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abstract 

The aim of this media art research has been to uncover new understandings of the sensations of ‘liveness’ and ‘presence’ that may emerge in participatory networked performance, using mobile phones and physiological wearable devices. 
To practically investigate these concepts, a mobile media performance series was created, called MINDtouch. This performance series resulted in a collaborative live visual collage, made with mobile and wearable devices during in-person and remotely accessed telematic events. The live events were organised for participants to engage in through improvisation and experimentation using mobile video and generative VJing (video mixing) activities. This essay describes the methodological approach taken within this media art research.

The mobile media performance project, MINDtouch is based on a vision of the exchange of dream imagery and embodied sensations through mobile media, wearable biofeedback sensors and participatory, collaborative, networked activities as live media performance events. This telematic, physical-virtual event-system is intended as a simulation of synaesthetic and embodied dream experiences or to mimic a telepathic affective exchange, creating a paradox in the notions of liveness/presence and of feeling/being-there. The use of live body data as a medium to mix concurrent streams of mobile video, in a multi-thread, non-linguistic conversation creates a collaborative, visual dialogue, intended to enable a more embodied and meaningful, personalised exchange between people.
1/ ‘setting the stage’

MINDtouch explores embodied, non-verbal communication and interaction using wearable biosensing devices and mobile phones as the ‘interfaces’ to remotely connect bodies and experiences in a weave of layered media within social and performative events.
The performative project has created activities to enable experiences of liveness and presence within a series of live, iterative, in-person, staged and virtual ‘scratch’ participatory mobile media social events. These ‘scratch’ or performance experiments involved improvisation and experimentation in generating live collaborative visualisations, using mobile mixed video, triggered by biosensor data from participants’ bodies. As such, I have sought to understand how bodily sensations, perceptions, interactions and responses might be meaningfully utilised in unique ways to visualise the body/mind [
] expression.
The events were created to enable presence and liveness using physiological sensors to intensify the embodied interaction and engagement. During these social events, the physical presence of participants was transformed, transduced [
] or translated into a digital video form, to allow them to ‘touch’ and ‘play’ with others, remotely, non-locally [
]. This was visually expressed and represented through their videophone expressions of their presence. The various project threads have been unified through the coding to enable the phones and sensors to communicate with one another in as close to real-time as was possible.

During this research process, a phenomenological perspective was taken to engage with the key concepts of presence, liveness, embodiment, and telepathy in the practical context of performance, as a means to assess my own assumptions of these notions. My underlying questions to address were:

1. Can a mobile, social interface simulate a telepathic exchange or a sense of presence at a distance? 

2. How can artists, understand previous notions of performance, in relation to ever-new technologies and mediated activities, using both existing and developing approaches?

3. How is performance changing in response to networked technologies and wearable devices (mobile, biofeedback and other sensors, satellite/GPS, Internet)? 

4. What is the relationship of 'real-time' computing or ‘streaming’ to liveness in mobile performance and games?

5. Is ‘performer’ another term for audience/viewer/ visitor/participant of interactive mobile media performance work?

Discussed within my thesis is the journey in developing this expressive, collaborative, participatory telematic event series as a means of enacting mediated performance experiences over a mobile network. It also explores the constructed virtual ‘space’ of a mobile, networked interaction and how, or if, and how mobile participatory performance might be differently perceived from other forms of ‘live’ performance. The project has explored remote or distance perception and interaction, using mobile creativity by enabling participation in collaboration over the network. 

Within the work, mobile media phones act:  1) as a conduit for non-literal or abstracted, non-verbal expression of experience and as an extension of the body/mind; and 2) as a vehicle to express inner sensations between participants or with one’s self. A goal has been to recombine technologies not otherwise used together to connect people remotely, allowing them to re-engage with each other affectively and expressively, unlike they currently do and in new non-verbal/textual ways. Thus, the research has straddled diverging areas of new media research and digital performance practices, incorporating physiological sensors that interface with mobile phone technologies, in a unique ways. 

I play several roles in this research, they are as such: 1) media artist and performer, 2) researcher using phenomenology of experience and experimental mobile performance to explore abstract conceptual notions and qualities of experience; and 3) performance director / facilitator. This last role is one is dearest to my heart, as one who sees most of her practice about facilitating experience, both socially and artistically. My background leading here is critical, as it explains how I arrived at this project and not any other. It demonstrates that my unique embedded, embodied and tacit knowledge as a curator, performer, media arts researcher, and even employment counsellor / facilitator, from my past lives, makes me uniquely qualified to carried out this research, in this way.

