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Welcome to the first issue of THECUBE’s new triannual
magazine designed especially for people who are
interested in the the interaction between art, science and
technology.
We want this to informative and above all useful. The
magazine contributions come from the fields of science,
design, art, technology, and academia. Inside you’ll find a
mixture of news, reviews and features on a particularly
curated topics.
This quarter we will be focusing on embodiment spanning
through four different lenses; neuroscience, art,
technology, and the built environment. Embodiment is the
study of how our body plays a role on cognitive matters
such as emotion, perception, speech, and memory. It is
also in reference in how our brains and body are
symbiotically orchestrated.
We find the topic embodiment, as an interesting
juxtaposition to our digital lives as well as a unique lens
from which to analyse the advancement of artificial
intelligence.
We hope you enjoy this first issue and do let us know if
there are any topics you;d like to see covered in the
future.

Thank you for reading!

1

EMBODIMENT
03
EMBODIMENT IN RELATION TO CULTURE
06
WHIST BY AΦE
09
EMBODIMENT AND EMOTIONS
12
EMBODIMENT AND TECHNOLOGY
19
MAKING SENSE OF EXPERIENCE THROUGH STORY AND ART
22
EMBODIED PERSPECTIVES
27
CONSCIOUS CITIES
29
SEDENTARY LIFESTYLES
31
EMBODIED ARCHITECTURE
33
THE EMBODIED CITY
35
CONNECTING AND UNDERSTANDING
37
90 NORTH
40
EXPLORING THE NORTH
43
THE ROBOTS ARE AFTER US
49
ANATOMY, LIFESTYLE AND BODY AESTHETIC
53
FORMA ARTS
55
EVENTS
58

2

WORDS
ARACELI CAMARGO
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Embodiment is the how our internal
intangible and biological experience is
made tangible through its relation to our
body. There are two main kinds of
embodiment, cognitive and emotional, and
they both affect the way we translate our
internal experience into external action.

accuracy the significance and meaning of
our experiences and interaction with the
built environment and people.
Imagine you are walking down the street,
you run into an acquaintance, you choose to
wave and keep walking. There is an element
of recognition, which allows you to
categorise this person as an acquaintance.
However your reaction to them and
interaction is gauged by how you feel about
them. This acquaintance may make you feel
pleasant in seeing them but that feeling may
not be enough to cross the street to engage
further. Emotions are yet another set of tools
our body and brain use to understand,
communicate, and interact with the people
and places around us.

Imagine the following; two people are
standing at a bar, one is smiling and one is
frowning. Who is more like to ‘get’ the joke?
Science would say the one who was already
smiling. This phenomena is called
embodiment. We embody both thoughts
and emotions. A warm drink will make us
feel more accepting and open as it makes
us feel comfortable, or a room full of natural
light will make us feel more awake due to
the way the light waves hit our retinas. We
do not just pay attention to our environment,
we actually take it in via our body.

Emotions start with chemical reactions. We
interact with stimuli, these stimuli cause a
chemical to be released, which then causes
us to feel a certain emotion in relation to that
stimuli. From there we make a decision
about what type of interaction we want to
have with said stimuli. If you were out
running and a car you did not expect comes
racing out, you would see it, a rush of
chemicals like adrenaline would flood from
brain to body, making you feel fear. These
chemicals would dictate your rapid
response towards the car, i.e. quickly
removing yourself from harm’s way. Our
brain is in constant chemical flux as
everything we interact with will induce a
chemical and emotional response. When
you felt the car no longer posed a threat,
your body would start the process of
homeostasis, the neutral state. Then you
start to run again, you see a person walking
a dog, you feel happy, and again your body
and brain would release another set of
chemicals, and on it goes.

The relationship between the mind and the
body is still being studied. One of the
leading scientists is Mark Williams,
professor and researcher on depression at
Cambridge University. He has been working
on the links between depression and
physical posturing and activity.
In one of his studies, he asked sufferers of
the disorder to adopt a more positive
posture in their daily life in order to instigate
a change in mood. His work has found that
patients who started to adjust their body via
walking with their head held high and sitting
upright, started to see a change in their
mood. This insight can allow us to create
smarter environments, which work in
tandem with the people in the space. This
means that we can use embodiment to
teach, change, and influence behaviours.
The other half of embodiment is emotion.
Our environments are filled with emotionally
significant information. Emotions are an
essential component in how we make
decisions and contextualise our relationship
with our surroundings. It is like a gauge that
measures our relationship between internal
or external stimuli and ourselves. Without
emotions we would be unable to read with

Even objects can have an emotional charge
that capture our attention, modify memory,
and guide judgement and decision making.
For example, a bond with a childhood
object like a cuddly toy can spark nostalgia
and so we keep it. Or a ring that turns into a
multi generational heirloom.
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Even at a macro cultural level, we keep
important artifacts because of our emotional
bond to them. They serve as physical
anchors to memory and experience,
allowing memories, concepts and emotions
we consider to be important to travel
through time without being lost.

Also on a micro level, we embody emotions.
We smile when we are happy or grimace
in disgust. We embody emotions to turn
abstract complex neural systems into
tangible communication. How else would
another person know what we are feeling
inside? How can we understand our own
emotions without physically embodying
them? When curating the general feel of an
experience, we must look at whether the
emotional landscape fits with the brand. If it
fits then we create physical activities, which
will elicit those emotions. The way we place
items, the use of texture and lighting, how
these things are situated in space, all this
will influence the emotional state of the
people in the room. A coherent experience
unifies its stimuli, if you want people to feel
happy, create opportunities for them to
smile, hold the event in a building that is
flooded with white light, and create spaces
within it that are comforting and safe.
Happiness doesn’t happen until we feel safe
or comfortable. Even the detail of how the
consumer will interact with an item elicits
specific feelings towards it. This means the
difference between adoption and rejection
as in the case study presented.

Transforming these chemically induced
emotions into something tangible is what we
call emotional embodiment. It is a very
complex and beautiful dance that entwines
body, cognition, and intangible brain
systems. Most philosophical practices have
tried explaining this dance; in the west we
have ‘brain over body’ as if to say that the
mind’s will is strong and dominant over the
body’s function. In the east it is mind/body,
there is less distinction between the two. We
say that it is mind with body, which means
that the mind and body are in constant
dialogue interpreted by our emotions.
Marathon runners experience this
relationship in a very tangible way. Running
a marathon is whirlwind of emotions that
require a steady conversation and
collaboration between mind and body. The
motivation to run such a long distance
comes from both the mental will and a
p h y s i c a l c r a v i n g . M a n y fi r s t t i m e
marathoners will attest to wanting a big
change in their life before setting off towards
this goal. Emotions of discontent will alert
you that a change is necessary, kick starting
cognitive processes to achieve this desire,
then there is a physical drive, which creates
the avenue and momentum for the change
to occur. For most runners it happens
subconsciously, where the find themselves
one day going for their first casual run,
which then turns into the desire of a
marathon. These internal emotions find
expression in the physicality of running, and
the change in emotional state creates a
feedback loop that gains potency each time
a goal is set and achieved. It is until much
later that they begin to see how the sudden
changes in their life and circumstances are
associated with a new perspective, a new
set of emotional responses, generated by a
different embodiment of thoughts.

