explored in the way it is 

The integration of idea and physical manifestation constitutes, according to Folkmann, the 

hallmark of aesthetics in design and creates a surplus of meaning that can be used as a tool of 

Challenges in design are found in the ongoing dialogue that design can enable between the 

outer appearance and the meaning it attempts to simultaneously reveal and conceal. Including 

considering the two main aspects of design put forward by Folkmann, including design “as 

a structure of sensual appearance, and design as an act of communication that lets an idea or 
52.

within the design process in terms of its capacity to enhance aesthetic perception and produce 

ambience. This can be included in a design methods toolbox, which can help to explore how 

“the power and importance of a sensual relation are achieved through designerly means”53.

and the way design communicates encoded meanings and values in aesthetic forms. These 

instruments can be used as both means of challenging conventional ways of conceiving design 

as well as practical methods to address aesthetics in design.

11.10  Our being in the world
Since the very early phases of new media art and artistic research in immersive virtual spaces, 

artists and designers have posed questions on the potential of the medium to enable new 

understanding and experiences of our place in the world and the role of the body in this 

domain. Osmose created by Char Davies in 1995 is an example of a pioneering interactive 

virtual environment utilising 3D computer graphics and spatialised sound. The work created 

an audience immersive experience via a stereoscopic head mounted display and a motion 

capture vest with breathing and balance sensors. The installation consisted of a dark and 

quiet space and two large-scale light openings facing each other, a stereoscopic projection 

of a shadow silhouette of the audience. The silhouette represented and communicated the 

Without going into the technicalities and details of the work, my interest here is to tease out 

the motivations that drove the creative process as well as the concerns of the artist related to 

her work by drawing on her own words:
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Osmose is about being the world in the most profound sense, i.e. our subjective experience 

as sentient, embodied, incarnate, living beings embedded in a spatially-enveloping living 

dissolution of boundaries between inner and outer, intermingling of self and world, longing 

for the Other.54

The motivation behind Osmose as an artwork was to heal the Cartesian divide between mind 

has alienated, our capacity to reconnect body, mind and the world. The aesthetic of Osmose is 

described as an interactive aesthetic which is body-centred, based on intuitive, instinctual and 

visceral processes of breathing and balancing.

11.11 Participation in the inclusive museum
There are many ways whereby as curators and designers we can embed this preoccupation 

in our practice. The manifestation derived from these concerns can be very diverse. For my 

work as a curator and designer it is important to incorporate these concepts, as my practice 

is informed, challenged and illuminated by questions of how encounter, connectedness 

and intimacy can be facilitated, in what ways design can engage the physical body in this 

exchange, and how difference can be cultivated in order to let the world of the other emerge. 

Simply posing these questions in our work as designers can lead to a more integrated practice 

inclusive. 

Richard Sandnell examines how spatial practice and social agency can meet in the museum 

by looking at the politics of exhibiting, presentation and arrangement that marked the history 

of the museum. As museums undergo a process of radical reinvention and renewal, their 

agendas are driven by goals of achieving social equality, fostering inclusion and pluralism, 

and the promotion of equality, thereby engendering pluralist and democratic values. 

Sandnell argues, however, that a visitor-led audience-centred approach to exhibition making, 

which supports the primacy of visitors in determining meaning, can be problematic as far 

as social goals such as equality, pluralism and inclusivity are concerned. The primacy of an 

audience-led approach to museum making, should not, according to Sandnell, “deny the 

cultural spaces – curators, architects, designers and increasingly educators and other museum 

practitioners – determining what is displayed, how and with what purpose in mind”55. This 

entails taking the responsibility of choreographing an audience experience that negotiates 

degrees of restrictions and improvisation, spontaneous interaction, freedom and ambiguity. 

As designers we should aspire to create work that will produce a variety of emotions and 

attain a high quality aesthetic response from people. These involve focus, attention, clarity, 
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concentration, emotional transport, freedom and transcendence. Our goals as interpreters, 

curators and designers should also be to create an experience that is transformative. Referring 

to Peter Brook’s work, Greenberg proposes that the purpose of performance is precisely this: 

to transform. The idea of transformation informed the design strategies of the Holocaust 

the exhibition, in which visitors could “test their emotions against testimony from survivors 

about trust, faith, memory and rebuilding their lives”56.

Fallen Tree 

Trunk Bench’ designed by Jurgen Bey for Droog and illustrated in the image in the next page. This 

combines and blends two different objects pertaining to different registries and imaginaries: 

the natural environment and a domestic interior. The designer subverts and transforms two 

ordinary objects such as a tree trunk and a back of a chair, into something completely new and 

unexpected. The new hyperobject resulting from the combination evokes both the experience 

of being at home in nature, and at the same time bringing nature into our home. The chair is 

also a recurring object throughout this research: the hamper chairs imagined for a development 

of Living Streams into a public interactive installation, the chair as means for integration of oral 

histories at the Holocaust exhibition. The chair, furthermore, can be looked at as a metaphor 

of the encounters that this research has attempted to open up between testimonies of various 

times and histories, their heritage and contemporary audiences. Sitting on a chair also entails 

a predisposition to listen, an attitude of being open and receptive to meet an interlocutor, to 

save a time for oneself away from time. 