Here is a chart that visualises the different roles more clearly:
In the curator / director role I am concerned with the performance experience for the media artist and her audience, as well as how the content of the work affects or is experienced by the audience. The performance staging, and nature of the actual experience for the performer, is also worthy of investigation. Curatorial issues and practices have been challenged by new modes of presentation and performance in the last decade, especially with technology and participatory-based works, so this area warrants review as well. 
As a facilitator, I bring embedded and historical experience as a ‘Life skills’ and Employment Counsellor from another part of my life into the practice. When I returned to post-graduate studies in media art I left six years of working in social services aiding and facilitating people into work or new career paths, better living conditions or at least off the street. I have tried to carry the learning form this former career into my media art and performance practice, to find ways to continue to enrich people’s lives through enabling them to have deeply felt experiences. It is this background that also makes my approach to practice different than some others’. Facilitation has a whole rich history and philosophy not covered in this thesis, however I carry my own interpretation of it as the enabling and shepherding of others through a process or through learning. It involves always checking with participants to make sure they are safe and comfortable in the experience and their needs are met as best as possible to reach their own goals or expectations in the process, whatever process that might be.
As a video and digital artist, performer and curator, lecturer in film and video history, media aesthetics and practices, various curiosities have surfaced, such as VJing and Live Cinema. It has also long been a fascination of mine to use mobile devices to marry performance video mixing with telematics (also known as networked performance, discussed in Chapter 3). Upon starting this research, I had a vision of the work to create, based on my knowledge of the Internet and other digital art projects that used telematics, mobile and wearable devices, not to mention through past art research, such as with whisper[s] (Schiphorst and Kozel, 2003-2005). Experience as curator with the Escape Artists Society (2005-2007) and the New Forms Festival (2002-2004) in Vancouver also aided. However, I quickly became aware of the ever-changing landscape of mobile technology, as well as the latest in medical physiological and DIY sensing technologies on the market. Here the curator takes of more a theatre director role, devising and the ensuring the performance elements work and ‘rehearsing’ them to make them better with the ‘actors’, who are the participants.
As a artist, singer/ songwriter, performer, poet, videographer, and former dancer, it is important that the theories and philosophy be read through the practice and in the language, metaphors and musings from my journey and the experience of it, explored and uncovered during the research and framed at times personally. Taking a phenomenological approach has meant that in practice and in writing, the work and process is described from a first-person, lived perspective, to allow the reader follow my journey within and during the project. I defend the Art-as-Research and phenomenological approaches as a critical means to explore and analyse the experiences of others’ more empathetically, since they demand a sensitive understanding. As an artist, I can only ‘read through’ my own experience of the practice and its staging, rather than pretending that any research is truly objective, especially as a personal art project.
practice-as-research
The key, overarching approach, intuitively practiced throughout the MINDtouch research project was an intuitive performance-based approach, always being refined and developed or added to. So, if we can say that a methodology is a philosophy of a research method, then Art-as-Research is a philosophy of artistic research practice, which incorporates or works as an umbrella for multiple methods, tools and techniques from other methodologies.  In order to understand Art-as-Research, ‘practice’ can be defined as creating or the act of making art, performance or other practical, hands on, embodied work (coding, dance, architecture, music, design, etc), so the making of things (digital or physical). The research aspect involves learning from other artists’ work, reading, studying, exploring, examining, observing, analysing etc and then synthesising, writing about and applying to own practice and / or thinking.
The viewpoint taken in this research been that a method an artist can use is to create their own philosophical or conceptual expression of methodology, informed by their experience in practice. Thus, the more an artist uses their work as the research, with some writing to support it, the more the artwork, artefact, or performance in its intrinsic artistic form alone is the contribution to knowledge. 
Barrett notices in Annette Iggulden’s Silent Speech that

[she] observes […] The processes of discovery elaborated by the artist suggests that theory is always secondary to intuitive response, and is ultimately sacrificed to the material and temporal demands of making the work and finding a means of expressing previously inexplicable psychological states. (Barrett, 2007:10)