Note: This is an edited excerpt from our
work with SEEN Presents, a live experience
producer based in Shoreditch East London.
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EMBODIMENT IN RELATION TO
CULTURE
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Culture as a concept can be understood
through our processes of engagement with,
and its definition. "Culture" is quite a vague
term that has been stretched to its limits we hear phrases such as 'selfie culture' and
'rape culture', it defines several aspects of
human behaviour and isn't a positive
connotation necessarily. However, broadly it
can be seen as patterns of collective
behaviours that are categorised in the terms
of geographical proximity, shared tradition,
religion, language, art form, speech
patterns, anachronisms, etc. and so the list
goes on. Culture remains more than the
sum of its parts and more than definitions
can neatly sketch out, for culture lies in the
buts and the in between spaces. We
understand culture through its embodiment
- whether its objects or translations, it is
always through a mediation as embodiment
can be seen through the analogy of a
simulation.
Embodiment can be understood as the
transference of tangible form, idea, feeling
or quality into another so-called body, which
can be multi-dimensional in form. This
PROCESS of TRANSFERENCE is important
to note as while cultures tend to be
consolidated, they also remain in flux, being
revived, propagated, exchanged,
nourished, developed, etc. While
embodiment can be used to describe our
post-conceptual understanding of products
of culture, it can also be seen in its literal
embodiment through human beings.
Understanding our conception of the
human body and mind through our
classifications of culture can be reductive or
useful, especially for anthropologists and
historians. Viewing our bodies in relation to
one another, culturally conditioned and
embodying ideas and history allows us to
differentiate, which can be wielded in a
positive or negative sense. But it is
important to consider the human being as a
social body, relational in form; and as a
body politic, an expression and product of
social and political control. It should be
emphasised that it can be used to further
analyse our engagement with culture as a
whole and systems of power that define the
other.
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'Culture' is defined through repetition and
commonalities that are considered to
require classification - it is a convenience
and a tool for understanding and
categorising human behaviour. It is an
imposition, it's a linearity or trajectory,
something to be broken down and put back
together to recreate, to understand. What
we often forget is that culture is lived
through, it takes form in the everyday, in
expressions, communication patterns and
societal structures that are lived through.
This is the idea of process as opposed to
being.
Judith Butler, frames the concept and state
of gender being of a performative notion
rather than something that is perfectly
innate, especially in relation to
'womanhood', adding to the second-wave
conception of it, following in the footsteps of
Simone de Beauvoir - the famous quote
from de Beauvoir being, "One is not born,
but, rather, becomes a woman". Our
conception of gender on a societal stage
can be understood as taking shape within a
society of formulations and expectations
rejecting a certain natural contingency, that
we now further understand through the
spectrum of gender and sexuality. Similarly,
culture becomes a social construct as well
when similarly imposed.
M a u r i c e L e r l e a u - P o n t y, t h e
phenomenological philosopher suggests
that the body is a historical idea as well as a
set of possibilities to be continually realised
and in claiming so, he says that the body
gains meaning through externally created
meaning and conception of historicity.
Rather than basing one's idea of potential
on individual materialistic ideas, it has been
emphasised that the body is a social one.
Linking back to Simone de Beauvoir, it is
suggested that the body is always
produced through historical structuring, and
is an embodiment of a historical situation,
which in itself is a performance.
Without seeming too self-reflexive and
ultimately redundant, culture are specific
constructions, embodying historical
situations that are determined by proximity,
commonalities, shared beliefs, functions

and values. With culture being considered
through the significations posed by
d a t a b a s e s a n d u s e r- o r i e n t e d d a t a
collections (for example, from Lev
Manovich), there are several questions that
we must ask in relation which ultimately
leads us to question our understanding of
culture and human nature itself. This
theorisation suggests that culture and
human nature can be pinpointed into datapoints (upon analysing social media
content) on a map but the question remains
- how thorough can a computer be in
embodying such? And if so can it
reproduce culture itself and develop its
own?

References:
1. Butler, J. 'Performative Acts and Gender
Constitution: An Essay in
Phenomenology and Feminist Theory' in
Theatre Journal 40:4, 1988, pp. 514-531
2. de Beauvoir, S. The Second Sex, New
York: Vintage, 1974, p. 38
3. Manovich, L. < http://inequaligram.net>,
Accessed on: 08-04-2017.
4. Merleau-Ponty, M. 'The Body in its
Sexual Being' in The Phenomenology of
Perception, 1962

8

WORDS
JIA XUAN HON

WHIST BY AΦE
World Premiere on 12 April 2017
AΦE is an Ashford-based dance company founded in 2013 by Aoi
Nakamura and Esteban Fourmi. With the vision to bring the art of dance
closer to audiences, their mission is to create high-quality productions
and experiences that are not bound by a stage. Driven by the power of
body and movement in space, their productions are environments that
allow the audience to enjoy total immersion. Each element in the
performance space – the set, performers, audience, sound, objects – is
part of an ecosystem, carefully constructed to allow audience’s own
reflection on the subject explored.
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What happens when the desires hidden in
the dark corners of your mind are suddenly
brought to light? What if they have been the
driving force of your choices all this while?

Enter a large open room and you are faced
with a series of large-scale, geometric
objects. This is the real world, but once the
VR headset is worn, you are in dreamland,
invited into the world of three main
characters, figures lifted from Freud’s own
patient case studies.

Inspired by the work of Sigmund Freud,
WHIST invites you on a journey into the
unconscious mind, where your instincts will
guide you through a narrative of surreal
dreams and fears. The experience merges
Physical Theatre and Mixed Reality
Technology, in an environment that blurs the
boundaries between consciousness and
unconsciousness, reality and fiction, the
physical and the virtual. Through art and
sound installation coupled with cinematic
and interactive 360° film, you will be
immersed in a world of unfolding dreams.
Who knows where your subconscious will
lead you?

“ We h a d m a n y c o n v e r s a t i o n s w i t h
psychoanalysts working at the Freud
Museum and were introduced to several
patient case studies. We thought: ‘What if
those patients formed one single family?’
And there we were, completely immersed in
their worlds...Freud’s own theories about
fears, dreams, symbolism in dreams and
the notion of the unconscious is just the
beginning.” Esteban Fourmi & Aoi
Nakamura (Founders of AΦE)
52 is the number of narrative possibilities
that exist, to create a unique experience for
each viewer. No simple ‘red pill vs. blue pill’
format, WHIST implements interactive

You become an active participant of the
journey through introduction of touch and
auditory sensory and movements in space.
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elements, subtly woven into the film to effect
unconscious decision making. This puts the
production at the very forefront of immersive
storytelling innovation - leaving the strings
that bind and pull at all times invisible.
Regardless of choice being on either a
conscious or an unconscious level,
however, one thing is clear: once a decision
has been made, the story's perspective will
be drawn in one direction.

“From a technical point of view, it was
challenging for us to come up with
solutions to incorporate more than 110
minutes of film in high resolution with
interactive 3D sound, and to create a
seamless interactivity between real
objects and the world within the VR
headset. We feel that WHIST represents
innovation in theatre making and also
touring formats, as well as pushing
boundaries in Virtual Reality Storytelling.
We hope that people from all walks of life
will fall in love with the work.” AΦE

“As always, we are both attracted by the
unknown, and we wanted to exploit the full
potential of VR to achieve a total immersion
of our audience. The audience, in fact, is
the live element of the performance.
Everything else exists according to its
individual decisions. The viewer is his own
director. His decisions influence the entire
perspective on the story. We hope people
will leave with a strong sense of the
narrative possibilities and their implications;
we hope people will think about the many
other ways of looking at things. We all have
the tendency to forget all this in our daily
lives.
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EMBODIMENT AND EMOTIONS
Art Residency at THECUBE
A group of seven artists from varying backgrounds currently studying
on an MA Art and Science course at Central Saint Martins are taking
part in a seven-month residency at THECUBE. Here, an interview with
the group reveals more on their backgrounds, interests and
aspirations for the residency.
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What is your background?
Eleonora: I have grown up with both arts
and sciences in the family, and this has
influenced me in my studies and practice in
p s y c h o l o g y, t e a c h i n g , d a n c e a n d
photography.

gemology, and manuscript conservation/
restoration.
Julie: After spending most of my career
working in the media, I came to art via glass
making.

Monika: Having worked and researched in
f a s h i o n d e s i g n , p s y c h o l o g y, a n d
contemporary dance, I merged these fields
throughout the years to develop my own
language. In my practice I am holding mind
and body workshops, and make multi-media
works, including performance, illustration,
video and costume. Having grown up in the
German countryside, with both German and
Polish influences, I have been influenced by
the closeness to nature and historical
trauma.