The practices I engaged with and presented in this research have been transformative for myself 

as a participant, curator and designer on many levels. I experienced closeness and affect with 

which I then encountered in person. Interacting with their belongings and knowing their stories 

created a space for intimacy enabling connection, dialogue and exchange. I felt I was part of 

the community in Liverpool and shared the same pride in learning, exhibiting and treasuring 

the wealth of its local heritage. There was a special moment when I felt that the enthusiasm 

I had imbued in the project was contagious and a very powerful means of engagement 

beyond Liverpool’s locale. When selecting the items on display at the museum I came across 

a documentary by Peter Weir on Green Valley. This was an early work of his career portraying 

what, at the time, was considered a doomed neighbourhood through the perspectives of the 

director. When I contacted him to inform him about the exhibition, he immediately wrote back 

saying that he remembered Green Valley and he was willing to contribute with a note from his 

memory based on his experience there. We hope to include this original work in the second 

stage of the exhibition.

through and integrated into creative and performative practices, have a transgressive potential 

of producing effects in the world, within and beyond their locality.
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11.11.1 The role of a local museum as a ‘contact zone’

engagement with the local history, culture and its communities.

“reciprocity and related systems of cultural exchange among subjects who meet, along with 

the ability for self-interpretation for the community of reference”57. Applying Pratt’s concept 

trajectories intersect – to Indigenous cultural centres, Clifford explains further how these 

between cultures and communities, thus fostering intercultural dialogue, representations of 

Many community museums dedicated to geographically and ethnically limited local 

are born from the need for self-representation and self-interpretation of small communities, 

above all in non metropolitan areas, but that are born in contrast to other cultures and 

ethnicities.58 

typically generated as a response to a need for self-representation, cultural exchange, or to 

preserve and to pass on a heritage that would otherwise be lost, as discussed in the case study 

of the Museum of Resistance.

This engagement with the local community as a driving agent which initiated the process 

was somehow missing in the early stage of the project, which fell into the typical process of 

appointing a curator and commissioning a design based on the curator’s proposal. Adopting 

participation as a structuring model of museum-making practices entails that the community 

takes full responsibility for initiating and carrying on the process, with the curator being a 

facilitator and mediator of the ideas, needs, values and desires that emerge from the community.

The initial community consultation upon which the design proposal was developed, however 

sensitively planned in order to gauge inspirations and responses that were as diverse and 

the appropriation of the museum’s goals within the communities that had been involved. 

For a museum to be inclusive and representative of the diversity and plurality of a multicultural 

society, such as Liverpool, there is a need for community members, local organisations and 

groups to participate directly and actively in the promotion, interpretation and representation 

of their own heritage. 
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In the case of the exhibition at Liverpool Museum, collaboration with a team of local 

development of the work, helping to devise the most relevant themes, possibly controversial 

topics and open discussions around key themes of Liverpool history that were also relevant 

more interdisciplinary, as well as locally driven, set of collaborations.

11.11.2 Public Goods: Collecting, preserving, sharing and producing culture

As a parting thought I would like to acknowledge the importance of local museums to 

invest in public programs in order to engage community members not only as audiences of 

exhibitions but as cultural producers and active participants in preserving, collecting, sharing 

and producing new knowledge about their heritage.

Public Goods by Proboscis, 

which develops a series of public programs in the UK. They are concerned with questions such 

as “What is most precious about the places and communities in which we live, work and play? 

attachment to people, places and things?” According to the coordinators, Public Goods 

investigating the intangible goods that people value in their own environments and 

communities, and what they wish to transmit to their fellow human beings both in the 

present and the future”. It focuses on “making and sharing tangible representations of the 

intangible things we feel are most precious about the places and communities we belong 

to, such as stories, skills, games, songs, techniques, memories, local lore and experiential 

knowledge of local environment and ecology.59

The project develops engagement and creative collaborations with artists, designers, the 

of experimenting with new participatory approaches between the public, local institutions, 

access to knowledge. Transforming local museums into cultural hubs for creative exchange 

and social engagement requires opening up the decision making process and transferring the 

curatorial power to the community. I propose that this can be tested in Liverpool by allowing 

local artists to use the collection exhibited in Resonances as a source of intervention and a site 

wherein to experiment with new ways of engagement with their heritage to create innovative 

aesthetic forms that are as open as they are unpredictable.
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11.12 What kind of knowledge?

it in many and profound ways, I would like to bring in the discourse the Petra Gemeinboeck’s 

considerations and questions about artistic research into digital processes. Gemeinboeck’s 

works explore the relationships and mutual perturbations that occur between machine 

agents and their temporary inhabitants. In asking what kind of knowledge is produced in 

creative research into digital processes and, Gemeinboeck argues that these artistic practices 

indeterminable conditions which are also partial and embodied. The kind of relationships that 

develop under these conditions are non-linear, co-evolving and embodied, rather than pre-

scripted and controlled: “Any existing relationships with it, any assumptions and expectations 

renewed”60. This creates a playground for material thinking enabling “alternate, multiple and 

slippery ways of knowing”61

these slippery outcomes and embodied knowledge to unfold: 

Every movement of the participant causes a myriad of changes in the whirling environment: 

environment created by Gemeinboeck in 2003 – continuously adapts to the curiosity and 

playfulness of its human opposite, and, at times, it appears to unfold like an extension of 

their bodies.62

Conditions of receptivity, ambiguity and improvisation can be looked at as opportunities for 

and open design is transforming all aspects of creative practices, including museum making, 

by developing a new approach to design and curation that is open to participation and 

enables interaction. As performed in the research practices, this approach is resonant with, 

of interaction. In doing so it creates a space of contact wherein physical bodies, tangible and 

intangible heritage, identities, subjectivities, places, present and past can meet. 

