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A B S T R A C T

With this project, I am exploring the space between human and non-human centred 

perspectives. Through an interdisciplinary approach to research, I will adopt and translate 

theories and approaches, found in environmental psychology, landscape architecture, 

philosophy, and anthropology, in the hope of  helping invoke new ways of  thinking – one of  

care and co-existence with human and non-human beings. In the context of  this project, 

by the term non-human, I am addressing the unseen things, whether living or non-

living, which are currently rendered invisible within the common design and progression 

paradigms.

Through interviews with professionals and evaluations of  material experiments and the 

interactions with them, I will develop and make a form that becomes an invitation to a 

space; a woven space, which invites interaction, fascination and restoration, as a way of  

helping us reorientate our perspective. The intended purpose of  the design is not only 

about the physical form of  the object, but about the types of  cultivated and unexpected 

interactions that take place because of  it.

Through the documentation and evaluation of  the process and interactions, I will conclude 

on whether this human-centred approach can help bridge the gap between non-human 

ways of  thinking.

K E Y W O R D S

Fascination, attention, restoration, belonging, care, perspective, perception, 

environmental psychology, interaction, space, willow, engagement, co-existences, 

entanglements, curiosity, non-human.
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1 .  B A C K G R O U N D

1.1 Current climate

My Master’s research and projects have all been guided by the fact that almost three 

quarters of  the population are predicted to live in cities by 2050 (United Nations, 2018), 

and	with	this	increase	in	urbanisation,	I	believe	we	are	finding	ourselves	in	a	time	of 	

disconnection; disconnected from where our things come from and go to and ultimately a 

loss of  connection to our biotic community and a sense of  belonging. 

We are currently in a ‘climate emergency’, which is a result of  human activity (Carrington, 

2019). We have entered the Anthropocene, a new geological epoc created by humanity that 

is altering earth’s natural cycles. This unprecedented destabilisation has developed from the 

enormous growth since the industrial revolution (1725) and the 1950’s where globalisation, 

marketing,	tourism	and	huge	investments	have	seen	people	flock	to	cities	which	have	become	

the ever growing powerful engines that shape our current trajectory (Carrington, 2016). 

The anthropologist, Anna Tsing, delivers ideas and observations about our current global 

state of  precarity. In her book The Mushroom at the End of  the World: on the possibility of  life in 

capitalist ruins, which encourages us to make both “humans and non-humans into resources 

for investment” (Tsing, 2015, p.5). If  we are able to think through ‘assemblage’, we can 

begin to “reorient our attention” and cultivate a collaborative perspective (Tsing, 2015, 

p.22).	She	offers	us	a	fresh	perspective	on	modernity	and	progress,	which	asks	us	to	“bring	

back curiosity” (Tsing, 2015, p.6).

The progressive scholar and ecofeminist, Donna Haraway, expands on this subject and 

proposes an alternative prospect for living within and through the disasters wrought by 

capitalism. Her rejection of  anthropocentric thinking encourages us to create systems of  

entanglement, relationships and processes (Haraway, 2016). Drawing from Haraway’s and 
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Tsing’s thinking, I believe that designers play a vital role in inspiring people to take positive 

action and a greater understanding of  our interconnection and interdependence within our 

biotic community. As the natural historian, David Attenborough says: “No one will protect 

what they don’t care about; and no one will care about what they have never experienced” 

(Attenborough, n.d).

1.2 Care and entanglements 

After attending the speculative design exhibition The Age of  Entanglement earlier this year 

at Stockholm Design Week, I was able to meet and later interview one of  the curators, Petra 

Lilja. Petra’s research is currently exploring how design can blur the lingering boundaries 

between nature and culture. Her work aims to disrupt human-centeredness and open up 

reconfigurations	of 	design	practices,	with	the	hope	of 	critically	examining	the	role	of 	the	

designer (Lilja, 2020).

During my interview with Petra in March 2020, we discussed how care can create another 

type of  co-existence, which we don’t have today due to our current capitalistic system 

that do not care about living or non-living entities (Lilja, 2020). To care for something is 

more binding than just being concerned and requires active involvement. Non-humans 

are currently overlooked in the current narrative around care, but what if  they became 

inseparably intertwined? What if  humans caring for non-human beings became just as 

entangled with the notion of  humans caring for other humans?

In the context of  this project, by the term non-human, I am addressing the unseen things, 

whether living or non-living, which are currently rendered invisible within the common 

design and progression paradigms. This is a concept that would abandon the current waves 

of  progress, which are embedded in assumptions on what it means to be human, but would 

create new ways of  thinking, which allows space for care and co-existence.

Notions	of 	self-care	can	mean	a	lot	of 	different	things,	but	I	would	like	to	use	it	in	the	
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heart of  this project to discuss how we can invest in things that are currently neglected, 

overlooked and not valued and raise the value of  these acts and use it as a way of  thinking 

through non-human centred design. These investments as a result of  self-care are situated 

in feminist practice and as the American feminist writer, Audre Lorde wrote, “caring for 

myself  is not self-indulgence, it is self-preservation, and that is an act of  political warfare” 

(Spicer, 2019)

1.3 We are all  l ichens

Whilst watching the National Geographic documentary series, One Strange Rock, which 

explores the fragility and wonder of  planet Earth from the perspective of  eight astronauts 

(Nutopia, 2019) I was really surprised by the fact that 8% of  our planet’s land surface is 

made up of  lichen. Due to my location in the Swedish woods and being surrounded by 

lichen covered trees and rocks, I was eager to learn more about them. I was intrigued to 

find	out	that	lichens	are	not	a	plant	or	a	moss	but	are	made	up	of 	two	or	more	closely	

interacting organisms (usually between a fungus and algae) that form a mutualistic 

partnership.	The	scientific	community	adopted	the	word	symbiosis	in	the	late	1800s	as	a	

way to describe lichens! They are also an indicator of  good air quality, as particular species 

won’t grow in environments with high air pollution (The British Lichen Society, 2020). In 

the midst of  a climate crisis and a world obsessed with the concept of  self, I would like to 

adopt the biologist, Scott Gilbert’s concept that asks us to take on a symbiotic view of  life, 

as he says “we are all lichens” (Gilbert, 2012, p.336). 

Where the anthropologist, Anna Tsing, cleverly uses Matsutake mushrooms to frame her 

conversation on capitalism, I would like to use lichen and its mutualistic relationships 

to frame part of  my project’s dialogue. Our biotic community comprises of  a wide 

interconnected	and	interdependent	web	that	I	believe	will	only	flourish	with	collaborative	

survival and a reconsideration of  our concept of  belonging to and in nature.
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1.4 Environmental psychology

In the UK, 57% of  all sick days are due to work-related stress, anxiety or depression, and 44% 

of  these were caused by workload pressure alone (Stronge, 2019). We belong to a culture that 

idolises productivity and accomplishment; busyness validates us in many ways. To be outside 

with no aim other than to immerse ourselves in nature, to be still and mindfully embrace our 

surroundings, goes against everything we are told we should be doing. But as our lives get 

busier and we become increasingly disconnected from the natural world, our collective health 

suffers.	Studies	have	shown	that	within	only	a	few	minutes	of 	entering	a	forest,	the	human	

brain and body start to change.