Lisa: Originally from California, I have a
degree in graphic design and worked in
print and branding before moving to
London. Here I was also able follow a
passion for glass sculpture and completed
a BA Hons at UCA. With a lifelong interest in
physics, it's a pleasure to connect my work
more closely with science at CSM.
Jill: I first came to art in 2004, moving away
from a career in international development
and social services. After completing three
years of study at an academic painting
atelier in the US, I moved to London with
intentions to develop a career as an oil
painter and portrait artist. Instead, life
experiences led me to shift away from a fine
art–focused painting practice rooted in the
visual, to a project-based one rooted in
narrative and personal experience.

Virginie: My background is in theatre
lighting and video design. Before that I
studied photography while working in
lighting design in the music industry for
venues and on tour for indie bands. I try to
often have a performative element in my
artwork.
Allison: My background is in fine art,

What are your interests and inspirations?
Eleonora: I am interested in the
psychological and philosophical questions
surrounding identity. I am intrigued by the
wide scope photography provides artists;
using photography itself as a performance
or simply as a record of a performance.

that have stayed with me since I started
making art—a fascination with texture and
an absorption in the microscopic interiors of
the human body.
Lisa: I’m attracted to wide-open landscapes
that empty the mind and make you feel
small so I went to Iceland last year with an
adventurous group from Super Collider,
climbing glaciers and encountering
extraordinary vistas. The photos I took there
have been a fabulous resource for my work
this year.

Monika: Music plays an important part for
me as it connects the physical with
psychological movement. Primary research,
such as my own complex biography, play an
important part for my creations. I am curious
about psychotherapy and other theories that
regard mind and body, such as Buddhism,
meta-cognition, contemporary dance.

Jill: Illness and medical experiences have
strongly influenced my practice. Although
the bulk of my work stems from the
autobiographical, my aim is not to share a
personal story but to explore aspects of our
common experience. My practice is rooted
in making sense of how we experience the
world through our emotions, ideas and
actions, and how we find meaning and our
place in the world.

Allison: Everything, really. What isn't
inspiring or interesting?
Virginie: I’m interested in many aspects of
the human condition and all sorts of
conflicts within society. Some of my work
focuses more specifically on feminist issues.
Julie: I have two main sources of inspiration
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What do art and science or embodiment mean to you?
Eleonora: “A deeper ontological question
remains: Are art and science related, and if
so, how? Alas, there’s a catch: The question
is not quite right. We need to ask not how,
but where. And to that question, there is an
answer: In the human brain.” Stuart Mason
Dambrot

Virginie: Understanding the mechanism of
embodiment allows humans to make
improvement on their well-being and
hopefully can help with some of the social
conflicts I’ve been exploring in my art
practice (violence, rape culture, social
exclusion).

The above quote raises an interesting
question regarding the relationship between
art and science. The arts and sciences are
often placed in opposition, so the natural
question when exploring the possible
relationships between them is to also ask
why it’s of value to do so. I believe, as
Dambrot proposes, that the value lies in
them both being human activities of
exploration. The scientist’s laboratory and
the artist’s studio may look radically
different, but they are both spaces where
questions are asked, ideas are challenged,
and our understanding of the world is
further developed.

Allison: Embodiment is the vehicle through
which we experience and work with (or
against) the planet.

Monika: Science and Art are only two
fields, amongst many, that seek to
understand life. I regard philosophy as a
science as well, which explores mind and
body with fewer limitations. Ideally all these
fi e l d s s h o u l d b e c o n n e c t e d n o n hierarchically.

Julie: The supposed division between art
and science to me seems artificial, and so I
am interested in artwork that blurs the
boundaries or in other ways leads us to
question the separation of these two fields.
Lisa: For me art and science art two sides
of the same coin that help us explain the
world and express thought.
Jill: Art and science operate in similar
ways; they are both grounded in asking
questions, in seeking meaning. The
scientific method brings to mind words like
measurable; logical; objective. The artistic
method, ambiguous; intuitive; subjective.
These words and ideas are part of one
spectrum that we can engage from different
perspectives, can turn on end and move
about. And that is really exciting!

What are you exploring during your residency, and what do
you hope to gain from the residency?
Eleonora: During the residency I would like
to build relationships with professionals
from multiple disciplines. In my practice I
will explore embodiment and emotions
through memories and identity;
investigating how we process memories,
how objects elicit emotions and memories,
and how, if possible, can we encapsulate
the intangible in to objects. Furthermore, I’m
attracted in exploring the tensions between
women's lived bodily experiences and the
cultural meanings inscribed on the female
body.
Monika: During my residency I will explore
my interests in the plasticity of mind and
body, and use my long-term collaboration

with contemporary dancers to develop a
series of illustrations. By using dance as a
medium of research I am intending to
discover other ways of documenting
consciousness.
Virginie: I’m exploring embodied cognition
and objects, particularly objects from one’s
past. I’m questioning the emotional value of
an object. Why do humans collect objects?
And why have humans invented the notion
of “archives” and what is their purpose?
Allison: I’m looking at emotional response
to human colour perception, and I would
like to gain more information to process and
to build relationship with scientists.
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Julie: I want to use this residency to build
on my interest in texture, focusing on how
the suggestion of different surfaces,
sensations and devices can impact our
emotional state. I would particularly like to
explore whether visual cues about texture or
touch can create emotional responses
without the necessity for actual physical
contact.
Lisa: This residency is a unique opportunity
to make contact with scientists at the rock
face of my, sometimes, troublesome
dissertation subject ‘gravity’. It appears that
this force permeates every part of our lives
and I’m hoping to develop the salient points
that define the humanity in this broad
subject and in turn spark new responses my
artwork—much of which is self-forming
through the pull of gravity.
Jill: I’m interested in how engagement with
nature and the self transforms our bodily
responses and thought processes and
informs our narrative of self. Medicine can
treat or heal the physical body; can nature
and mindfulness heal the whole self? The
residency will allow me to open up my
current work to provide a broader
perspective of how the body and mind work
together to navigate the modern medical
experience.
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EMBODIMENT AND TECHNOLOGY
Exploring The Body Through
Technology

19

From gaming controllers in the late 90’s that
vibrated to arcade games in which you span
around 360 degrees emulating a jet fighter, the
desire by companies to embody an ‘out-ofbody’ experience has always tried to be catered
to. Recently advances in tech are bringing that
experience a step closer, and some claiming
giant leaps.
E m b o d i m e n t i n t e c h n o l o g y re p re s e n t s
advancements in multiple fields. Can it provide
transcendence in gaming, how can it change
the way we view a digital world, and perhaps
more importantly what can it mean in respect to
health?
Exploring these we’ve unearthed four articles
from professionals exploring this question.
Apurva Shah who for over 20 years has been a
VFX & CGI designer for Pixar and Dreamworks
as well as his own company writes about how
small changes in body perception, such as
limbs and gender change the embodiment
experience dependent on what the overall
agenda is - empathy/war. “Having a physical
body can be very effective in experiences that
seek to invoke empathy or sense of play and
freedom that comes from assuming an avatar.”
In a more existential write up of how we look at
the role of embodiment in technology we have
to further our language around artificial
intelligence, and the code that is built around it
to learn and mimic. There are some fascinating
insights into studying the biology of a bee’s
visual system in order to understand how we
can develop more effective simulated visual
experiences. A key line we took from it was;
“Pfeifer and Hoffman say that various low level
cognitive functions such as locomotion are
clearly simple forms of computation involving
the brain-body-environment triumvirate. That’s
why our definition of computation needs to be
e x t e n d e d t o i n c l u d e t h e i n fl u e n c e o f
environment, they say.“
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Beyond gaming and existentialism we hit more pressing
matters, healthcare.
A company I had the pleasure of seeing demo their
tech live was the ‘Pretender Project’. It’s based on
mimicry on a peer to peer level. “The Oculus Rift
headset’s low-latency head tracking creates a realistic
sense of movement with the user’s field of vision and
the electrical muscle stimulators create a natural reflex
sensation. Together, these two systems create
seamless interaction between the user and controller.
The Pretender Project adds a new layer of immersive
haptic feedback previously non existent in virtual reality
experiences. The concept is inspired by the Proteus
Effect, a psychological phenomenon that morphs real
behaviour with the actions of an avatar. The Pretender
Project explores what it means to control and to be
controlled. As individuals step into the body of another
person, they experience real social interactions and
have the opportunity to assume the physical behaviours
—and in the long term even personalities—of someone
else without physical restrictions.”
A company slightly more advanced in their technology
is ReWalk who are planning to bring their exoskeleton
to market in 2018 pending an FDA approval in the USA.
It’s based on the notion that although a person may
have suffered a stroke and they have difficulty lifting a
leg, in theory they have no problem moving it forward.
This smart system learns where the natural failures exist
and looks to assist. Naturally this embodiment works
two ways, and much like the potential of the Pretender
Project, is focused on keeping the cognitive
neurological and mechanical aspects of our body
working. As much of our body is networked and
interconnected, we have been ‘built’ to operate in
tandem at a certain level, therefore when one system
goes down others will follow suit. Exoskeletons and
neurological-muscle reaction technologies offer a way
to keep nerve and muscular stimulation alive and well in
the face of adversity - “If you had a stroke, and you
were laying in a hospital bed for 10 days, theoretically
you could lose 10% to 20% of your muscle mass,”
Jasinski said. If you could use this in recovery, you’d
have a much better chance at regaining your mobility in
full is the hope.
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MAKING SENSE OF
EXPERIENCE THROUGH STORY
AND ART
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“The subject of pain is the business I am
i n . To g i v e m e a n i n g a n d s h a p e
to frustration and suffering...” Through a
lifetime of making, the artist Louise
Bourgeois explored memories and
emotions, trauma and stories,
transforming them into visual metaphors
that others might also identify with.