means that enables transformation and production of a kind of knowledge, that is aesthetic 

and embodied. Gemeinboeck explains further how the conventional production of knowledge 

typically 

… separates the subject from the object and distances the process of production from its 

technologies can open up new perspectives and engender new aesthetic experiences.63
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11.13 Parting thoughts 
We live in a very exciting time in which our society is transforming towards increasingly more 

complex forms of connectedness. This change had been anticipated by Henri Bergson and 

Marshall Mcluhan who envisaged an integrated collective intelligence and a “new form of 

commitment and participation, and thus advances a new consciousness of interdependency 

and harmony”64. I feel very fortunate to actively take part in this transformation, perhaps with 

a deeper awareness and taking a distance from the trusting and optimistic mood of the late 

1960s and early 1970s when Mcluhan was developing his theories, yet while participating 

with a similar enthusiasm in the transformation that we are seeing everyday with our own 

eyes. Practices like those discussed in this research and that I have had the opportunity to 

be involved in, are not only situated but perform and actively contribute to the digital and 

I share a similar hope and vision to that of Mcluhan in seeing the potential of digital media to 

enable a 

is generated and perceived not by the traditional connections that create linear, 

causative thought processes, but by the intervals, or gaps, which create synaesthetic 

discontinuous integral consciousness.65

at all suppressing the natural, a way to move towards a new form of connected, re-tribalised 

society, is by using our physical body as a vehicle of resonance. As researchers and creative 

practitioners in this networked reality we are offered an opportunity, and the responsibility 

that comes with it, to facilitate the connections between things, people, their bodies and senses, 

spaces and time, by designing magical resonances with the ancient, present, future, inanimate, 

as it allows freedom to connect and interact with anything that exists, could exist or has existed 

in the world, to bring the past back to life and to foresee what the future has set aside for us to 

explore.
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1      Resonances media coverage:

Museums and Galleries of NSW

http://mgnsw.org.au/sector/support/imagine/nominees-2013/exhibitions-3-20-staff/

The themes of work, home, community, children, good times and hard times in Liverpool’s history are explored via objects, 
images, text and sound. Thylacine’s worked with artist/curator, Francesca Veronesi, to create a display that presented the 
diversity of the collection whilst also encouraging visitors to sort the diverse collection into themes through the use of 
interactive light as a framing device. The design features an interactive display of themes illustrated by special lighting, to 
allow the visitor to create their own experience.

http://www.thylacine.com.au/who-what/resonances/?portfolioID=34

The refurbishment of the Liverpool Regional Museum, Sydney

Thylacine designed an exciting interactive exhibition in which to house the museum’s collection of everyday objects. The 
collection is displayed in a series of showcases, which sit within a four-sided “room within a room” frame. This frame ref-
erences domestic joinery of the 1960s

The objects in the double-sided showcases each belong to one of six themes, and an interactive light show is used to ‘sort’ 
the showcases accordingly. When the visitor presses a touch panel for a particular theme, the related showcases will light 
up for viewing, while all the others dim down into the background. The visitor can sort the collection as many times as 
they wish. The joinery design encourages them to explore the displays from all sides, and gain an in-depth understanding 
of the collection.

http://www.yourliverpool.com.au/liverpool-museum-objects-lives-and-stories-of-liverpool/

Posted by karress rhodes | 03.20.13

LIVERPOOL MUSEUM –

OBJECTS, LIVES AND STORIES OF LIVERPOOL EXHIBITION

Opens March 28 

The new exhibition, Objects, lives and stories of Liverpool at the Liverpool  Museum will use interactive technology to link 
objects from across our diverse community to weave a common story about our city’s past.)

Only event:

https://www.facebook.com/events/259524630848917/

2      Claire Bailey Ross , Exploring Museums, Digital Technology And User Experiences. Availanle 

at: https://claireyross.wordpress.com/2015/03/06/show-us-your-assetsmuseums-digital-engagement-the-horniman-ex-
perience/ [Accessed 12/11/2015]

3       Horniman museum, Instagram post. Available at: 

https://instagram.com/p/30tQTaJw_l/?taken-by=hornimanmuseumgardens [Accessed 12/11/2015]

4      See Horniman curator’s post on Tumblr. Available at: 

http://in-the-horniman.tumblr.com/post/41351835409/our-deputy-keeper-of-natural-history-paolo [Accessed 
12/11/2015]
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Artists/Designers

-How did you become involved in the project, how did it started?

-What was your role in the various stages of the project? (conceptualisation, development, 
production, exhibition)

-Whom did you collaborate with in the different stages of the project and how was the 
collaboration established?

-How did you imagine the audience interaction/experience with the work to develop?

-Which sensory perception did the interface design privilege, visual, tactile, auditory? 

-How did you document the audience’s experience? 

-Can you describe the different audience responses? For istance, were you able to gather an 
insight of what the experience of children with the work might have been?

differently?

Curators/Project coordinators

-How did you become involved in the project, how did it started?

-What was your role in the various stages of the project? (concept, data collection, 
development, production, exhibition)

-Whom did you collaborate with in the different stages of the project and how was the 
collaboration established?

-What was your contribution to the design stage? How did you interact with the designers? 
How would you describe your collaboration to be?

-How did the collaboration develop? Though face to face meetings, emails, visual 
presentation?-

-How would you describe your communication to be like? 