What is critical about this statement is that is speaks to the process of discovery at an intuitive level as the guide to the practice in order for the work to develop and evolve appropriately, not dictating outcomes. After that, theory can be applied in order to contextualise the process and the outcome. 
Estelle Barrett puts forth that
Embodied vision involves seeing something from somewhere. It links experience, practice and theory to produce situated knowledge, knowledge that operates in relation to established knowledge and thus has the capacity to extend or alter what is known. (Barrett, 2007:145)
In terms of the process of engaging the theory through the practice, the links to embodied vision an ‘experience, practice and theory produce situated knowledge’, which for me has involved such things as taking previous experience as a facilitator and organiser of people, in tandem with training in yoga and meditation, into that of devising the performative activities. As such, this established, intuitive and embedded knowledge was accessed in this project while designing activities that would ensure participants would have a meaningful experience, deeply connecting with their inner world, yet feeling safe to do so. 
participatory performance as research

In the MindTouch research project, visceral, sensory, emotional and philosophical understandings became key to discovering whether or not liveness and presence could be enabled and perceived by participants during a telematic performance event. Physiological sensors were used to capture and visualise body data, such as breath, heartrate muscle activity and stress levels through sweat, in tandem with mobile software created for the project. These sensors were the ‘conduit’ for creative play and expression, connected through Bluetooth to the mobile phones, which became the embodied  ‘interface’ for a new form of non-verbal expressivity. 

Participants wearing the physiological sensors ‘performed’ the visuals through their body data, creating the unique ‘mixes’ like a conversation between the body/performer, the mobile creator and the remote participant. The body data thus would control the video effects and mixing, which was displayed in the live setting, while accessed and contributed to by both live and remote participants. During these events the physical presence of participant was translated into a digital video form and used to ‘touch’ and ‘play’ with remote others through their visually represented presences. This video collage would then become a collaborative, narrative and global mobile-cast, converging previously distinct technologies and practices, bringing all the different virtual ‘presences’ together through the visual mix, simulating ‘collective consciousness’ [
].
Here are the phases of the project
Briefly, the phases of the MINDtouch performance development have been: 

1) phase one - mobile video workshops were conducted to collect the media. Participants were asked to explore and visually represent their physical sensations, perceptions, emotions, thoughts and impressions, in a non-verbal, visual way using the mobile video recording phones, to later share with others in the final collaborative collage;
2) phase two - the technical development of 1) the interface software for receiving and visualising the physiological data on mobile phones, 2) creating the video mixing software, as well as 3) assembling custom electronics and wearable sensors systems, then embedding these electronics and sensors into 4) suitable custom-made garments; 

3) phase three - the planning and staging of the live, participatory visualisation events, using the sensors to trigger both the videos from the workshop database and new live streamed mobile video from the event activities themselves; these were then mixed into a new video collage, streamed back to participants’ phones in the space and remotely.

These live events were organised as a means for participants to engage in performative activities through improvisation with mobile video, wearing physiological sensors, and to make a collaborative and generative video collage, using all the technology together. 
hybrid performance-research
This work has been an opportunity to try to innovate within a relatively new performance and technology domain of locative or mobile performance media. This performance media work has been created within an academic environment and realised through the mode of practice-based enquiry.  The combination of methods, such as Phenomenology [
], Ethnography [
], Design-based ‘workshopping’ [
] and Visual methodological approaches [
] were meant to complement each, but each also had distinct roles, uncovering different dimensions within the work. A customised interpretation of structured improvisation techniques [
] was used for the video collecting workshops and participatory performance events, in order to explore and develop the participatory and interactive aspects most effectively. 

The performance processes for MindTouch were drawn heavily from the different artistic practices such as: video, media art, music and media curation/production. My personal experience, creative practices, professional work, studies and training, combined with current activities and research, were brought together for this research project. The resulting hybrid practice-based art research methodology devised for the project comprised of: 

1) performance-based structured improvisation techniques from theatre and dance, for the workshop design activities and as part of creating and engaging participants in the activities during the events; 

2) ethnography for collecting and analysing the interview data; 

3) phenomenology for overall creative design approach and process analysis; 

4) experience design for devising and implementing the experience both of the activities and the digital interfaces; 

5) visual methods for categorising and analysing the video imagery; and 

6) technology design (empirical) methods used in the technology development. 