writing or visually—is a creative act that
allows us to both enter into our inner
experience and step outside the
immediacy of it as we place it in a larger
context. But a story also needs an
audience, and by bringing others into their
experience, the storyteller is inviting
listeners to explore their own emotions as
they identify with the narrative or imagery.
It is a process of attention for both the
teller and the listener, the artist and the
viewer, a means of making sense of our
inner experience and the wider world.

Across time, artists and writers have
employed the creative process as a
means to examine, express and even
purge emotions related to their experience
—to the embodied human experience.
Audiences have engaged with artists’
creations for the same reasons. Artists
and audiences alike do not think our way
through emotion, we feel it—creativity is a
way in to difficult experience.

Many artists use trauma and grief as
catalysts for creativity. They often unfold
as a sequence: an initial outrage followed
by an awareness of sadness or pain that
ebbs and flows over months or years.
Over time, those experiences may be best
expressed through a paintbrush or a
camera’s lens, a poem or imaginative
prose, in music or on stage. Private
emotions can be processed through the
creation of publicly shared artwork.
Individual expression generates
empathetic bonds, deepening our
understanding of the human experience
and embodying our collective experience.

In 2002, I was in an armed robbery in a
travel agency in Nairobi, Kenya. A group
of men in business suits with guns and
getaway cars demanded the employees
and I retreat to a small back office. I
remember the quality of light in the room,
the closeness and colour of the gunman’s
suit as he lifted my bag from across my
chest and asked me to lie face down on
the ground. I watched my hand bounce
uncontrollably against the floor, desperate
not to draw attention to myself, but unable
to command my body.

I’ve long been captivated by Bourgeois’
emotion-rich art. She draws us into her
inner world through autobiographical work
like the Cells installation series, created
over nearly two decades beginning in
1989 (when she was eighty years old). In
over sixty Cells, Bourgeois examines the
senses, memory, anxiety—a range of
emotions manifest as metaphor in unique,
often claustrophobic spaces crafted from
salvaged material, found objects, and
sculptural pieces. “The Cells represent
different types of pain,” she states,
“the physical, the emotional and
psychological, and the mental and
intellectual. When does the emotional
become physical? When does the
physical become emotional: It’s a circle
going around and around.”

A year later I was living in Washington,
DC, when I signed up for a short-story
fiction writing course. Although not yet an
artist, I felt compelled even then to do
something creative with the trauma that
still resided within me. I wrote from the
perspective of another, recalling and
editing and rewriting the events in
descriptive detail and an engaging tone.
Over the weeks, this creative act became
a healing one, as if along with the words,
the repeated action of my hand moving
across the paper somehow shook loose
the hold those events had on me. The
creative writing process seemed to allow
my body to release trapped emotions, to
shape the narrative of my experience.

The Louise Bourgeois Artist Room in the
Ta t e M o d e r n ’s n e w S w i t c h H o u s e
extension rather appropriately has the
warm hue of a womb as I step into it, the

Stories give voice to a disoriented or
changed body and mind. Storytelling—in
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pinks and reds of soft hung body
s c u l p t u re s a n d p r i n t s d i ff u s e t h e
atmosphere around other starker work. All
the work calls for my attention, but I am
here to see the Cells. Cell (Eyes and
Mirrors) and Cell XIV (Portrait) are large
steel cages demanding their own space
among the selection of other works. These
are the only Cells I have seen in person,
and although I am obliged to stand
outside them, I immediately feel the urge
to crack open the gate and enter in—or to
release whatever is contained.

I had the chance to see Guernica a few
years ago at the Reina Sofia modern art
museum in Madrid. The 3.5-metre-highby-7.8-metre-wide painting engulfed me
as I greeted it—it is difficult to take in at
once. Its monochromatic black, white, and
grey palette sets a somber tone; I have a
sense that the atrocities pictured within
might be too much to engage in full colour.
Picasso created this image in a flurry of
activity over five weeks—a physical
response channeling his emotional one.
His despair and rage are encapsulated
within the distorted bodies, faces, and
limbs that cross the canvas, and some 45
studies that preceded it as he developed
a visual narrative that is still universally
understood. The painting is timeless—it
captures something beyond those events,
is as relevant today as it was then. We
identify the violence that preludes
suffering; identify with the rage called forth
in response to despair; recognize the
unambiguous destructive nature of war.

Cell XIV (Portrait) holds a three-headed
fabric sculpture, a physical portrait of
confusion or hysteria, certainly one of
pain. The complex nature of human
experience and emotion, stitched up in
bright red fabric and trapped in an
unsympathetic cage. At approximately two
square metres, Cell (Eyes and Mirrors) is
the larger of the two works, but conveys a
more subtle though equally powerful pain.
Enclosed within its iron rod, mesh and
framed glass cube, two large orbs—eyes
—rest in a block of limestone, surrounded
by rounded mirrors positioned at different
heights and angles. The installation
encourages self-criticism, curator MarieLaure Bernadac writes in her 2007
monograph Louise Bourgeois. It is
devoted to the need to see oneself,
accept oneself. “The mirror for me,”
Bourgeois says, “is not a symbol of vanity,
the mirror is the courage to look yourself in
the face.” I play at catching glimpses of
myself in the mirrors as I circle the cell; in
the reflection, I am the one caged in.

Similarly, contemporary artist Richard
Mosse’s exhibition Incoming (at Barbican
Curve in London until 23 April) asks
audiences to take a look at a dramatic
event unfolding around them, blurring the
lines between art and documentary. A 52minute video installation, created in
collaboration with composer Ben Frost
and cinematographer Trevor Tweeten,
bears witness to the harrowing refugee
crisis evolving across Europe and beyond.
The monochromatic film was shot from a
distance, often at night, on a military
thermal surveillance camera classed as a
weapon and capable of detecting body
heat over 30 km away—a device normally
used by governments for border control
and battlefield awareness.

Meaning making is not limited to direct
personal experience. Pablo Picasso’s
1937 anti-war painting Guernica is a stark
visual response to news reports of the
horrific bombing of a small town in
Northern Spain. In the space of three and
a half hours, Guernica was reduced to
rubble and 1600 people, one-third of the
population, were wounded or killed. With
no strategic military value, this was an act
of terror. The story struck something deep
within Picasso; he was compelled to
create work engaging the events and his
reaction to them.