The heart rate slows, blood pressure decreases and our muscles begin to relax. 

The pre-frontal cortex quietens and our cortisol levels drop: we feel less stressed. 

The sound of  birdsong stimulates the brain to release more alpha waves, which 

make us feel calmer. Exposure to sunlight increases the production of  serotonim, 

which makes us feel good. We inhale phytoncides, chemicals released by plants 

and	trees	that	are	thought	to	have	an	antimicrobial	effect	on	the	human	body,	

boosting our immune systems. (Sellars, 2019, p.7)

The	interdisciplinary	field	of 	environmental	psychology	focuses	on	the	interaction	between	

individuals	and	their	surroundings.	From	this	broad	field,	I	will	be	drawing	from	the	research	

and theories surrounding restoration and focusing on how to translate this ecological and 

human-centred approach into my design process. I would therefore like to introduce the 

following theories (and abbreviations), which I have chosen to use as a framework to support 

this project. To help me understand and validate the uses of  these theories within my project, 

I interviewed the landscape architect, Anna Bengtsson and environmental psychologist, Dr. 

Anna María Pálsdóttir, who are both researchers and professors at the Swedish Agricultural 

University (SLU). 

Nature-Based Therapy (NBT) refers to programs that often comprise of  traditional medical 

rehabilitation methods used for stress-related disorders, which are professionally integrated 
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into a nature context with activities or simply being in nature (Sahlin, Ahlborg, Matuszczyk, 

&	Grahn,	2014,	p.9).	To	define	nature is arguably impossible, but environmental psychologists 

have	identified	some	distinct	features	of 	“nature”	and	the	natural	world	in	relation	to	human	

perception and our common aesthetic preferences (Stoltz, 2020, p.13). 

The Swedish landscape architect and environmental psychologist, Patrick Grahn, has 

worked on the development of  courses in garden therapy and health design (SLU, 2020). 

To help describe the aesthetic qualities that account for the basic human needs in relation 

to	natural	areas,	Grahn	and	landscape	architect,	Ulrika	K.	Stigsdotter,	identified	eight	main	

characteristics that they termed, Perceived Sensory Dimensions (PSDs) (Grahn & Stigsdotter, 

2010). Grahn and Stigsdotter identify these eight qualities as: 

	 1.	 Serene:		 	 defined	as	peace,	silence,	safe	and	secure

 2. Nature:   wild nature not created by humans

	 3.	 Rich	in	species:		 a	room	offering	variety	of 	animals	and	plants

	 4.	 Space:			 	 offering	a	feeling	of 	entering	another	world

 5. Prospect:   a view, that invites you to stay

 6. Refuge:  a safe and secluded place where you can relax

 7. Social:   a social arena or meeting place

	 8.	 Culture:	 	 with	evidence	of 	people’s	values,	beliefs	or	efforts

In Jonathan Stoltz’s thesis, Perceived Sensory Dimensions - A Human-Centred Approach to Environmental 

Planning and Design,	the	physical	geographer	emphasises	that	our	loss	of 	emotional	affinity	to	

nature	might	affect	our	tendencies	for	engaging	in	pro-environmental	behaviours.	He	calls	

this	“nature	deficit	disorder”	and	an	“extinction	of 	experience”	and	encourages	an	ecological	

and	evidence-based	approach	to	design,	in	order	to	aid	the	restoration	of 	these	deficiencies	

(Stoltz, 2020, p.9). Stoltz investigates the applicability of  the PSD framework as a tool, from 

a salutogenic perspective, which I would like to adopt within this project. They are in line 

with a human-centred approach and focus on meaningful experiences, whilst helping to 

aid restoration from stress and attention fatigue (Stoltz, 2020, p.45). This theoretical and 

methodological approach to environmental design helps communicate and evaluate the needs 

and dynamic relations between the individual and the environment (Stoltz, 2020, p.17).
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Table 1. Modifications/alternatives to the labels and interpretations proposed by Grahn and Stigdotter 
(2010) for the eight PSDs by Jonathan Stoltz (2020).

To help me interpret these characteristics into my project, I would like to adopt the 

alternative labels for each PSD quality that Stoltz proposes, in the table below: 

Original label  Alternative label         The environment provides...

1. Nature  Natural  
 

A natural quality: a sense of  fascination 
with the natural world, its force and power. 
A sense of  wild, untouched nature, and 
the passage of  time. Seemingly self-sown 
plants and naturally shaped features.

2. Culture  Cultural A cultural quality: a sense of  fascination 
with	human	culture,	creativity,	efforts,	
and history. The cultivated, crafted and 
man-made, as opposed to the “self-
made” or natural.

3. Prospect  Open  An open quality: Overviews, sceneries, 
prospects, vistas, and stays. Room to 
roam freely, space for play or physical 
activities.

4. Social  Social  A social quality: plenty of  people and 
movement. Social activities and interac-
tions. Food, shops, cafés, restaurants etc.

5. Space  Cohesive A cohesive quality: a sense of  spatial 
cohesion and spaciousness, an experience 
of  entering a “world in itself ”, an 
uninterrupted, cohesive whole.

6. Rich in species Diverse A diverse quality: a sense of  variation 
and	abundance.	Different	species	of 	
plants, animals, etc. Variations in spatial 
configuration	and	content.

7. Refuge  Sheltered A sheltered quality: a sense of  shelter, 
safety and protection, An enclosed 
environment, a refuge, a hideaway.

8. Serene  Serene A serene quality: a sense of  serenity, peace, 
quiet and stillness. Freedom from noise 
and disturbances. No people.
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Another	key	theory	within	this	field	is	Attention Restoration Theory (ART), which suggests 

that mental exhaustion and concentration can be improved by time spent in, or looking at 

nature (Kaplan & Kaplan, 1989). This theory was developed by the psychologists, Rachel 

and	Stephen	Kaplan,	focuses	on	two	different	types	of 	attention	systems:	directed	and	

spontaneous	attention.	The	theory	explores	the	effects	of 	methods	that	aim	to	enhance	

directed attention and suggests that triggering fascination allows the directed attention to 

rest (Stoltz, 2020, p.2). If  we are able to create circumstances and environments that allow 

for our directed attention to rest, such as the feeling of  being away from our everyday 

situation,	then	positive	effects	on	physiological	responses,	such	as	restoration	can	occur	

(Stoltz, 2020, p.15).

In order for restoration to occur, ART suggest that the environment should:

	 1.	 Offer	a	sense	of 	being	away	from	the	everyday	environment

 2. Give a sense of  extent, of  an uninterrupted coherent world in itself

	 3.	 Offer	opportunities	for	fascination,	which	according	to	ART	typically	is		 	

  provided in natural settings

 4. Be compatible with individual needs and abilities

(Kaplan & Kaplan, 1989)

This “fascination factor” (Stoltz, 2020, p.33), can also be compared to how “unpredictable 

encounters transform us; we are not in control, even of  ourselves” (Tsing, 2015, p.20). 

Anna Tsing, encourages us to take time to understand the relations between living things in 

changing ecologies. 