An approach called ‘scratch performance’ was borrowed from London theatre and live performance, which means ‘work-in-progress’ or iterative theatre, and is a performance mode that asks the audience for feedback to make the piece better. This is similar to iterative design and other creative approaches which use iteration as a key method. Important to note here is that, the work would not have been realised with one of these methodologies alone, as each address different aspects of project progression, performance staging and technological development, such as:
· Phenomenology = for observation of self as artist/director/researcher or in self-reflexive experience analysis of artist-researcher in the planning and performance staging; working from a first-person, lived-experience perspective in the various roles played as a participant in the research process, as well as researcher, artist-performer, director/ facilitator; to understand my own inspiration and choices as they surfaced, in order to (also almost akin to Action Research) devise the research and be ‘inside’ the research process to better do so;

· Structured Improvisation = for actively engaging participants in and devising the performance activities; to explore ways for the participants to interact with the technology and each other, and how best to conduct the activities based on participant behaviour;

· Ethnography = for more objective observation of participants’ behaviour, note-taking and analysis of their experience during the activities; to better understand the experience from the participant perspective, but also to observe them from the outside in order to analyse the performances and feedback from them;
· Workshopping = for trying the activities out with participants and perfecting them for future performances; to collect video material for the database in case the live streams were problematic;
· Experience Design = interweaving and interdependent on the previous two above; focused on creating engaging activities using the technological devices, garments and software, as well as the collaborative video collage participants create collaboratively; borrowed from graphics and web design as a means to craft effective interaction design of the technology experience and interaction for participants;

· Visual Methods – to analyse the content of the visual imagery in the video clips, in order to define appropriate database categories for the software to use the body data in tandem with the sensors; as a way to explore the possible meaning and content of the visual material created by participants, from a visual aesthetics and symbolic perspective;

· Technological Design Methods (Empirical)  = employed mainly by and with the technical collaborators/ software developers, in order to create, assemble, code, test, debug, iterate and finally work with the technologies used; used to iterate and perfect the technology for use in performances.

For the ethnographic aspect: after each video collection workshop, interviews on the participants’ experiences were collected to develop a sense of their perception and engagement with the activities. Techniques included: pre-and post reflective experience questions, observational notes, videophone interviews, and observational/ documentation video recordings. As well, each iterative performance or ‘scratch’ event involved post-performance surveys and a few video interviews with participants and observational/ documentation video recording. 
Participatory performance is one approach used by some artists as method to engage the public in exploring both technology and the ‘real world’ simultaneously, in a practice called ‘mixed reality’ or ‘locative media’ or ‘pervasive gaming’ [
]. Participatory performance is used here as a way to enable people to explore the embodiment of technology in the work, and to assist participants to sense presence over distance differently, through the technology. So this is a means to explore high-level meta-concepts through practice––the connection is: embodying specific instances of mobile and wearable technology. Why mobile technology? Partly due to its powerful new image and video capabilities, which inspire more creative and playful potential, enabling participation and mobility in a way that a computer cannot. But primarily it is because of its closeness to the bodies of most users, and its ability to go anywhere with them. So the learning of the new technology is diminished, unlike other software or hardware options for social networked interaction, such as Second Life. As a performer and video artist, admittedly I am fully sold on technology’s power and have been anxiously waiting to work with mobile videophones in performance since the mid-1990’s.  I have worked with people for years, in numerous capacities, and been engaged in trying to empower people in various ways, this project seemed a natural approach to engage people in performative and creative activities using their most closely held technological objects, to play, collaborate and sense each other over distance.

The intention of the ‘workshop’ approach was to test new, embodied, performative and artistic uses for the new mobile media technology. The making of new tools or software was secondary and only implemented where needed to bridge gaps in the technologies or use them in new ways or for new uses. These workshops also were intended as a means to generate a media database to create a media archive for the end performative video collage/installation. These workshops and the performance events were planned as experiences to assist people in exploring body states and sensations, but also to assist participants to ‘capture’ and transform those experiences into new, synaesthetically enhanced and ever changing experiences for the performance collage/social video (VJ) mixes. The goal was not to further design technology as the end artefact, although technology and system design did take place, not as result of the workshops, but to facilitate those workshops and performances. So technology was not intended to be merely a facilitator and means to simulate and stimulate specific and unique forms of technological embodiment. The workshops were essential to distill the methods in the creation of the participatory experience design. Other intentions included: to help people explore the sensations of their bodies and their internal perceptions; to facilitate mental visualisations of these internal perceptions and sensations, and; to assist participants to explore the act of externalising and representing these mental images. They were also an experiment in facilitating non-verbal, and gestural communication. 
When using the experience design methodology for the performance events, a questionnaire was constructed based on an experience design framework I developed previously, and based on the previous workshop questionnaires. The purpose of the questionnaire was to assess the experience of each participant during the activities. The purpose was to understand what participants experienced (sensorially and technologically), during the activities, and then try to iterate each performance or workshop from their feedback. As the facilitator, it was a critical function to make sure that the participant was having a good experience and then, based on the overall goals of the project, modify the activities for each iteration to ensure that a more enriching experience is being had each time. 