As I entered the exhibition space, deep
synthetic sounds drew me down a dark
hallway to join a dimly lit crowd lounging
on the floor before three eight-metre-wide
screens. A metallic thermal blanket
fluttered on the screen in front of me.
White ghostly faces appeared and
disappeared. Migrants—or refugees?—
piled onto a truck, were rescued from
boats. Children played in a reception
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centre. We peered into Calais’ “jungle.” We
felt the incessant movement of the vast,
demanding ocean.

the death of a loved one even as we dare
to survive. She lays bare the complexity of
her experience, with no judgement, and we
inhabit it with her. Engaging her creative
work enables us to engage our own
emotions and experiences too.

M o s s e ’s c r e a t i v e a n d s o m e t i m e s
disorienting visual and auditory narrative
pushed me to let go of thought and rely on
my senses. My eyes moved between
screens. My ears took in field recordings
among the dramatic soundtrack. It took a
commitment to understand what I was
seeing and hearing. The footage was
simultaneously oddly familiar and
disturbingly otherworldly. Although at
moments difficult to watch, the film was
deeply moving, and I walked away at the
end of that brief hour feeling increased
empathy and deeper understanding for the
plight of refugees and migrants—and
condemnation for governments’ responses
and inactions.

Bourgeois, Picasso, Mosse, and Coutts
have all created work that communicates
our embodied human experience, that
deepens understanding and creates
connection and compassion for one
another. I hope I can accomplish a little of
this in my own work. For me, the shift away
from creating art simply for art’s sake came
as a revelation after my father’s unexpected
death ten years ago. I had a sudden drive
to create art as a forum for people to share
and learn and feel. This is the gift my
father’s death gave me; grief was my
catalyst.
I’ve spent the past several years
interrogating a personal experience,
documenting my physical and emotional
journey with a BRCA-gene mutation—the
preventative removal of my ovaries and the
removal and reconstruction of my breasts
to decrease the high likelihood I would
develop certain cancers. I’ve been
collaborating with a photographer
throughout this medical process—and in
the artist studio—and reworking my
experience through stitching over photos.
Sketching and drawing my emotional state
over time. Examining my experience
through creative writing. Engaging other
artists’ work. Developing a language to
eventually share this experience in a way
that others might identify themselves within
my experience as medical advances
continue to shape our lives. Embodying my
experience through art.

But not all instances where we confront
ourselves through art must be done in
public, and the written word provides a
quiet outlet away from a shared experience
and perhaps finds us at our most open. I
first picked up artist Marion Coutts’s
Wellcome Book Prize–winning memoir The
Iceberg when it was released in 2015. In
this emotive, deeply personal work, she
records the eighteen months leading up to
her husband’s death from a fatal brain
tumor. I’ve since reread it. I’m spellbound
by its raw honesty and beautiful use of
language.
“Something has happened,” she writes. “A
piece of news. We have had a diagnosis
that has the status of an event. The news
makes a rupture with what went before:
clean, complete and total. We learn
something. We are mortal. You might say
you know this but you don't. The news falls
neatly between one moment and another.
You would not think there was a gap for
such a thing. You would not think there was
room.”

Creativity has been my process to make
sense of a modern medical dilemma. The
work is still in progress—as am I.

Coutts is a visual artist, and perhaps this
contributes to her ability to manipulate
language to visually convey the truth of a
universal trauma we will all face—watching
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Still frame from Incoming, 2015–2016. Three screen video installation by Richard Mosse in collaboration with Trevor
Tweeten and Ben Frost. Courtesy of the artist, Jack Shainman Gallery, New York, and carlier | gebauer, Berlin.
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Are there tensions between the biological causalities that
structure female bodily existence and experience, and the
social cultural stimuli and meanings inscribed on the female
body?
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Embodied Perspectives, 2017. Photography series by Eleonora Sher.
Courtesy of the artist.
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CONSCIOUS CITIES
Bridging Neuroscience,
Architecture and Technology
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Architect Itai Palti and neuroscientist Moshe
Bar explained in their Conscious Cities
Manifesto that “designing environments that
affect our mood is no new invention, of
course: pyramids were built to inspire awe,
monasteries to encourage contemplation,
and all too often architecture has been used
to instil fear and obedience in its users.”
Whilst historically architects have designed
with mood in mind, though with few crude
instruments, it is only now that we are at the
beginnings “conscious architecture”,
designing surroundings with a heightened
awareness towards the users of a space,
and the activities taking place within. A
slowly increasing number of building exist,
which used psychology and neuroscience
to inform their design - be it healthcare or
educational facilities.

and disseminate the elements needed to
build a Conscious City, that is responsive to
human activity and needs.
The conference will open with two keynote
speakers representing both disciplines neuroscientist Colin Ellard and architect
Matthias Hollwich. From there, the
conference will address four themes,
examining the latest neuroscienctific
findings, the role technology plays, the role
of governance and industry, as well as a
range of case studies. Each thematic will
presented and discussed by a panel of
experts from both academia and industry.
Just keep the following in mind, a
Conscious City should consider new
parameters for successful planning, and
thus presents an opportunity to raise the
intelligence of our surroundings and
improve our wellbeing. That is our right to
the city!

This is why we are excited about the
upcoming Conscious Cities Conference
taking place on the May 3rd in Clerkenwell,
London. This conference will unify industry
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SEDENTARY LIFESTYLES
The Interaction Between Space
and Land
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One of the theories behind the ever
growing interest in movement-based
practices such as Pilates is to counter our
increasingly sedentary lifestyles. Most of
us spend hours sat at a desk, take public
transport, and sit in front of a device once
we are home. This provides us with little to
no movement in our daily routine. Science
is now informing us that this type of
sedentary lifestyle can lead to both mental
and physical ailments from anxiety and
depression to cardiovascular diseases.

embodiment better, we will learn how
our physical movement plays a role not
only in cognition but the functions of
organs. Hopefully this can ultimately lead
to improved health interventions.
For most of us reading this magazine, we
are in the lucky position that we love what
we do. However due to economic
changes, we now have to do it for longer
period of time than the last generation. This
means that we are working longer hours,
feeling more anxiety and stress. This is
impacting our sleep cycles and digestive
systems. A good place to start alleviating
some of these symptoms is to start moving
your body, whether it is going for a walk or
taking up a practice like Pilates.

In short our minds and bodies were made
for movement! Whether it is needing to
move to take us from point A to point B, to
recreation, play an instruments, or writing,
we are tied to to physical activity. This
re l a t i o n s h i p b e t w e e n o u r p h y s i c a l
movement and health has been studied for
a very long time, from the ancient practice
of yoga to most recently in the exploration
of Joseph Pilates physical work.

Alix Waterhouse has started a practice that
allows anyone to start a physically led
lifestyle with Pilates and Yoga. My Method
allows people to become more active,
whether its for body or conditioning or to
reduce the feeling of stress. MyMethod
prides itself in being highly flexible and
mobile, and they can come to your home
or office. The trend to fit fitness around
your life is becoming more appealing as
we all struggle to balance our life, work
and health demands.

Joseph Pilates was born in Germany in
1890 and suffered from acute bouts of
sickness throughout his childhood. He
used his own design of physical exercises
as a way to combat his ailments. After
WWII he began to teach police and military
in the UK. The theoretical basis of his work
the relationship between mind and body.
He developed six core principles;
breathing, control, centering, precision,
flow and concentration. Joseph Pilates
believed that his movement would be able
to prevent heart disease, increase
muscular power and reduce respiratory
ailments.
Most practitioners claim to have a higher
sense of wellbeing and health through the
practice of Pilates. As our understanding of
the practice increases, there are studies
that are seeing benefits in enhancing
range of motion and muscular strength.
The control qualities are seeing an
increase in attentional focus and effect in
mood. Finally, it gives the practitioner a
better sense of coordination, posture
and an understanding of their body.
In the coming years, as sciences such as
neuroscience, can help us understand
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EMBODIED ARCHITECTURE
The Interaction Between Space
and Land
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Images: Courtesy of Steyn Studios

Architect Coetzee Steyn of Steyn Studio
worked together with South African studio
TV3 Architects to design the Bosjes Chapel,
located in the idyllic and power ful
Witzenberg District, Western Cape.

lifelike process”. In architecture it is a
design strategy to allows for inhabitants to
reconnect with nature and its natural
environments. The design of Bosjes Chapel
incorporates many natural elements, such
as water, light and the land, allowing its
visitors the feel as if they are part of the
landscape.