1.5 Slow

Throughout my second semester, I began to explore concepts around time, seasons and 

well-being to help me develop a product that would allow for active interactions and 

encounters with our natural environment. I created a product that showed the nature 

of  time and as Pallasmma writes, “participate in time cycles that surpass individual life” 
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(Pallasmaa, 2005, p.52). This quote from the architect and theorist Juhani Pallasmaa’s book, 

The Eyes of  the Skin, is part of  a larger chapter around silence, time and solitude. I really like 

his idea on how tactile and sensory experiences can connect us with the past and present to 

give us the comfort of  belonging. My project and thinking during that semester progressed 

from an attempt to create something that we could build an emotional attachment to by 

creating something that encourages us to adopt a slower pace of  life. Something that we 

would naturally begin to invest in, interact with and celebrate.

“One senses the slow breathing of  the earth” (Pallasmaa, 2005, p.58)

During my experimental stage, I harvested a large selection of  tree stumps that were left by 

beavers. Every stump that I harvested began to represent the tree’s past life through their 

unique growth rings. I ended up printing theses tree’s growth rings, making a stool and a book 

that	helped	me	identify	and	visualise	each	beaver	stump’s	journey	fully	(see	figures	1-3).

Figure 1-3. Beaver stump, prints and stool, Alice Kettle 2019
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This	exploration	was	very	beneficial,	as	it	allowed	me	not	only	to	learn	new	techniques	in	

the	workshops,	but	also	allowed	me	time	to	reflect	on	my	past.	Each	time	I	peeled	back	

the paper and revealed the tree ring print, it brought a slight sadness that those rings 

would never expand further but also, a nostalgic feeling of  the past memories that the tree 

had encountered. I was brought back to this concept of  the ‘passing of  time’ and started 

contemplating how I could create an object that allowed the user to connect with the 

material’s history and invite them into continuing its story – becoming the co-designer!

After my Bachelors, I was forced to take time out due to illness. To help myself  heal I 

started going to seasonal yoga, which is a practice that unites the individual with nature’s 

changes	and	constant	flow	(Seasonal	Yoga,	2015).	It	believes	that	what	goes	on	in	nature	is	

reflected	in	us,	that	we	need	the	energetic	shifts	of 	the	seasons	to	balance	rest	and	activity.	

By learning more about nature and the seasons, we learn more about ourselves. If  we allow 

the imbalance of  too much stress in our lives, we feel drained of  energy and experience 

‘working against’ ourselves.

Seasonal Dialogues (see	figures	4-5)	was	the	outcome	from	this	body	of 	research	around	

slow	and	co-design.	The	thinking	around	‘slow	design’	offers	an	alternative	dialogue	that	

challenges and disrupts our current precarious, disconnected and unsustainable tempo 

(Strauss, 2016). ‘Seasonal Dialogues’ was about harvesting nature’s timing, allowing 

ourselves to visualise seasons of  activity and seasons of  rest. Each ring represents a 

month and allows the owner to become the co-designer of  their own unique object. A 

representation of  their year, a reminder of  nature’s timing and a visualisation of  our earth’s 

axis and orbit around the sun. With more people than ever living in cities and urban areas, 

in addition to our unhealthy demand for convenience and fast pace living, are we also 

becoming disconnected from nature’s rhythms?
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1.6 Space

The British sculptor and environmentalist, Andy Goldsworthy, says: “We often forget that 

we are nature. Nature is not something separate from us. So when we say that we have lost 

our connection to nature, we have lost our connection to ourselves” (Goldsworthy, 2001). 

After watching Goldsworthy’s documentaries, Leaning into the Wind (2018) and Rivers and 

Tides (2001), where you get to observe his joy, vitality and childlike approach to creating 

site-specific	installations,	I	felt	myself 	liberated	from	my	current	self-inflicted	constraints.	I	

began to think of  ways that could surprise and facilitate experiences where our senses are 

disrupted. 

To help achieve this, I am referring back to Pallasmaa’s words on multi-sensory experience 

and how “it concretises the cycle of  the year, the course of  the sun and the passing of  the 

hours of  the day” (2005, p.41). He uses the example of  how all our senses are invigorated 

Figure 4-5. Seasonal Dialogues, Alice Kettle 2019
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and in constant interaction when we walk through a forest; from the fresh woody smell, 

dappled green light to the sound of  rustling leaves and birds singing. The anthropologist, 

Anna Tsing, also discusses how we are transformed by this encounter and invites us to look 

around more to notice this strange world so we might begin to “stretch our imaginations to 

grasp its contours” (2015, p.3).

The American light and space artist, James Turrell, is a master of  creating a space that 

helps frame nature and gives us a fresh perspective. His Skyspaces (see	figure	6)	are	cleverly	

designed to allow the observer to look at the sky in a way that makes it look as though it has 

been framed. This framing of  natural phenomena that engulf  the body can also be seen 

in Nancy Holt’s, Sun Tunnels	(see	figure	7).	The	American	sculptor	positioned	four	massive	

cylindrical concrete forms in a cross position on the border of  the Utah and Nevada desert. 

These forms are orientated in precise positioning that frame the sun on the horizon at the 

summer and winter solstices (Kron, 2018).

Goldsworthy, Holt and Turrell are amongst some of  the most important contributors to the 

Land Art movement from the 1960s and 70s. Their celebration of  light and space cleverly 

interacts with the viewer’s perception and perspective. The best of  land art makes it nearly 

impossible to forget where you are as it can jolt you out of  your perceived reality and make 

you view things in a fresh way. It manages to bring everything else in its surroundings out 

to	play	and	seems	to	give	it	an	extra	significance.	

Figure 6. Skyspace by James Turrell in 
Salzburg, Austria. Alice Kettle 2018

Figure 7. Sun Tunnels by 
Nancy Holt, 1976
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The French philisopher, Gaston Bachelard said “to give an object poetic space is to give it more 

space that it has objectivitiy” (Bachelard, 1964, p.218). Bachelard discusses this within a chapter 

around	intimate	and	exterior	space,	which	I	believe	land	art	offers	an	invitation	into.	The	

piece of  art allows the exterior space to become an intimate one – an invitation for interaction 

between an environment, object and person. 

This	ability	to	make	an	environment	meaningful	through	the	creation	of 	specific	place	can	be	

seen in architectual theories that clarify the framing of  natural phenomenons. This topic is a 

very large subject in itself, therefore I am only touching on it in this report to help me compare 

the qualities that are essential to self  supporting structures and experiences with restorative 

characteristics. The Norwegian architect, Christian Norberg-Schulz, says that architecture 

clarifies	the	location	of 	human	existence,	which	the	German	philosopher,	Martin	Heidegger,	

describes is between the sky and the earth (Norberg-Schulz, 1997)

This enriching experience of  a space can also be seen in healing gardens. Developed in the 

disciplines	of 	environmental	psychology	and	landscape	architecture,	healing	gardens	offer	three	

theories that help explain how our cognitive functions react in nature-like surroundings and 

‘wild’	nature.	These	theories	discuss	how	we	trust	unconscious	reflexes,	dwell	in	unlimited	

Figure 8. Type of  involvement depending on the 
individual	mental	power.	Modification	of 	the	
Grahn’s model, 1991. Patrick Grahn, 2002

spontaneity and lessen the need 

for control due to fewer demands, 

which ultimately prompt us to relax, 

restore and regenerate (Stigsdotter & 

Grahn, 2002, p.62). When creating 

a healing garden, the visitor’s 

mental power is also taken into 

consideration. The illustration in 

figure	8	explains	how	people	have	

found that experiences of  nature 

affect	people	differently,	largely	

depending on their life situation. 
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1.7 Interaction

The	relationship	between	an	object	and	a	person	is	known	as	affordance	-	the	cues	that	hint	to	

how the users may interact with something. The term was coined by the American pyschologist, 

James Gibson in the 1960s and helped bring an ecological approach to perception and human-

centred	design	(Stoltz,	2020,	p.15).	By	emphasising	the	importance	of 	affordances	and	user	

experiences within a design process, we can potentially provide information or stimulation for 

a number of  senses that can lead to “deep involvement” (Machon, 2013, p.22). Bachelard also 

discusses	how	we	should	evoke	“childish	delight”	as		a	way	of 	finding	the	courage	to	be	curious	

(Bachelard, 1964, p.xiii). I believe it is very important to be childlike, not childish, in life and 

therefore aim to remain curious, engaged and fascinated.