Structured improvisation, borrowed from theatre, dance, music and live art performance, was most influential in the ‘design’ and methodological approaches of MINDtouch. The customised structured improvisation techniques were developed for the video collecting workshops and participatory performance events to most effectively explore and develop participation and interaction. Participants were given tasks or activities and then were observed as to how they encountered these. They were then asked how they perceived performing the tasks, as well as what they sensed in their bodies when using the technology (phones and sensors) during the activities. Sessions started with a mind quieting exercise and I would: present participants with the activity; assist them if them had trouble engaging with the activity and using the video; guide them in the task execution (if needed); and then when they completed that activity they would be brought together to start again and revisit what just had been done.
Visual Methods were also employed in this project in order to evaluate and work with the video clips generated by participants the workshops and events. These were mainly to analyse the content of the visual imagery, to devise appropriate database categories. These categories were necessary for the custom software to use the body data received from the sensors appropriately and as a way to understand the intended content of the visual material created by participants. The methods used for the selecting, meta-tagging, categorising and analysing the video clips for the database and video mixing for the performances, were borrowed from Gillian Rose’s book Visual Methodologies: An Introduction to the Interpretation of Visual Materials (2007). Rose’s book influenced how to analyse each videos’ visual content as intended by participants. A modified version of compositional analysis was used, focusing on participants’ videos from the workshops, since those were the most collected and plentiful. The content primarily featured the environment and spatial context of where the workshops were held, and included elements inspired by the activity participants were engaged in, and the available visual imagery they were depicting or capturing around them. This material mostly contained imagery of architectural (interior or exterior) or structural elements that featured patterns. The material also contained movement and other ‘expressive’ content such as extreme close-ups of a person’s eye or the translucent piece of skin between the thumb and index finger.  I chose to do mostly a cursory analysis and did not want to judge or interpret the intentions or symbolism of these expressions by participants, as that was not the goal. Rather, this review and compositional analysis was performed to determine how to organise, categorise and meta-tag the clips for the visual mixing archive. It was also not the goal to judge as the participants were recruited as public, with no necessary visual or performative background, so any expertise or talent for creating pleasing material was incidental.

As a media artist and not a software developer or coder, I am not able to fully comment on the exact details of the methodology used by the technical collaborators I worked with. However, the way they developed the technology that visualised the body / sensing data on the phones, the computer VJ mixing software that mixed and streamed the video archive, and the assembly of the electronics was trail and error. What was reported as the main approach to working with these systems came from an empirical methodology, which involved moving from concept development and discussion, to materials development or coding, to specific technology development, to testing, debugging, retesting and finally to the complete system implementation. The software did not easily work on all models of phones immediately so modifications had to be made in order that it could. Each technical collaborator would then train me in their system design, and each in their own way, made notes and created a ‘user manual’ for their software after the development for ease of use and part of good practice.
conclusion
This paper has briefly attempted to show how the differing methods and methodological frameworks were borrowed from and implemented within the MindTouch research project, in order to create a new practiced-based methodological hybrid. These mixed methods together were used to complement each other for thoroughness, to address the complex and specific aspects of each phase of the project design and implementation, to create an engaging and personal participatory technology based experience, and for the ultimate goal of implementing systems to enable the sensing of liveness and presence of other over the mobile network. However, each methodological dimension also has had a distinct role to play in uncovering different aspects of the work, to be fully divulged when the final thesis is released this fall.
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⨪
� The term ‘body/mind’ is chosen to acknowledge the studies and theory of Massumi, neurobiologist Antonio Damasio, Benjamin Libet and other philosophers, showing that the mind not only exists in the brain but also the parts of the body, especially the senses, and discussed further within.


� A tranducer is: device that converts variations in a physical quantity, such as pressure or brightness, into an electrical signal.


� Radin and other Quantum physicists define ‘non-local’ as physical objects (or people) that may seem unrelated or separate, but are connected, transcending the limitation of space and time or take place simultaneously either through space and time, in space or in time (1999: 277). This will be briefly discussed in Part II as well.


� More can be viewed and read about the project online at � HYPERLINK "http://www.swampgirl67.net/mindtouch_perf.html" ��www.swampgirl67.net/mindtouch_perf.html� 


� Based on Varela, Kozel and Merleau-Ponty 


� Based on prior training in Sociological/ Anthropological methods from previous studies.


� Based on work of Schiphorst and Kozel, and my own training.


� Based on Rose’s methods.


� Based on my own training and Boal’s work.


� These practices will be explained more in chapter 6.