This chapel has recently gained a lot of
media attention, having been featured in
Dezeen, thanks to the buildings integration
into the natural surroundings, and allowing
nature to be part of the building itself.
Biophilia, a term first introduced by
psychoanalyst Erich Fromm, and
popularised by Edward O. Wilson in 1984,
suggests that there is an “innate tendency
[in human beings] to focus on life and

Coetzee, has been a member at THECUBE
for six years now. He focuses on design that
has the power to solve problems, inspire,
and improve lives and works hard everyday
to realise this ambition. Designs that make a
real difference to the end-user and the
client; both culturally and commercially.
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THE EMBODIED CITY
A Thought Experiment
Forma Arts is one of Europe’s leading creative producers and now a
British institution. They work with British and international artists to
develop and deliver new cross art form productions across the world. We
sat down with Delilah Dumont from Forma.
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This piece will be a thought experiment into
an embodied city, as cognition, which is the
fundamental building block for ideas and
innovation is not founded only in the brain.
We often give all our cognitive accolade to
the brain, however, it is only part of the
story. The full picture is that we take in the
world around us with our brain and central
nervous system. Furthermore we enter
awareness with our mind and our body.
Embodiment is how our internal conscious
experience is made tangible through its
relation to our body. There are two main
kinds of embodiment - cognitive and
emotional - and they both affect the way we
translate our internal experience into
external action. What this means is that our
mind always needs a physical metaphor or
manifestation of a mental element. For
example, we smile when we are happy, the
smile is the physical manifestation and
facial symbol that correlates to the emotion
of happiness. Cognitively, we would say that
a challenging problem is a hard problem or
that it carries heavy consequences. There is
always an embodied element to our
emotions and cognition, it is partly what
makes our experience of the world feel real.
If we extend this theory and thought
process to the built environment, we can
hypothesis the concept of an embodied
city. The built environment is both a physical
manifestation of a society’s emotions and
thoughts. In turn the built environment loops
back emotions and thoughts that mould
who we are. Therefore we must ask deeper
questions of the built environment; How
does the lack of horizon in Manhattan
impact cognitive perception? What impact
do materials like concrete or steel have on
socialisation? How do flat building facades
impact our sense of self? How do height
and shapes of buildings affect emotions like
anger, or feelings of exclusion, and
loneliness?
If, we understand that when we hold a warm
cup of tea in our hands we are more likely to
feel war m and thus more open to
interaction, then how do we use this to
understand how buildings have an
analogous embodied effect on us?
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The research into the relationship between
embodiment and cognition is still young
and our questions into an embodied city are
very much in a hypothetical state. However,
they are worth asking as people are asking
for more than just bricks and mortar from
the spaces they inhabit.These questions in
conjunction with existing neuroscience
studies highlighting the effects of the built
environment on our behaviours and
cognition points to a strong correlation
between a society’s innovation capacity and
the physicality of a city. Therefore, the big
question we should be asking is, are we
designing and creating spaces that will
shape future innovation?
Understanding how the physical elements
of a city affect how we function as humans
is the essence of the neuroscience and
architecture intersection. Part of creating
the infrastructure for innovation is being
more conscious of the design decisions we
make to ensure we are creating the most
effective space for a desired outcome. For
example, if a space is for a highly
collaborative company of diverse
backgrounds and cultures, how would the
physical elements of the space differ from a
space intended for intense bouts of
individualistic thinking? We have entered an
era where we have the knowledge and
technology to be able to create spaces and
cities that are more aware their human
impact. The starting point is a dialogue
between neuroscience, architecture,
development, and technology.
This makes it clear that we must urgently
answer people's changing needs and
prioritise human wellbeing. The Centric Lab,
a neuroscience lab in partnership with the
University College London, provides
research and metrics for the built
e n v i ro n m e n t i n d u s t r y. A l l o w i n g t h e
interaction between space and people to
be improved.
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CONNECTING AND
UNDERSTANDING
A Interview With Gavin Auty

Infinity Mirrored Room, 2015. Installation by Yayoi Kusama. Courtesy of the artist and The Broad, LA.
37

Gavin Auty is a brand and consultant. He’s made it his business to help people and
organisations create lasting social, cultural and commercial value by taking a design
and brand-led approach to business; building brands that connect with people in more
meaningful ways.
sense of common purpose and
belonging as part of a wider collective
identity when each individual already has
some sense of individual identity is both
challenging and rewarding. The plot
thickens when we understand that
‘successful’ brands have created tribal
followings by converting customers into
brand ambassadors, with the brand’s
values and personality informing and
influencing a persons own identity. To that
part I guess brands like Apple and
Patagonia embody values and ideas that
i n t u r n m o re s t ro n g l y s h a p e t h e
environments we interact with and
influence the environmental narrative in
which we form our own sense of self. A
narrative that appears to becoming more
and more important in a world full of
noise, anxiety and uncertainty.

What does embodiment
mean to you?
This is hugely influenced by what was
taught at the Cognitive Academy taking
place at THECUBE. I don’t think I had a
meaning in particular beforehand.
I think embodiment to me is about
connection and understanding. It's the
ability to perceive and understand the
relationship between myself and my
environment in a way that informs my
thinking; my opinions and my
judgements. My profession means I’m
constantly fascinated by the concepts of
self and identity, so for me, the idea that
embodiment connects our physical and
mental being to our environment,
rationalises and gives structure to how
and why our identity becomes what it is.
What’s more interesting is that our
environment has a huge influence on our
whole self; on our identity. And it is
perhaps our environment that is most
easily changeable, therefore our sense of
self can be explored, influenced and
changed increasingly easily in a fast
paced world of change.

How do you apply it to your
work?
Branding is identity and identity to
perhaps a large extent is embodiment?
However you think of or interpret brand,
we all have an identity; so for me, we all
have a brand.
From a branding perspective, it’s most
interesting and challenging when an
identity needs to represent multiple
people in the form of a business,
organisation or as I prefer to think of it: as
a community. To give a bunch of people a
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90 North
Randall Jarrell
—Here, the flag snaps in the glare and silence
Of the unbroken ice. I stand here,
The dogs bark, my beard is black, and I stare
At the North Pole . . .
And now what? Why, go back.

Turn as I please, my step is to the south.
The world—my world spins on this final point
Of cold and wretchedness: all lines, all winds
End in this whirlpool I at last discover.