During	my	final	year	at	Edinburgh	College	of 	Art,	where	I	studied	Product	Design	(BA	Hons),	

I researched the ever-growing issue of  marine plastic pollution and designed the NURDkit - a 

toolkit designed to facilitate easier removal of  plastic nurdles (plastic pellets) from beaches. 

The aim was to use it as an educational tool and since graduating, I ran many beach cleans 

and nurdle hunts. It was through these interactions and dialogues with strangers in the coastal 

environment, that I got to experience the real purpose of  the product. The curiosity that 

surrounded the object to the fascination in searching for nurdles, instilled a deep sense of  joy, 

that I have been wanting to emulate in all projects since. Figure 9 and 10, is a picture of  two 

brothers, who once left their sand castle building to ask what I was doing. After introducing them 

Figure 9-10. Nurdling in North Berwick, Scotland. Alice Kettle, 2017
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to nurdles and the NURDkit, we spent over two hours nurdling (nurdle hunting), which 

led to the rest of  the family being involved and school projects around nurdles and plastic 

pollution. 

Unexpected interactions and dialogues, such as this are what I seek when I am designing 

a project and I plan to explore how this human-centred approach can help bridge the gap 

between non-human ways of  thinking. 
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2 .  P U R P O S E

“The word ‘Slow’ speaks of  a different tempo, conjuring up a sense of  spaciousness 

and possibility, and a richer, deeper experience of  life. Its appeal stems from a 

growing awareness that the speed of  contemporary life is propelling humans and 

the planet down a precarious disconnected, and unsustainable path.”

(Pais and Strauss, 2016, p.9)

The purpose of  this project is to explore the space between human and non-human 

centred perspective. To create a tool that invites interaction, fascination and restoration, as 

a way of  helping us reorientate our perspective to one of  co-existence and collaboration. 

The purpose of  the design is not only about the physical form of  the object, but about the 

types of  cultivated and unexpected interactions that take place.
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3 .  G O A L

“An empty shell, like an empty nest, invites daydreams of  refuge” 

(Bachelard, 1964, p.127)

My goal is to get people outside into the woods, to take time to dwell, observe and to just 

be. As the German philosopher, Martin Heidegger writes, “we attain to dwelling, so it 

seems, only by means of  building” (Heidegger, 1971, p.143). Therefore, I will weave a form 

using willow, which is designed alongside the theories and research found in environmental 

psychology, and becomes an invitation for interaction. The ultimate goal of  this interaction 

is to stimulate an experience that helps invoke new ways of  thinking – one of  care and co-

existence with human and non-human beings.
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4 .  Q U E S T I O N  F O R M U L A T I O N

“Can I show landscape as the protagonist of  an adventure in which humans 

are only one kind of  participant?”  (Tsing, 2015, p.155)

Within the broad subjects of  environmental psychology, philosophy and entanglements, I 

have	identified	several	questions	that	I	want	to	research:

1.		How	to	create	a	space	that	offers	opportunities	for	fascination,	restoration	and	a		 	

  sense of  being away?

2.  How to create tools that invite curiosity, interaction and the unexpected?

3.  How to work within the space between human and non-human centred perspective?
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5 .  A P P R O A C H

Sometimes I spend all day trying to count the leaves

on a single tree. To do this I have to climb branch

by branch and write down the numbers in a little

book. So I suppose, from their point of  view,

it’s reasonable that my friends say: what foolishness!

She’s got her head in the clouds again.

But it’s not. Of  course I have to give up, but by then I’m

half  crazy with the wonder of  it – the abundance of

the leaves, the quietness of  the branches, the hopelessness

of  my effort. And I am in that delicious and important

place, roaring with laughter, full of  earth-praise.

- Folishness? No, it’s not (Oliver, 2012, p.5)

My approach to a project always begins with being in a state of  awe, wonder and curiosity. 

Be	it	the	beaver	or	the	lichen,	which	have	helped	me	start	my	past	two	projects,	I	find	

myself  delighting in these moments of  obsession, as I know that my process is about to 

begin. The poet, Mary Oliver, describes this feeling as being “full of  earth-praise” (Oliver, 

2012, p.5) and I know that that feeling is what helps me make decisions, follow intuition 

and remind me why I am investigating the role design plays in protecting, preserving and 

restoring our biotic community. 

Like the mutualistic relationship that lichen is, I plan to take a collaborative approach to 

my project. Through an interdisciplinary range of  research, I will adopt and translate 

theories found in environmental psychology, landscape architecture, philosophy and 
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anthropology, in the hope of  helping invoke new ways of  thinking – one of  care and co-

existence with human and non-human beings.

I will take an ecological and evidence-based approach to my investigations to support 

my material experiments and evaluations. Only through the active engagement with my 

experiments, will I be able to evaluate the qualities and values that I seek to create. I intend 

to work with an intergenerational group of  people to help me validate and guide my 

research and testing of  prototypes. I will try and overcome location and language barriers 

in order to implement this approach. 

By focusing on the interaction with my form as a method within this project, I hope to 

follow the approach below:

F O R M  /  M AT T E R  /  T E C H N I Q U E
 
+

P E O P L E

=

S P A C E  /  E X P E R I E N C E

N E W  P E R S P E C T I V E ?
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6 .  R E S U L T S  O F  P R O C E S S

6.1  Tunnel vision 

My process began with a physical reaction to all the heart breaking news bombarding us 

on racial, environmental and economical injustice, mixed with my feelings of  responsibility 

as a human being and designer. I found myself  feeling swamped and wanting to just block 

it all out. Figure 11, was the result of  these feelings!

Whilst	lying	on	the	floor	in	my	paper	tunnel	world,	I	felt	a	sense	of 	calmness	and	space,	

which led to a refocusing and clarity in my thoughts. The anthropologist, Anna Tsing, asks 

us to reorientate our attention, in order to cultivate a collaborative perspective that makes 

both	human	and	non-humans	into	resources	for	investment.	She	says	the	first	step	is	to	

“bring back curiosity” (Tsing, 2015, p.6)! 

 6.2  Cones of  curiosity

This led me to make a slightly more developed paper cone, with linoleum, face padding 

and	the	introduction	of 	lichen	(see	figures	12-14).	The	purpose	of 	this	cone	was	to	

Figure 11. Paper tunnel world, Alice Kettle, 2019
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encourage people to physically slow down. By having people lie down to wear it, blocked 

out their peripheral vision and directed their gaze through a jungle of  lichen - to create a 

‘cone of  curiosity’.