-How long did it last?

-What were your expectations? Did they change throughout the process

-How did (did not) the design outcome meet your expectations?

differently?
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In what age group are you? 

19 and under  20-29     30-39  40-49  50-59  60+

Gender :  Male  Female

-How would you describe your experience? (You can use key words)

would like to share with others? 

-Can you describe your feelings, emotions while doing the experience? (you can use key 
words)

-If you could meet an author, what would you like to ask her/him?

-If you could tell a story you heard to someone you know, what would you tell, and why?

- Is there any further comment you would like to share with us? Anything related to the 
technology, the exhibition setting or else?

-We would appreciate any comments and/or suggestions for further improvement

Question and answer questionnaire

Consent forms (interview/questionanire)
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A2.1 AUDIENCE QUESTIONNAIRE





MOST RESEARCH WILL PRESENT NO SIGNIFICANT ETHICAL PROBLEMS.  NONETHELESS, THE COMMITTEE IS AWARE THAT SOMETIMES THE MOST VALUABLE 
AND RIGOROUS RESEARCH WILL RAISE DIFFICULT ETHICAL ISSUES. THE COMMITTEE IS NOT DETERRED FROM APPROVING SUCH RESEARCH PROVIDED YOU 
DEMONSTRATE THAT YOU HAVE THOUGHT ABOUT THE RELEVANT ISSUES AND PUT APPROPRIATE MECHANISMS IN PLACE TO DEAL WITH THEM OR THEIR 
OUTCOMES.  AS PART OF THE APPLICATION PROCESS, THE COMMITTEE IS HAPPY TO PROVIDE ADVICE ABOUT DEALING WITH SUCH ISSUES.

THIS APPLICATION SHOULD BE READ IN CONJUNCTION WITH THE RELEVANT UNIVERSITY POLICY AND GUIDELINES (REFER: 
) 

AND THE NATIONAL STATEMENT ON ETHICAL CONDUCT IN RESEARCH INVOLVING HUMANS (SEE: 
 NOTE: REFERENCES TO RELEVANT SECTIONS OF THE NATIONAL STATEMENT (NS) HAVE BEEN INCLUDED AS A GUIDE IN THIS 

APPLICATION.

ALL RESEARCH BEING CONDUCTED AT UTS (FUNDED OR UNFUNDED) ALSO REQUIRES THE COMPLETION OF THE . 
CONTACT YOUR FACULTY ADMINISTRATOR OR THE RESEARCH & INNOVATION OFFICE FOR MORE INFORMATION ON THIS FORM.

THE COMMITTEE WILL TREAT YOUR APPLICATION CONFIDENTIALLY BUT RESERVES THE RIGHT TO SEEK EXTERNAL ADVICE IF NECESSARY.

A3 ETHICS APPLICATION



BERT WORKED AS A TECHNICAL MANAGER AND PROFESSOR AT THE RIJKSAKADEMIE (THE POST GRADUATE ARTIST IN RESIDENCE 
ACADEMY) IN AMSTERDAM, AS A RESEARCHER ON HAPTIC INTERFACES AND MULTIMODAL REPRESENTATION FOR MULTIMEDIA HOME 
SYSTEMS AND NETWORKS AT PHILIPS CORPORATION, NL, AND AS A RESEARCHER ON NOVEL INTERFACES FOR MOTION-IMPAIRED 
COMPUTER USERS AT THE UNIVERSITY OF CAMBRIDGE, ENGLAND. SINCE JUNE 2002 HE HAS BEEN INVOLVED AS PART-TIME 
LECTURER AND CURRICULUM DEVELOPER AT SEVERAL UNIVERSITIES IN THE NETHERLANDS, ON TOPICS RELATED TO INTERFACE 
DESIGN OR MORE GENERAL, THE INTERACTION BETWEEN PEOPLE AND THEIR ELECTRONIC ENVIRONMENT. BERT’S PROFESSIONAL 
AND ACADEMIC WORK DEVELOPED AN EXTENSIVE EXPERIENCE ON USER EXPERIENCE AND USABILITY TESTING TO ENABLE A BETTER 
COMMUNICATION BETWEEN THE HUMAN MIND AND THE COMPUTER PROGRAMS.

ILARIA HAS CONSIDERABLE EXPERIENCE IN CONDUCTING ETHNOGRAPHIC RESEARCH WITH CULTURALLY DIVERSE COMMUNITIES 
AND YOUNG ADULTS. FROM 2001 TO 2003 SHE HAS WORKED FOR THE MUSEUM OF SYDNEY RESEARCHING THE HISTORIES OF 
ITALIAN IMMIGRANTS IN SYDNEY, DOING OBSERVANT PARTICIPATION AND CONDUCTING MORE THAN 70 IN DEPTH INTERVIEWS. SHE 
HAS RECENTLY COMPLETED AN ARC PROJECT, WHICH DEVELOPED AN ETHNOGRAPHIC STUDY ON THE CULTURAL PRODUCTION 
OF ITALIAN ACTIVISM. SHE IS CURRENTLY WORKING ON AN ARC PROJECT ON DIGITAL ARTS IN WESTERN SYDNEY INVOLVING 
OBSERVANT PARTICIPATION AND IN DEPTH INTERVIEWS. SHE IS ALSO WORKING ON A LEARNING AND TEACHING PERFORMANCE 
FUND GRANTED PROJECT ON THE PRODUCTION OF SOCIAL SPACE IN SECOND LIFE, WHICH INVOLVES ONLINE PARTICIPANT 
OBSERVATION AND INTERVIEWS AND VISUAL ANALYSIS



