And it is meaningless. In the child's bed
After the night's voyage, in that warm world
Where people work and suffer for the end
That crowns the pain—in that Cloud-Cuckoo-Land

I reached my North and it had meaning.
Here at the actual pole of my existence,
Where all that I have done is meaningless,
Where I die or live by accident alone—

Where, living or dying, I am still alone;
Here where North, the night, the berg of death
Crowd me out of the ignorant darkness,
I see at last that all the knowledge

I wrung from the darkness—that the darkness flung me—
Is worthless as ignorance: nothing comes from nothing,
The darkness from the darkness. Pain comes from the darkness
And we call it wisdom. It is pain.
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EXPLORING THE NORTH
With Jennifer Crouch

THECUBE hosted Making In Transit, an
exploration of the Arctic and our ability as
humans to adapt to any type of physical
environment. Artist Jennifer Crouch spent a
month making, working, and exploring one of the
most extreme and beautiful environments on
earth. One of her learnings was how the making
of things is intricately tied to the condition of the
physical environment.
As she tried to physically carve out wooden
maps that mimicked those of the Inuit, she
realised that her tools and physical adaptation to
the freezing conditions impacted the extent of
her work. This is an interesting observation, as
we often see our adaptation to an environment to
be guided only by how well we construct our
tools rather that the physical parameters that are
dictated by things such as the weather. For
example, she would only be able to work with
gloves to protect her hands from the cold, which
in turn dictated the type of knife she was using
to make the carvings, whilst the shape of the
blade would then impact the depth and detail of
the wooden maps. In short her dexterity was
governed by the weather, in turn affecting her
ability to manipulate the wood.
Interestingly, the undulations of the wooden
carvings are in rhythm with the slowness of the
Arctic, until recent climate change impact. This
made tools like carved wooden maps the perfect
tool for navigating this unique landscape.
It begs to question, how different environments
affect the way we think about our physicality and
the technology we develop to thrive in them. We
seem to be intimately tied to the places we live
in - both physically and mentally.
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“Our very ability to understand our world and other people raise from the nature of our bodily existence
(including both our physical body and the structures and processes of our brains) plus the embodied
interactions we have with our material and cultural environments.” Mark Johnson
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THE ROBOTS ARE AFTER US!
But Are They Really?
Rather than looking to create an intelligent artificial being, should we not
be looking at using the technology we have to help solve specific human
problems where the acuteness of the problem allows the tech to be more
precise in its delivery?
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The robots are after us! At least that’s
what we’re constantly being fed by nihilist
tech writers and commentators in the
media. But are they really? Will they
replace everything we do and render the
human race redundant in the history of the
Planet Earth?

However, we are progressing in certain
fields. Our computational power grows at
a rate faster than Moores Law and big
data is helping solve complex problems
previously not accessible to us due to its
complexity. This is leading to more
intelligent computer systems. But is this
leading to intelligent robot systems that
can replace and mimic human activity?
Moravec's paradox is the discovery by
ar tificial intelligence and robotics
researchers that, contrary to traditional
assumptions, high-level reasoning
requires very little computation, but lowlevel sensorimotor skills require enormous
computational resources.
We therefore find ourselves in a position
that the problems we have created in the
recent centuries can be easily solves
(banking mathematics for example)
h o w e v e r t h e p ro b l e m s t h a t h a v e
developed over civilisation (empathic
communication) are more complicated to
understand and reinterpret.

Most AI being explored and used today is
one predominantly based on neural
networks, and typically through the backpropagation (decision trees). However, the
neural networks of the human brain are
only one aspect of how the brain
functions. What we do know to date is that
the brain is like an orchestra, with
everything working in relation to, and with
each other, being almost obsolete without
the other parts. With only just
understanding one aspect, out of many, in
how our brain works there are many
groups within neuroscience who are
cynical in the belief that the AI we are
developing is of equal flexibility to a
human brain. To "code" or program
complex algorithms of an equal measure
to a human brain we would need to
understand better the purpose of other
cells, such as glial cells, which we are not
fully versed in at the moment. Therefore
until we understand more about the
biology and mechanical nature of the
brain, assuming that computers can
replace humans is a bit premature. You
can't build from scratch a motorbike when
you don't know what all the moving parts
are and do.

Rather than looking to create an intelligent
artificial being, should we not be looking
at using the technology we have to help
solve specific human problems where the
acuteness of the problem allows the tech
to be more precise in its delivery?
Pascale Fung, Professor of Electronic and
Computer Engineering, Hong Kong
University of Science and Technology
talks of AI computers and the value of
empathy, that it is so vital in relationships
between different cultures and religions,
stating that it naturally holds the key to the
future of human-machine interactions.
There are in fact a number of technology
companies employing algorithms to
machines in specific human environments
that embody emotion and respond in a
empathic human-like manner. However
many appear to not really be solving the
problems that need to be looked at.
Should research and technology be
devoted to machines that transcribe and
take minutes at meetings and be
programmed to detect tension in the room
and tell a joke, or a holographic
receptionist who tells you which of your
colleagues are in and what your diary

The $1.2bn US B.R.A.I.N. project initiated
under President Barack Obama ran out of
funding in their mission to map the brain
on the basis that much like buying a
larger telescope to explore outer space
you identify an entire new area that
changes your view on what already exists.
In historical terms in the understanding of
the brain we are equal to when Galileo
said the world isn’t flat….a lot more came
from centuries of space exploration and
even with the advanced technologies we
have today there is still a lot more
research required to truly make sense of
the brain and how we can then interpret
its vast network into code.
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looks like. Personally, I am not quite sure
these are problems that need solving. We
should be looking out for developing
more human enhancing tools such as
Nao.

expressions. Zeno can interact with
children through nonverbal
communication such as body movements
and facial expressions. It has been
suggested that Zeno may potentially
speed up diagnosis.

Nao is a 23” robot developed by french
company Aldebaran Robotics (now
owned by SoftBank) that has been
recently used in schools to assist with
teaching children with Autism Spectrum
Disorder (ASD). ASD is a disorder that
affects social interaction, communication,
and social behaviour. This company used
“technology that is built into the robot so
that he will track the child’s face…..[and
whilst] the child keeps eye contact with
the robot the robot will continue with what
he is doing, but if the eye contact is lost,
the robot will stop and wait.’”

The creators of Zeno programmed three
ways that it can interact with children, the
first mode is called a scripted mode of
interaction, where you pre-programme a
certain sequence of motions. For the
second mode, they have added a control
system so there can be an operator
or therapist control the robot by teleoperations. In this mode, it mirrors the
motions of the instructor. In the third
mode, the child can take control of the
robot.
Another example is Milo, a humanoid
robot that too has been designed to
interact and engage with children with
ASD. Because one of the common
characteristics of autism is the inability to
read and connect with the emotions of
others, the designers gave Milo an
expressive face. In interacting with Milo,
children are asked to identify the emotion
shown by Milo from multiple choices on
an iPad. Milo’s eyes are cameras,
recording feedback. Additionally, the
child wears a chest monitor that records
changes in heart rate. Here we see ways
of embodying empathy in technology
helping those at a disadvantage to share
in equal measure the simple joys of life.

‘Robots are simpler,’ says Dr Lila
Kossyvaki, a research fellow at the
Autism Centre for Education and
Research. ‘Everything is slowed down.
There are no subtle non-verbal
behaviours to confuse them. So they
focus on what the robot does, or says,
and usually these are not at the same
time, so it is much easier for them to
focus on the social demands.’
N a o i s d e v e l o p e d t o re a d b o d y
movements such as dance routines like
‘Heads, Shoulders, Knees and Toes’ and
adjusts its speed to help the child follow
along easily. It is programmed to
understand that often with ASD children
there can be long pauses in between
sentences, reads that there is a pause
and waits with patience for the child to
continue. Some individuals with ASD
suffer from high anxiety levels and being
constantly interrupted can be an
unwelcoming feeling likely to increase
anxiety. Robots like Nao help the children
learn by mitigating problems experienced
in situations that some of us take for
granted.