I decided I wanted to use lichen as metaphor to frame my project’s dialogue. To highlight 

how our biotic community comprises of  a wide interconnected and interdependent web 

that	will	only	flourish	with	mutualistic	relationships	–	like	the	symbiosis	that	lichen	is.

This led me to a few experiments on which materials were best suited to create the cones. 

This	included	heat	bending	pine	veneer	(see	figure	15-16).	However,	I	found	this	to	be	

awkward to join, brittle and not easily malleable.

Figure 12-14. Lichen cone, Alice Kettle, 2019

Figure 15-16. Heat bending veneer, Alice Kettle, 2019
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After these material experiments, I did some quick sketches in order to work out what the 

purpose	and	aim	was	for	each	form	(see	figure	17).	I	have	tried	to	treat	my	processes	like	

a	scientific	experiment.	Changing	variables,	creating	a	hypothesis,	recording	method	and	

evaluating the results and conclusion. My constants for these following experiments were: a 

wearable contraption for the face that is to be experienced whilst lying down. My variables 

were: how to play with perspective and our perceived reality.

The aim was to design something that would help facilitate an experience that encourages 

us to physically slow down, re-frame our perspective and take time to interact with a given 

space that concentrates and focuses our attention.

Once	I	had	decided	this,	I	began	to	make	my	first	cone.	I	decided	to	laser	cut	the	base	and	

use cane to weave the cone shape. I chose to use cane because it is lightweight, malleable 

and	versatile.	I	also	made	a	face	cushion	for	comfort,	using	linen,	which	I	stuffed	with	wool	

from my grandparent’s sheep in Poland. 

Figure 17. Sketches, Alice Kettle, 2019
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I had never done basket weaving before, so all my forms have had a bit of  trial and error 

to them. For example, I had laser cut out my base and drilled fourteen holes at an eight-

degree angle, to only then realise, when I started weaving, that you have to have odd 

numbers of  poles, or it does not create the interlocking layers that are required to weave. I 

also had not factored in how much lichen was needed to create my desired look, so I had to 

go on various foraging walks and then sort, clean and dry them – which was a fun part of  

the process.

My	first	cone	started	with	the	intention	of 	allowing	for	a	wider	gaze	through	another	

jungle	of 	lichen,	but	ended	up	being	a	more	cylindrical	shape	(see	figures	18-20).	Only	

through engagement with my experiments, was I able to evaluate the qualities, so it was 

therefore important to experiment and allow this to be part of  the process throughout. 

With	this	first	cone,	I	got	to	try	it	in	a	controlled	space	and	played	with	lighting	and	

shadows,	as	well	as	an	outdoor	space	(see	figures	21-22).	I	found	myself 	captivated	by	the	

shadows the sun and lichen created but was not so fascinated when using it lying down. 

Also,	the	lichen	started	to	flake	into	people’s	eyes	when	they	tried	it	lying	down	–	which	is	

not a very relaxing experience! At this stage, I was still undecided on whether these cones 

were intended for indoor or outdoor use. 

Figure 18-20. Making of  cone 1, Alice Kettle, 2019
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Figure 21-22. Cone 1, outdoor and indoor testing, Alice Kettle, 2019

Figure 23-24. Cone 1, outdoor and indoor testing, Alice Kettle, 2019
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The	second	cone	was	designed	with	the	aim	of 	creating	a	tunnel	vision	effect	that	only	

allowed for a small viewpoint. I created this using a similar structure to cone 1, but decided 

to use a thicker rattan and no lichen, to see if  it made the experience less or more enriching 

(see	figures	25-27).

To	evaluate,	I	tested	it	outside	on	a	sunny	day	(see	figure	28-29).	Once	again,	I	found	

myself 	marvelling	at	the	shadows	when	using	it	standing	up	(I	felt	like	a	sunflower),	but	

found	the	larger	rattan	did	not	create	the	desired	effect	of 	blocking	out	your	peripheral	

sight, so decided to adapt it by making bands using 24mm rattan that I slotted over the 

original weaving. Once I had attached the face cushion, I took it to the beach to help me 

decide	which	environment	it	would	be	the	best	for	(figure	30-31).

Figure 25-27. Making of  cone 2, Alice Kettle, 2019

Figure 28-29. Cone 2 sun testing, Alice Kettle, 2019



29

At the beach environment, I found my fascination being directed towards the sunset 

and feeling frustrated at not being able to see that much when lying down and looking 

up at the sky (which was quite grey that day). However, it did give the experience I had 

chosen to create, but I then decided there and then that I had not designed it for a coastal 

environment, because the joy of  that environment is the wide view and feeling of  space. 

Next I decided that the aim was to experience it in the woodlands, under the canopy of  a 

tree.	My	sister	helped	me	to	test	it	in	our	local	woods	back	in	the	UK	(see	figure	34-36).	We	

both shared a similar mix of  feelings – yes it was a calming and a fun experience, but it was 

very frustrating to not be able to see more of  the tree’s canopy.

Figure 30-31. Testing cone 2 at West Wittering Beach, West Sussex, UK, Alice Kettle, 2019

Figure 32-33. View through cone 2, Alice Kettle, 2019
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However, what was the most unexpected outcome of  the testing was the interaction and 

dialogue that took place with complete strangers. From the funny looks I got, to the brave 

few dog walkers, on the beach and in the woods, who asked what it was, and then wanted 

to look through it. It reminded me of  how much I cherish the dialogues and interactions 

that take place with strangers and this was a key element to the process and project’s aim 

of  ‘engineering the unexpected’. 

After	testing	these	prototypes,	I	reached	a	point	of 	needing	clarification	in	my	project	

and process. The idea that the cones were designed to block out surroundings felt like the 

wrong	direction	and	I	referred	back	to	the	healing	garden	diagram	in	figure	8.	

Figure 34-36. Testing cone 2 in the English woodlands, 
Alice Kettle, 2020
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This led me to design and make my third cone, which I decided to create for a shared 

experience with a larger viewing opening. I was aiming to create a space that allowed 

for emotional and active participation, hoping to still allow for an individual experience 

that	focuses	your	gaze	upwards	and	shuts	off	the	distractions	around	you,	but	this	time,	

facilitating a shared environment and space for three people to be in close proximity and 

physical touch with each other.

I decided to continue using rattan and cane to make this prototype, as I really loved the 

technique and forms that could be created with this material’s properties. Throughout the 

making process, I was surprised at how the form reacted with the material and created 

these	unpredicted	undulating	curves	(figure	37-38).	The	height	and	width	of 	the	form	was	

determined	by	time	and	workspace	–	could	I	fit	it	through	a	doorway?

As always, the active engagement was vital, so I managed to persuade three friends to try it 

out	in	the	Långed	woods	(figure	38-40).	I	tried	to	not	tell	them	too	much	about	the	project,	

so that I could evaluate their reactions and experience to my perceived intentions. It was 

entertaining to watch the three of  them try to position themselves into the cone and then 

Figure 37-38. Making of  cone 3, Alice Kettle, 2020
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to	hear	that	first	exhale	when	they	had	got	themselves	comfortable.	A	highlight	from	this	

test was the moment my friend exclaimed, “look, look, can you see the cloud coming” and 

the other two responding, “not yet, oh wait, here it comes…woah”. After 15-20 minutes 

of  observing their interactions; listening to them discuss the leaves rustling in the wind, 

bird song and also simply lying in content silence, I was delighted that my prototype had 

activated multiple sensory experiences and unknowingly ticked many of  the essential 

features that are found in Attention Restoration Therapy (ART).