(A) HOW ARE YOU OBTAINING CONSENT?  (ATTACH A COPY OF ANY CONSENT FORM AND/OR INFORMATION SHEET.  REFER: 
) 

I WILL SEEK CONSENT FOR INTERVIEWS AS WELL AS PERMISSION FOR AUDIO/VIDEO RECORDING THROUGH A WRITTEN CONSENT REQUEST. (SEE ATTACHED 
SAMPLE CONSENT FORM). I WILL PROVIDE INFORMATION TO AUDIENCE PARTICIPANTS THROUGH AN INFORMATION LETTER IN A Q&A FORM IN WHICH I WILL 
CLARIFY AIMS OF THE RESEARCH AND WHAT THEIR INVOLVEMENT WILL ENTAIL.
IN SOME INSTANCES THERE MIGHT BE PARTICULAR ISSUES IN OBTAINING CONSENT, FOR EXAMPLE IN RESEARCH INVOLVING PEOPLE WITH DEMENTIA, 
PRISONERS, SUBORDINATES, ETC.

NO



NO, THE RESEARCH DOES NOT TARGET ANY SPECIFIC LANGUAGE GROUP. HOWEVER, FOUR INTERVIEWS WILL BE CONDUCTED IN ITALIAN, AS INTERVIEWEES 
ARE ITALIAN NATIVE SPEAKERS. RISKS OF MISCOMMUNICATION DUE TO LANGUAGE ISSUES ARE VERY UNLIKELY TO OCCUR AS BOTH INTERVIEWER AND 
INTERVIEWEE ARE ITALIAN NATIVE SPEAKERS.

IF YOUR RESEARCH INVOLVES ANOTHER INSTITUTION, YOU MAY NEED TO OBTAIN ADDITIONAL APPROPRIATE CONSENT OR EVEN FORMAL APPROVAL.  SOME 
INSTITUTIONS MAY BE SATISFIED TO ABIDE BY UTS ETHICS APPROVAL.  OTHER INSTITUTIONS MAY REQUIRE ANOTHER LEVEL OF APPROVAL.  

THE NSW DEPARTMENT OF EDUCATION AND TRAINING (DET), FOR EXAMPLE, HAS PARTICULAR REQUIREMENTS RELATING TO THE CONDUCT OF 
RESEARCH IN SCHOOLS.  IF YOUR RESEARCH INVOLVES DET, YOU ARE ADVISED TO CONTACT THEIR STRATEGIC RESEARCH DIRECTORATE ON (02) 9561 
8370 OR (02) 9561 8809 OR (02) 9561 8402.  THEIR WEB SITE IS:   

SERAP APPLICATIONS SHOULD BE SUBMITTED THROUGH THE ASSOCIATE DEAN (RESEARCH), FACULTY OF 
EDUCATION AFTER YOU HAVE RECEIVED YOUR ETHICS APPROVAL FROM UTS HREC.

(A) DOES THIS RESEARCH INVOLVE ANOTHER INSTITUTION, ORGANISATION (E.G. SCHOOL, UNIVERSITY, COMPANY, HOSPITAL, NURSING HOME ETC), 
OR COMMUNITY GROUP? IF YES, GIVE DETAILS.  IF NO, PROCEED TO NEXT SECTION.

YES. THE RESEARCH INVOLVES A COLLABORATION WITH NSW MIGRATION HERITAGE CENTRE. THE CENTRE WILL ALLOW ACCESS TO ITS MEDIA ARCHIVE 
AND USE OF ARCHIVAL MATERIAL FOR RESEARCH PURPOSES. ARCHIVAL MATERIALS INCLUDE ORAL HISTORIES COLLECTED BY THE CENTRE THROUGH 
INTERVIEWS WITH FORMER MIGRANTS. INTERVIEWS ARE ALL PUBLISHED ON THE CENTRE’S WEB SITE AS PART OF THE ONLINE EXHIBITION BELONGINGS. 
POST-WWII MIGRATION MEMORIES & JOURNEYS. THE ORAL HISTORY INTERVIEWS APPEARING IN BELONGINGS HAVE BEEN EDITED BY ANDREA 
FERNANDES, PROJECT CO-ORDINATOR. THE BELONGINGS WEBSITE AND ITS INTERVIEWS ARE PROTECTED BY COPYRIGHT LAW AND THE CENTRE PROTECTS 
THE PRIVACY OF BELONGINGS PARTICIPANTS.



 SURVEY/QUESTIONNAIRE
 INTERVIEW
 FOCUS GROUP
 COVERT OBSERVATION
 PARTICIPANT OBSERVATION
 TELEPHONE PHONE SURVEY
 PSYCHOLOGICAL TESTING/QUESTIONNAIRE
 PHYSIOLOGICAL/MEDICAL TESTING/ASSESSMENT
 AUDIO/VIDEO RECORDING 
 ELECTRONIC/DIGITAL RECORDING 
 ACCESS TO RECORDS (SEE BELOW IN QUESTION 14)
 OTHER (PLEASE DESCRIBE)

(A) DOES YOUR DATA INCLUDE ACCESS TO AN INFORMATION DATABASE OR PERSONAL RECORDS FROM ANY OF THE FOLLOWING SOURCES? IF YOU 
SELECT ANY OF THE OPTIONS BELOW, PLEASE PROVIDE DETAILS IN THE TEXT BOX. IF NOT, PLEASE PROCEED TO QUESTION 15.