PARO is another “friendly” robot that is
being used to enhance the lives of those
with another acute disorder, dementia.
”When I first saw Paro on YouTube I
thought it was very twee," says Claire
Jepson, an occupational therapist at The
Grange, an NHS specialist assessment
unit for dementia patients. When
inanimate it resembles a child’s toy that
can be bought at many stores but on
closer looks its 3kg weight gives it the
feeling of being very much a living thing
and once it is switched on, it is clearly not
a toy. Its eyes are surprisingly affecting,
and as it moves and responds to your
touch there is a musculature apparent in

Zeno, another 2-foot robot, developed in
America, can interact with children
through nonverbal communication such
as body movements and facial
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its face that conspires to give it a real
"living" feel. PARO has five kinds of
sensors: tactile, light, audition,
temperature, and posture sensors, with
which it can perceive people and its
environment. With the light sensor, PARO
can recognise light and dark. It senses
being stroked and beaten by the tactile
sensor, or being held by the posture
sensor. PARO can also recognise the
direction of voice and words such as its
name, greetings, and praise with its
audio sensor. PARO can learn to behave
in a way that the user prefers, and to
respond to its new name. For example, if
you stroke it every time you touch it,
PARO will remember your previous
action and try to repeat that action to be
stroked. If instead you hit it, PARO
remembers its previous action and tries
not to repeat that action.
With much to discover about the human
brain, predicting human behaviour is
limited in its effectiveness. We want to be
asking ourselves whether prediction is
what we want from leading
programmers, machine lear ning
specialists and computer scientists. Do
we need a robot to be immaturely
programmed to make us a cup of coffee
when it thinks we're tired or forcing a
joke in an awkward moment? In that view
it becomes a dumb human. In fact as the
aforementioned examples showed that
through embodying empathy to help
understand and enhance a sense of
being human we get more fulfilment. It
appears that human like skills such as
empathy when embodied in technology
for specific interventions has the
opportunity to assist where humans
can’t.
Too often the dream of robots lead us to
run before we can walk. The more we try
to predict the human brain in the form of
technology the more advanced and
expensive Microsoft Helper Paperclips
we’ll get.
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ANATOMY, LIFESTYLE AND
BODY AESTHETIC
An Exploration by Emily Evans
Emily Evans BSc PGCE MMAA RMIP is an anatomist, medical artist, author
and publisher. Alongside running her business in anatomical art from her
studio in London, Emily is also a senior demonstrator of anatomy at
Cambridge University. Additionally, Emily writes books about contemporary
art and anatomy, is the owner of Anatomy Boutique and creative director at
imprint publishing house Anatomy Boutique Books. She is a member of the
Medical Artists’ Association of Great Britain, the Anatomical Society and the
Institute of Anatomical Sciences.
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We often think of our anatomy as permanent
and even though we age. We experience
the changes slowly and subtly, making the
change hard to grasp. However, anatomists
Emily Evans, in her own words has a very
different perspective.

our feet and ankles. However, it doesn't
have to be this extreme. By sitting for hours
on end and sleeping incorrectly we are
changing our bodies to fit our activity.
To juxtapose this we are seeing an increase
in physical activities such as Yoga, which
aims to remedy the consequences of
maladaptation of our sedentary lifestyles.

"In the evolution of the human being we are
evolving and adapting to our environment,
we have smaller brains and smaller teeth
and jaws. However, we have started to grow
again; we are taller and we are also living
longer due to diet, health and wellbeing.

We have always had a tie to body
m o d i fi c a t i o n , h o w e v e r n o w , w i t h
advancements in technology we are able to
do body augmentation. Such as inserting
magnets under our skins or implants."

Interestingly we have a long history of
per manently changing our physical
anatomy due to cultural preferences, such
as Chinese feet binding, corset wearing,
and the women of the Kayan Lahwi tribe,
which wear rings around their necks.

The most interesting realisations is that we
change our bodies in order to embody and
physically personify the culture we wish to
identify with - interesting food for thought.

We continue to change our anatomy by for
example wearing high heeled shoes. The
90-degree angle pushes down to the point
of changing muscle and bone structure of

This was an extract from Emily's talk for
Making in Transit exhibition produced by
Jennifer Crouch and hosted by THECUBE.
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FORMA ARTS
An Interview with Delilah Dumont
Forma Arts is one of Europe’s leading creative producers and now a
British institution. They work with British and international artists to
develop and deliver new cross art form productions across the world. We
sat down with Delilah Dumont from Forma.
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What do you do in your free time?
Life sort of does me at the moment, its been
busy. When I'm not working or bookbinding
- a very unsexy hobby I've just picked up - I
read. Right now, I'm obsessed with De
Profundis - Oscar Wilde's letter to his lover
whilst in prison - and everything Pirandello.

He was an absurdist playwright who fought
fascism in Italy by being completely weird,
and I love him for that. I'm also in the middle
of applying for a masters in creative
publishing, somewhere far away from
Teresa May.

What are the current Forma Projects?
We have a few things on at the moment. The
production team just got back from a big
shoot in Armageddon (or Tel Megiddo) in
Israel with artists Nick Crowe and Ian
Rawlinson. We hope to premiere the film
and original music score this September,
and tour the work, which explores the idea
of apocalypse as both event and place.

the artist's daughters out of their own cells,
onto glass casts of their faces. It's pretty
new science, so the exhibition is a snapshot
of the ongoing collaboration and the
discoveries that comes with it. As well as
presenting the living, growing, changing
portraits themselves.
There's also a couple of other touring works
we're planning, which both explore
spirituality, death and sacredness, in
content and as experience. One with
experimental, percussion-based music
collective, Sō Percussion, who Forma has
worked with previously on From Out A
Darker Sea. And we will be launching the
mesmerising audio-visual works by new
artist Gareth Hudson; he's very exciting so
watch this space.

We also have the launch of the first
monograph of artist Mark Boulos coming up
in June at the Whitechapel. It marks a five
year relationship between Forma and the
artist, whose work I really admire. Its very
provocative and human at the same time.
'Heirloom', a collaborative piece between
artist Gina Czarnecki and Professor John
Hunt, has been touring for the past few
months. They have grown living portraits of
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How do you see the intersection of Art, Science and
Technology?
As I mentioned, Forma has been working
with a really exciting collaboration between
an artist and a Professor of clinical
sciences, and I welcome that innovation
and how unpredictable it is. A few years
ago, something like that wouldn't have been
so likely, because of disciplinary boundaries
that pitch Art and Science as oppositional,
when they deal with a lot of the same
themes and can bring so much to each
other in terms of practice.

grappling with how to comment on
digitalisation as a force that has altered our
ways of thinking and interacting, as well as
harnessing it as a medium and source of
inspiration and tools. Phrases like
'postinternet' and 'DataDada' are now quite
commonplace, despite being very complex
and disembodied in many ways. Satire
often just becomes an imitation of what it is
you're trying to critique, and that experience
can be alienating. For me anyway.

Interdisciplinarity is central to how we
produce art and is a focal point of Forma's
ethos. I think it's important to further our
idea of collaboration as not only between
people, but also concepts and fields.

Forma is trying to make a push away from
this, and bring our practice back to the
experiential, the emotional and the physical.
The "non-digital". As inspiring and creative
as digital arts are, and their critical
evaluation of how technology is intertwining
with all aspects of human terrain, I think we
can - and should - play with the boundaries
of this discussion, so it can move forward
and maybe find a new -ism.

The art world has run quite rampantly with
developments in technology, and it can be
quite exhaustive/exhausting when you
attend big biennials or mainstream art
shows. Contemporary art is very much
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Cognitive Academy: Mind with Body
19 April 2017 (1900)
Cambridge Coding: Advanced Machine Learning
22 April 2017 (0900)
Cambridge Coding: Advanced Machine Learning
23 April 2017 (0900)
Brainplay: Is Race a Social Construct
25 April 2017 (1900)
CSM: Embodiment Opening
27 April 2017 (1900)
Conscious Cities Conference No. 2
03 May 2017 (0900)
CSM: Haptics, Emotions and Colour
09 May 2017 (1900)
Brainplay: Japanisation
18 May 2017 (1900)
Cambridge Coding: NLP Bootcamp
20 May 2017 (0900)
Cambridge Coding: NLP Bootcamp
21 May 2017 (0900)
Cognitive Academy: Why Do We Communicate?
23 May 2017 (1900)
CSM: Gravity
25 May 2017 (1900)
Conscious Cities: Can You Create Healing Environments?
30 May 2017 (1900)
Brainplay: Neoteny
15 June 2017 (1900)
CSM: Festival of Embodiment
18 June 2017 (1100)
Cognitive Academy: How Do We Communicate?
20 June 2017 (1900)
CSM: Embodied Emotions in Art
22 June 2017 (1900)
CSM: Sensing of the Invisible
27 June 2017 (1900)
Cambridge Coding: Big Data Analytics
24 June 2017 (0900)
Cambridge Coding: Big Data Analytics
25 June 2017 (0900)
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