Transparency	is	an	integral	part	of 	my	process,	so	I	made	films	for	the	making	and	

interaction of  all three cones that can be viewed on my Instagram page: https://www.

instagram.com/p/B7h8dk0DNxj/ (Kettle, 2020, January 20)

Figure 38-40, Testing of  cone 3 in the woods, Alice Kettle, 2020
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6.3 Smultronställe

After semester 3 examinations, the question about how to bring place, space and landscape into 

my project came to the forefront. I needed to make a clearer connection to place and therefore 

referred back to the theories surrounding environmental psychology and landscape architecture. 

I decided to use the characteristics in Perceived Sensory Dimensions and Attention Restoration Theory as 

guiding	principles	to	help	me	define	the	qualities	for	where	I	should	create	my	space	within.	

The Swedish word smultronställe is directly translated to mean “place of  wild strawberries”, 

but is interpreted as “a favourite place that you keep secret” (Taylor, 2019, p.94). Once I had 

made	the	decision	that	I	wanted	to	build	a	form	within	a	site-specific	place,	the	hunt	for	my	

smultronställe began. Due to my location in the Swedish forests, which cover a large part of  the 

country,	I	decided	I	wanted	to	explore	my	local	area	to	find	a	place	that	adhered	to	my	desired	

specifications.	The	physical	geographer,	Jonathan	Stoltz,	says	that	forests	allow	for	health	

promotion and that the restorative qualities can be related to tree age, height and sparsity 

(Stoltz, 2020, p.27).

Below are my evaluations of  places that I considered to be my smultronställe. 

1. No man is an island

I considered to put my form on an island (Sweden has 221,831 islands), as way of  emphasising 

the feeling of  entering a uninterupted space, but decided that my location had to be somewhere 

many could access and not a priviledged few who had a boat.
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3. Eighty-two silver birches

On a walk through the woods, I stumbled upon these eighty-two silver birches, which formed a circle 

like shape, within the pine forest. With anticipation and excitment, I lay down in the snowy ground to 

look up at the view and knew straight away that this was my smultronställe! It was peaceful, near running 

water, diverse in species, accessible, sheltered, serene and already had a feeling of  intrigue to it.

2. Under (or in) an old oak tree

I considered building my form under or in my favourite tree - four oaks that have merged together. 

This place was supported by the idea of  investing in one deciduous tree, that would help highlight the 

passing of  time through seasonal changes. However, the view up through the branches was not what I 

was searching for and the place did not give the feeling of  shelter and protection, which I was seeking.
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6.4 Sun Egg

“Nature has a very simple way of  amazing us – through exaggerated size”

 (Bachelard, 1958, p.141)

After evaluating my ‘cones of  curiosity’, I became confused on whether to stay with this 

idea of  a cone-like form or to move in a new direction completely. Whilst going for a walk 

in	the	woods,	my	friend	pointed	out	all	the	pine	cones	on	the	floor,	which	triggered	one	of 	

those	moments	of 	curiosity.	This	can	be	seen	in	my	diary	entry	in	figure	41,	which	led	me	

to	explore	the	idea	of 	creating	a	pine	cone	like	form	(figure	41).	I	started	questioning	if 	I	

could create a form that opened and closed like a pinecone - it would be closed when cold/

wet and open up in fairer weather. However, I soon abandoned this idea, as I felt it was 

taking the project in a direction that was a little gimmicky and could be perceived at trying 

to mimic “nature”.

I decided to refer back to examples of  land art and questioned if  I wanted to create 

something that would blend into the environment or should stand out. The architect, 

Filppa	Stålhane,	my	external	tutor	for	this	project,	reminded	me	of 	the	children’s	story,	

Figure 41. Pine cone sketches, Alice Kettle, 2020
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The	Sun	Egg	by	Elsa	Beskow	(see	figure	42),	in	which	an	elf 	finds	a	mysterious	orange	egg	

in the woods. 

One day, when she was exploring in the woods, she saw something large, round and 
yellow, lying on the ground.

“What a big egg,” she thought. “Where has it come from, I wonder?” She looked up 
and saw a bright hole in the clouds overhead.

“I know”, she said. “The sun has dropped an egg and she can’t see it because the 
cloud’s in the way.”

And she ran off straight away to tell her friend Larch all about it.

Figure 42. Illustration and excerpt from ‘The Sun Egg’ by Elsa Beskow, 1932

After re-reading the story, I decided that I wanted to create a sun egg! A form that was big 

enough	in	scale	to	create	the	surprise	and	curiosity	effect	that	the	elf 	had,	when	stumbling	

upon an orange in the woods. 

To help me determine the size and aesthetic characteristics of  my form, I started to build 

some	models	(see	figures	43-47).	These	were	helpful	in	exploring	shape,	light	and	weaving	

techniques, but I soon realised that I would only get a feel for scale if  I marked it out 1:1. 

So on a brief  visit back to the English countryside, I took some rope, bamboo poles and my 

ever willing and helpful parents, into the woods, where we marked out and measured the 

proposed	size	(see	figure	48-49).	
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Figure 43-44. Model making and shadow exploration, Alice Kettle, 2020

Figure 43-47. Woven model making, Alice Kettle, 2020

Figure 48-49. Marking out scale in the English woodlands, Alice Kettle, 2020
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From this rough marking out of  size, I began to explore which materials I would use and 

how I was going to implement the experience of  blocking out peripheral vision, without 

the use of  a ‘face cushion’. 

6.5  Body

Whilst creating my initial cone experiments, I also considered what people might lie on so 

that they didn’t get dirty. I created a moveable and adaptable slatted mat that was made 

from pine, with the idea that it would be easy to clean and store. However, as my cone 

developed	from	a	‘moveable’	object	to	a	‘site-specific’	one,	so	did	the	conversation	around	

body positioning. 

Figure 50. Body position sketches, Alice Kettle, 2020

I began to sketch ideas on how the body could be best positioned in order to interact 

with	my	cone-like	form	(see	figure	50).	Through	the	process	of 	sketching,	I	reflected	on	

the purpose of  creating furniture and architectural-like structures for the body to be 

positioned in. I came to the conclusion that if  I was to focus on the design of  these, that 

it would distract from the main goal of  this project, which was the cone-like structure and 

experiences within it. It was still important to be intentional about the body position, as 

the design of  these would act as clues and cues for the user on how to interact with the 
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space. But I decided to make these design decisions when I had put the cone-like structure in 

the woodlands. Then I could make the required furniture like components that would allow for 

comfort	and	affordances	within	that	place.