 UNIVERSITY
 HEALTH OR MEDICAL AGENCY (IF YOU SELECT THIS OPTION, YOU MUST COMPLETE AND ATTACH .)
 STATE OR COMMONWEALTH AGENCY  (THIS OPTION INCLUDES A MINISTER, DEPARTMENT, OR BODY ESTABLISHED UNDER A STATE OR COMMONWEALTH 

ACT, OR A PERSON APPOINTED BY A STATE GOVERNOR OR THE GOVERNOR-GENERAL, OR HOLDING OFFICE UNDER A STATE/COMMONWEALTH ACT, A STATE/
FEDERAL COURT AND THE STATE/FEDERAL POLICE).

 OTHER

(C)  DOES YOUR RESEARCH INVOLVE ACCESS TO STUDENT RECORDS AT THIS UNIVERSITY?  IF YES, PLEASE REFER TO: 
 AND INDICATE HOW YOU WILL FOLLOW THIS PROTOCOL.



 ELECTRONIC/DIGITAL RECORDING 

 JOURNAL ARTICLES 



THE FOLLOWING PRIVACY PRINCIPLES APPLY TO ALL RESEARCH CONDUCTED BY STAFF AND STUDENTS OF THIS UNIVERSITY

(INFORMATION ON HOW THE PAPIP ACT 1998 APPLIES TO UTS CAN BE FOUND ON THE  WEBSITE)

 (A) WILL THIS RESEARCH BE UNDERTAKEN IN CONFORMITY TO ALL THE ABOVE PRIVACY PRINCIPLES? IF NOT, PLEASE EXPLAIN.
YES



(D) TO WHAT EXTENT WILL YOU OR ANYONE ELSE BE ABLE TO IDENTIFY THE RESEARCH PARTICIPANTS FROM THE PUBLISHED OR UNPUBLISHED DATA?  
PLEASE DESCRIBE.

INTERVIEWEES ARE DESIGN, ART PRACTITIONERS AND CULTURAL PRODUCERS WHO WORK AND PERFORM IN THE PUBLIC DOMAIN. THE DATA COLLECTED 
WILL BE IDENTIFIED ACCORDING TO THE PARTICIPANTS’ INDICATION AS PER CONSENT FORM. 
AUDIENCE PARTICIPANTS WILL NOT BE IDENTIFIABLE AS PARTICIPANTS’ QUESTIONNAIRES ARE ANONYMOUS. 

RETENTION REQUIREMENTS: THE AVCC GUIDELINES ON THE STORAGE OF DATA REQUIRE THAT DATA BE KEPT FOR A MINIMUM OF 5 YEARS AFTER 
PUBLICATION OF RESEARCH. HOWEVER, IN NSW, LONGER RETENTION REQUIREMENTS ARE REQUIRED FOR RESEARCH ON HUMAN SUBJECTS WITH POTENTIAL 
LONG-TERM EFFECTS, RESEARCH WITH LONG-TERM ENVIRONMENTAL EFFECTS, OR RESEARCH CONSIDERED OF NATIONAL OR INTERNATIONAL SIGNIFICANCE, 
IMPORTANCE, OR CONTROVERSY. IF THE DATA FROM THIS RESEARCH PROJECT FALLS INTO ONE OF THESE CATEGORIES, CONTACT UNIVERSITY RECORDS FOR 
ADVICE ON LONG-TERM RETENTION.

20. OTHER ETHICAL ISSUES:
ARE THERE ANY OTHER ETHICAL ISSUES IN RELATION TO YOUR RESEARCH THAT YOU WISH TO COMMENT UPON?

To ensure minimum delay in the consideration of your application, please indicate by ticking the appropriate boxes 
below that you have supplied the following:

I have attached the following supporting documents: Y   N/A

Letter of candidature (students) or       

  Doctoral or Masters assessment (students)  

Budget page from funding application       

Explanations of any technical terms used         

Signature from Dean/Nominee to access students          

Consent form and/or information sheet       

Translation of forms/information letter(s)/instruments     



Surveys/questionnaires/outline of questions        

Approval from external institution/community group          

Additional copy for Jumbunna if required (see Question 11a)   

Relevant contracts/agreements           

Appendix A – Clinical Trials       

Appendix B – Children       

Appendix C – Language/Culture       

Appendix D – Privacy       

Signed declaration(s)     

Original & 16 copies of this application (total: 17 copies)     

I have emailed my application to Research.Ethics@uts.edu.au     
(note: all attachments should, where possible, be consolidated into one electronic document before being emailed)
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Curator: Francesca Veronesi 

Introduction

Resonances takes you on a journey to discover Liverpool’s rich heritage through the objects 
that citizens and families donated to the museum over the years. 

Objects shape who we are, the people we engage with, our attachment to places, our values 

a person or a family. The common intention of the donors to leave a trace of their time to the 
future generations is a running thread, unifying the variety and diversity of what can appear 
as an eclectic mix of artefacts, photographs and oral histories. 