6.6  Willow

As this is not a material-based project, I chose my material carefully for the properties I 

required.	I	needed	a	material	that	was	flexible	and	would	allow	me	to	create	a	large,	organic	

form	and	would	be	suitable	for	outdoor	use.	Willow	presented	itself 	as	the	perfect	choice	to	fulfil	

these requirements. However, I had never used willow before, so I got in touch with a master 

willow weaver, Christian Erlandsson, to get a basic 

understanding of  the material. I had the privilege 

to spend the afternoon with him at his beautiful 

workshop/small holding in Brastad, where I learnt 

about this versatile material and all the interesting 

tools	that	accompany	this	craft	(see	figures	51).

The English sculptor and artist, Laura Ellen Bacon, 

has also been a source of  inspiration in helping 

me understand the characteristics and qualities 

of  willow. She creates large alien-like structures Figure 51. Christina Erlandsson in his 
willow workshop, Alice Kettle, 2020

and woven spaces by weaving willow in an 

unique	and	free	technique	(see	figure	52)	

(Bacon, 2020). After listening to her talk on 

Grant Gibson’s podcast, Material Matters, I 

realised that I shouldn’t feel embarrassed that 

I had not learnt the craft and skill of  basket 

weaving	first,	but	should	fill	liberated	in	using	

this natural and expressive material to create 

my own woven form (Gibson, 2019)
Figure 52. In the Thick of  It: A Woven Space 

by Laura Ellen Bacon, 2012
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6.7	The	making	of 	my	final	form	(within	the	constraints	of 	Covid-19)

On the 20th March 2020, alongside the rest of  my fellow students, I said goodbye to the 

workshop, the creative space to build my project and mourned the loss of  expectations and 

hopes that surrounded it and entered a state of  great uncertainty. Whilst trying to keep 

things in perspective in the light of  this Covid-19 pandemic, I knew that I could still make 

go	ahead	with	this	project,	if 	I	could	find	a	location	to	build	it	in.

Over the following three weeks, I bought and collected my willow from a local farm, 

which	is	one	of 	the	only	places	in	Sweden	that	grows	it	(see	figures	53-54).	Attempted	to	

build it outside and found myself  feeling frustrated and defeated by the wind and cold on 

numerous occasions.  

One of  my key questions in this project was how to invite interaction and the unexpected 

into	it.	Covid-19	was	definitely	unexpected,	but	the	feeling	of 	support,	kindness	and	

community that followed were just as unexpected. Friends kindly helped build a tent for me 

to work under, which turned out to be next to a red ant’s nest and then sadly blew down a 

Figures 53-54. Collecting my freshly harvested willow, Alice Kettle, 2020
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few	days	later	(see	figure	55-56)!	They	then	offered	to	build	a	new	shelter	in	their	garden,	

away from the wind. 

Figure 55-56. Friends helping build a make shift shelter, Alice Kettle, 2020

However, on the 14th April, after a lot of  emails and persistence, I got the keys to a local 

and isolated mechanics workshop, where the doors and ceilings were high and wide enough 

to	accommodate	the	weaving	of 	my	‘sun	egg’	(see	figures	57-58).

Figure 57-58. Workspace, Alice Kettle, 2020
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Due to these circumstances, I sadly let go of  the idea of  getting my local community 

involved with this project. However, with my new workspace being located on a walking/

cycle path, curious locals, who I probably would never have encountered previously, safely 

approached my new workspace and allowed for the open dialogues and community aspect 

to	return	(see	figure	59)!	This	brought	so	much	joy	and	rhythm	back	into	my	project	over	

a 2-3 week period and I was able to see the form grow and grow until it was ready to be 

planted into the woods. 

Figure 59. Curious locals visiting my new workspace, Alice Kettle, 2020

As I was unable to prototype full-size, there was a lot of  mystery surrounding the 

making of  my form, as well as overcoming structural issues, that were made all the more 

challenging without people and tools easily accessible. Before having a workspace to build 

my form, I contemplated digging the willow structure directly into the ground, but due to 

the cold and windy weather, I decided to design and make a support structure out of  pine 

and MDF to hold my 3m tall willow poles in place instead. There are no YouTube tutorials 

on how to build large willow sculptures, so a lot of  my making process was adapted from 

other techniques that supported the making of  much smaller willow baskets. As this 

technique is rooted within traditional craft, which I had very little experience of, I had to 

constantly remind myself  that my project was more than just creating a beautifully crafted 

basket, so I did not feel defeated by the lack of  experience with using willow.
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The more it grew, the more I was able to see if  this form would actually give the results 

that I hoped for. I started to delight in the dappled shadows that grew longer and longer 

(see	figures	60-64).	Where	tree	rings	represent	the	passing	of 	time	and	growth,	the	length	

of  the shadows and height of  my form, became a similar symbol. This slow and repetitive 

process became one of  investment into the material and the craft of  basket weaving - as 

well as the investment into caring for my ever-growing blistered hands. 

Figure 60-64. Willow weaving and making process, Alice Kettle, 2020
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Transparency is a key aspect in my design process, so to highlight the making and planting 

of  my woven space, I created a process video, which you can watch here: 

https://vimeo.com/419018309 (Kettle, 2020, May 17). A lot of  decisions on size and scale 

were made in relation to workspace and door size – the doors width was 240cm and the 

height just under 3m, so those became my constraints.

I found the relationship to scale very entertaining within this process. When it was in the 

workshop it felt huge, when it was outside the workshop it felt small, when it was on the 

trailer it felt large again, when it arrived into the forest it felt tiny among the tall trees (see 

figures	65-66).	But	when	entering	inside	the	woven	space	for	the	first	time,	lying	down,	

looking	up	through	the	five	hundred	layers	of 	willow	to	a	wide	and	open	expanse	of 	silver	

birches gently dancing in the wind against the blue sky, the scale suddenly felt just right. 

My body sunk into the ground with relief  and all I wanted to do was lie there and just be 

(see	figures	67-68).

Figure 65-66. Transporting and planting of  my woven ‘sun egg’, Alice Kettle, 2020
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6.8 Interaction

Evoking childish delight and inviting interactions within and around the space, was the aim 

of  this project. It was therefore really important to understand the relationship between 

the	object	and	person,	which	is	known	as	affordances,	in	order	to	help	me	provide	an	

experiene and space that would invite fascination, curiosity and healing.

Figure 67-68. Within and looking up through my woven space, Theo Rosengren, 2020
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I designed cues and clues to help encourage interaction within the space. This included 

a	sign	with	a	simple	illustration	(see	figure	69),	willow	mats	and	archways	placed	in	a	way	

that suggested to the visitor that they could lie down and enter this woven ‘sun egg’ (see 

figures	70-71).	

It was important to be intentional about the body positioning, so I designed and made the 

willow	mats	as	the	final	thing,	as	I	then	had	the	chance	to	test	the	experience	and	knew	

the essential requirements and dimensions that they would need to be. I left them to be 

quite	loose	and	undefined	in	their	aesthetics,	as	I	wanted	them	to	blend	with	the	cone	and	

surrounding environment.