Resonances explores over two centuries of Liverpool’s history through the connections that 
objects open up between the people who donated them, the community and the places they 
lived in at a point in time. These connections are for you to search for, and engaged with, as 
you interact with the extensive collection of more than a hundred objects on display. Your 
interest and curiosity about how the objects were originally used, why people held them and 
cherished them, are that which makes the objects resonate, giving them a voice. 

through six different journeys. These represent the most common requests people ask when 

benevolent action. As a secular shrine, the museum is furnished with the offerings that people 
donated through time, their private keepsakes and memories are now part of a collective 
heritage.

Resonances organises people’s donations around six themes: Home, Community, Children, 

Liverpool’s past, through the events, people and places that shaped Liverpool’s history, 
culture, social and economic life. Each journey is a unique experience. Let the objects tell you 
their stories. 

CHILDREN

What was is like to grow up in Liverpool at the turn of last century, in the 1930s, or later on in the 
1950s? What kind of games did children play, what was school like? Objects, photographs and 
oral histories help traveling back to a time when entertainment for children meant swimming 
at the local swimming pool: the Georges river. They would learn the basics at the ‘duck pond’ 
at Casula and by the time they could swim at the Weir they were ‘graduated’.

Children often had to take long walks in the bush to go to school. In the 1930s schools were 
over crowded and could not provide basic writing equipment. Hammondiville Primary school 
used a sun dial because the school didn’t have a clock. Designed to accommodate 40 students, 
the school hosted 91 children when it opened in 1933. With a population of 271 adults and 
374 in the early 1930s, Hammondville appeared to be a town driven by children. Residents 
recalled Dr. Lovejoy, Dr. Pierie and Dr. O’ Brien as dedicated family doctors coming to their 
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home. “They looked at you and knew what was wrong”. Common illnesses used to be treated 
with house remedies. Annual baby shows were held in Hammondville where ‘champion 
babies’ were voted amongst various categories. Can you picture the babies all dressed up 
in their fancy dresses, bonnets and gowns? The children portrayed in the photographs on 
display were going to become prominent members of the community. Mac Ashcroft, whose 
family established a leading business in the meat and live stock trade in Liverpool, served as 

feeding the animals before and after school. Migrants from other countries brought their music 
and songs along in their journey to Australia. Record players, old radios, music sheets and 
children song help tuning into the sounds of the past. 

Youth Centre and Casula Powerhouse Art Centre. Since the early 1980s these legal walls have 
provided a space for young people to express their talent.

COMMUNITY

Objects are animated, they posses agency. Reaching to a larger world, they tell not only 
about their owners, who possessed them, cherished them and ultimately donated them to be 
kept for the future. They also speak about the context and the community they belonged to. 
Advertising materials from E.J. Ashcroft and Sons, a meat wholesale and butchery established 
in Collingwood 1910, tell about a local business renown for its quality and competitiveness, 
whose growth and success became a resource for the whole community in Liverpool. 

Other local businesses such as David Jones and Bushell Teas as well as many families in 

Hammondiville settlement. Regardless of religious faith and provenance, Hammondville 
housing scheme provided the opportunity to purchase a home offering a new start to 
hundreds of families. Residents in Hammondiville recalled a strong sense of community in 
the settlement, however discrimination to children at school and from local shopkeepers in 
Liverpool was often reported as an issue. 

Discrimination and criticism were also experienced by residents at Green Valley, a housing 
commission estate established in the1960s, which was labeled as ‘the dodge city’ by sections 
of the media at the time. In ‘Whatever happened to Green Valley?’, a pioneering community 
documentary, Peter Weir invited residents at Green Valley to present an image of their 
community and daily life addressing the social issues involved in rapid urban development. 

From Green Valley started the successful career in the transport industry of Frank Olivieri. 
Immigrated from Italy in 1949 in search of his father, Frank started as bus driver on the Green 

become major of Liverpool, Frank’s personal story is intertwined with the city’s social life and 
economic growth. 

In most recent years Liverpool’s community came together to protest against the federal 
government’s plan to build an International airport at Holsworthy and the associated 
environmental pollution threat, menace to wildlife and endangering of Aboriginal sites.

And You? What does ‘community’ mean to you? Do you feel you belong to one? Which of 
the objects on display are connected to your community?
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DIFFICULT TIMES

 take you to explore personal stories of strength, courage and resistance 
together with the struggle of the whole community facing the hardships of wars, isolation of 
concentration camps, poverty during economic recession, and the natural disasters affecting 

Liverpool paid a high tribute to the wars sending its young men to serve in the Army abroad 
as well as hosting military camps in the region since the early 1900s. William Learoyd joined 
the Australian Army as a member of the NSW Army Medical Corps in Sudan, Mac Ashcroft 
took part in the Burma campaign during WWII, and George Cantello, pilot of the United States 

in the defence of Sydney.

In 1914 the War Precautions Act stated that each ‘enemy subject’ was required to report to 
military authorities. Enemy subjects were considered any natural born Australian of German 
descendance, or other nationality of countries at war with Australia. Selective internment 
was organised, with the largest camp for German internees at Holsworthy in 1914. With 
approximately 5000 inmates at its maximum capacity, the camp became a small German village 
with a local bakery and theatre. Prisoners were released in 1919. 

Economic recession during the Great depression in the 1930s hit Liverpool very hardly with 

scheme was developed by NSW government through a system of coupons, which could 
be claimed in exchange for goods, such as meat, bread, potatoes and jam. The depression 
impacted on the city very strongly, forcing people to rely on local resources and solidarity from 

The Madonna of Lourdes from the private collection of Bruna Trimarchi, represents the stories 
of the migrants who escaped from the wars and aftermath of civil strives in their home country 
in more recent years in search for safety, education and employment opportunities to make a 
new start for themselves and their families.

GOOD TIMES

Good times are times of prosperity, recreation and leisure. They represent a diversion from 
working and domestic duties of everyday life providing a time for social gathering, sport, play 
and entertainment.

by Governor Macquarie to the daughter of Mr Bunker, a prominent member of the Liverpool 
colonial society. 

Dances have been a very popular from of recreation throughout Liverpool history. In the 1930s 
and 1950s dances were held on a regular basis at the local halls such as the Albion Hall in Bigge 

balls such as the Orphanage, Ambulance and Saint Lukes were organised by the local dance 
committees. 

Hammondville residents remembered running dances at the Hammondville hall for the 
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Ambulance club and the Harmony club. Other clubs in Hammondiville were the Black Cat, a 
ladies’ club and the Younger set, a youth club. Community singing and concerts were held in 
the Town Hall, which remained the main attraction in town before Liverpool Picture place was 
opened during WWI. 

Annual parades, processions, public celebrations such as the Empire Day the Festival of 
Progress and Liverpool Show in the 50s represented extraordinary events. Everyday life, 
however, was simple and people had to made their own fun visiting neighbours, listening to 
music and playing cards. 

in river presumably at Hind Park Baths. Weekend and school picnics were very common since 
the early 1900s with the most popular destinations at the Old Paper Mill, Sandy point and 
Casula. 

followed by the Football club in 1901. Amongst the oldest sport clubs are the Liverpool Golf 
and Tennis Club founded respectively in 1911 and 1920. 

Liverpool’s long tradition of horse breeding and racing began at Warwick farm in the late 
1880s. Developed initially as a horse stud, Warwick farm became a successful private training 
track, which produced Melbourne Cup winners. Edward and Mary McKinnon immigrants 

‘western town’, as in the American pictures: everyone was riding a horse or a sulky and horses 
used to be tied up outside the shops and along the posts.

HOME

Home is an idea, a concept, a place where we feel safe, a place to which we belong. Our 
everyday objects, often overlooked as trivial, help exploring the ties between people and 
places and how these changed over time.

home to the Cabrogal and their neighbours the Dharug, Gandangara and Tharawal tribes. 
Material evidence of Aboriginal link to the land can be found in scar trees, place names, rock 
painting and the wealth of stories, knowledge and tradition that still lives in the present.

Back in the early days after its foundation in 1810, many European settlers chose Liverpool as 

the collection of Pearce and Learoyd families and their long-term involvement with Liverpool, 

line of descendants with a tradition of Aldermen elected in Liverpool. 

In 1932 Reverend Canon Hammond established Hammondville Pioneer Homes settlement on 
13 acres of land at Moorebank near Liverpool to help families with three or more children who 
had been experiencing unemployment and eviction during the great depression. By 1946 over 
150 houses had been built with more than 500 people calling Hammondville their ‘home’. Objects 
and life stories from Hammondville testify a successful and unique experiment in response to 

made a new start possible for many. They also tell about people’s resilience, adaptability and 
hope for the future.
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For migrants, refugees and asylum seekers ‘home’ is a concept that always negotiates belonging 
to the adopted country and the homeland. Liverpool’s migration heritage is here represented 

immigrants settling in Leppington in the 1930s. The Italians established themselves on farms 
and engaged in the marked gardening business. They soon became a large community in 
Liverpool and surround areas.

In 1960 the NSW Housing Commission developed one of the largest housing schemes in 
Liverpool on a 1,500 acres estate at Green Valley. In a decade the population in Liverpool rose 
from 30,000 to 75,000. Liverpool is now home to a dynamic, multicultural population of more 
than 180,000 people. With almost 40% of the population born overseas, people in Liverpool 
have more than one home. 

Objects tell about our space, ourselves and our stories. And you? Where and what is ‘home’ 
for you? 

WORK

Work plays a major role in human life, on a personal, social and economic level. 

Most of the early settlers who moved to Liverpool to work for estates found employment 
in farming and pastoral activities. Poultry farming, stock grazing, wine making, wheat and 
fruit growing and market gardening, continued in Liverpool for over two centuries. Early 

established in Collingwood and Moorebank on the river.

The construction of the railway, modern abattoirs and storage sheds in mid 1800s created an 
infrastructure to support the livestock and meat industry and attract investments in the area, 
with Pearcy and Ashcroft being the leading businesses in the wholesale and retail butchery. 

of 25 tons of newsprint a week, employing also boys and girls in the paper manufacturing 
process with ongoing 12 hours shifts.

In 1910 the Challenge Woollen Mills was established on the site of the old paper mill by Henry 
Bull, whose family had a long tradition in mercantile trade.  By 1914 it was one of the larger 
employer in Liverpool. With two hundred workers in 1930, the Woollen Mills became a pillar 

on display is one of the 7.5 million blankets that the mills has produced over 6 decades of 

working week for a thirty two dollars and six pence salary. 

In 1948 Standard Telephone and Cables established a large factory in Moorebank. After 10 years 
it employed over 1300 workers at the production of domestic electric appliances, radio and 

enterprises alongside with a rapid population growth and urbanization.

Can we foresee where is Liverpool’s economy heading toward in the next future?  What are 
Liverpool’s current leading industries? What will be their role in the transition from an industrial 
to a post-industrial economy and in keeping the legacy of Liverpool’s entrepreneurial past?
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