Figure 69. Sign, with illustration and contact details, Alice Kettle, 2020

Figure 70-71. Willow mats and archways, Theo Rosengren, 2020
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In	order	to	evaluate	and	reflect	upon	my	project,	I	needed	to	invite	people	into	the	space	

and	wanted	to	create	a	film	that	poetically	potrayed	it.	I	have	used	films	as	a	way	of 	

documenting	my	process	in	most	of 	my	previous	projects,	but	I	had	never	created	a	film	to	

highlight the interactions in this way and felt a great responsibility to do it justice in such a 

short window of  time. I decided that I wanted one of  my favourite poems and the title of  

this project narrated over it and managed to get my friends calming Irish voice to record 

it.	The	final	film	and	interactions	that	took	place	within	and	around	the	space	can	be	seen	

here: https://vimeo.com/419703359 (Kettle, 2020, May 17)

It was importatnt not to dictate fully how a visitor should interact with the object, but 

allow	for	improvisation	and	curiousity	to	guide	the	experience.	I	will	reflect	more	on	these	

interactions in chapter 7.

Figure 72. Watercolour illustration of  interaction by Kerstin Malmqvist, 2020
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7 .   D I S C U S S I O N  A N D  R E F L E C T I O N

“How does a gathering become a “happening”, that is, greater than a sum of  its parts?” 

(Tsing, 2015, p.27)

My	final	outcome	from	this	project	is	a	large	woven	willow	space	(which	I	refer	to	as	my	

‘sun egg’) that I have placed among 82 silver birches in the forest that surround Dals 

Långed	(see	figures	73-74).	I	have	created	a	woven	a	space	in	the	woods	as	an	invitation	for	

people to interact, take time to lie down among the trees and to just be.

One of  my key questions in this project was how to invite interaction and the unexpected 

in.	Covid-19	was	definitely	unexpected	and	disrupted	the	flow	of 	this	project	but	also	

introduced and emphasised the kindness and support of  others. I would not have been able 

to	finish	this	project	without	the	help	of 	others	who	found	me	a	workspace,	drove	various	

Figure 73-74. ‘Sun egg’ among the 82 silver birches, Alice Kettle, 2020
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tools and materials around, dug and helped position my large sun egg in place. I would 

therefore	like	to	start	this	reflection	by	saying	a	special	thank	you	to	all	my	friends,	family	and	

teachers who helped support me through these uncertain and anxious times. Gratitude seems 

to always be an emotion that comes alongside the unexpected. 

To	help	me	reflect	on	this	project	I	will	draw	from	the	comments	and	questions	I	received	

from	my	final	examination.	This	included	a	discussion	around	the	anticipated	behaviour	of 	

the	user	and	the	different	contexts	that	my	object	could	be	used	in.	In	order	to	address	these,	

I would like to refer back to the theories found in environmental psychology that support the 

design and experiences that take place within healing gardens. These theories focus on the 

interaction between individuals and their surroundings. 

I made a conscious decision to place my object within the forest, as I wanted to create 

circumstances and an environment that would allow for the visitors’ directed attention to 

rest.	To	create	a	feeling	of 	being	away	from	their	everyday	situation	and	offer	an	opportunity	

for fascinations, which according to ART (Attention Restoration Theory) is typically provided 

in natural surroundings. I worked with this fascination factor and linked it with the 

anthropologist, Anna Tsing’s idea that “unpredictable encounters transform us” (Tsing, 2015, 

p.20). Of  course, this “unpredictable encounter” could happen within an urban context and 

as discussed, this object/space might be even more necessary in this location, but I wanted 

to create an invitation as a way of  getting people out of  the city. It is not an invitation to 

be within and block out the surrounding environment, but an invitation to stimulate active 

interactions and encounters with our natural environment and to emphasise the sensuous 

aspects	and	create	affective	moments	that	encourage	the	user	to	take	time	to	understand	the	

relations	between	living	things	in	changing	ecologies.	Therefore,	by	creating	a	site-specific	

installation among a diverse location in the forest, I am able to invite and present the visitor 

with an opportunity to take time and be within an environment that helps aid healing and 

restoration.

To	reflect	of 	the	anticipated	behaviour	of 	the	user,	I	had	to	analyse	the	interactions	that	took	

place within and around my space. It was really important to understand the relationship 
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between	the	object	and	person,	which	is	known	as	affordance,	in	order	to	help	me	provide	an	

experience and space that would invite fascination, curiosity and healing. I designed cues and clues 

to help encourage interaction within the space, which included a sign with a simple illustration, 

willow mats and archways placed in a way that suggests to the visitor that they can lie down and 

enter this woven ‘sun egg’. 

After planting my willow form within my chosen place, I hoped that I would get to witness and 

encounter various interactions. It was important to not dictate fully how the user must interact with 

the object but allow for improvisation and curiosity to guide the experience. 

Within	the	first	two	weeks,	I	was	overwhelmed	with	messages	from	strangers	and	friends	who	

had stumbled upon and interacted with my project in the forest and taken the time to contact me 

from	the	contact	details	that	I	painted	onto	my	sign	(see	figure	69).	This	included	receiving	emails,	

pictures and Instagram posts describing the interactions and experiences that had taken place 

in	and	around	my	space.	These	have	been	so	heartening	and	confirmative	to	this	project,	as	it	is	

always uncertain to a designer if  your project will be received in the way you intended it to be. So 

these glimpses into people’s interactions and comments supporting my project have been really 

encouraging	to	me.	Please	see	figures	75-81	that	highlight	some	of 	these	interactions.

“Sometimes I come across projects in the forest. It is nice! Here’s ’When I am Among 
the Trees’ by Alice Kettle (@alice.kettle.design). A pleasant way to pay attention to trees. 

Thanks for the experience!”

Figure 75. Instagram post from @karingranstrand, 25th May 2020
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“Finally went to visit your “sun 
egg” today! So nice to be laying 
there and relax the mind :) been 
here the whole afternoon doing 

some school stuff!” 
- Bobo, May 23rd 2020

“We found it !!! So peaceful. It was so nice with the cool morning and all the birds singing!”
- Lauranne, May 20th 2020

Figure 76. Message and 
photos from a friend, 

23rd May 2020

Figure 77. Message and 
photos from a friend, 

20th May 2020

Figure 78. Instagram 
post from a stranger, 

@lenafagerberg 
31st May 2020

Figure 79. Instagram 
comment from a 

stranger, 30th May 
2020

Figure 80. A celebratory gathering, 
Alice Kettle, 2020
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Through	reflection,	I	realised	that	my	constant	questioning	of 	the	validity	of 	this	project	

was because I was working within the unknown space between two perspectives. My 

project has been about bridging that unknown gap between human and non-human 

centred perspectives. I was not ready to switch my thinking and project to one that was 

from a non-human perspective and needed time and space to adapt to this. 

Therefore, I believe I have not just created an object, but an experience that allows us 

to embrace new types of  concepts that are on the edge of  design. I was able to take it 

from a strange face cone thing that closes the world out, to visualising and developing it 

into	a	design	that	creates	affective	moments	that	emphasise	the	value	and	meaning	of 	an	

experience. By drawing on concepts around healing, nature and non-nature as a neutral 

thing, I have embraced new aspects in design that integrate an ontological approach.

I have also been juggling the borders surrounding art, craft, design and architecture. I 

chose to use the traditional craft technique of  willow weaving as a way of  building my large 

self-supporting structure. To be inside a woven structure, hints at an almost architectural 

way of  thinking – an experience rather than just seeing. By sizing up a technique that is 

usually associated with small-scale craft, I hope that the scale of  this object would initially 

make an instant impression on the viewer. That on closer investigation of  the object and 

material they could get an understanding of  how it was made. The sculptor and willow 

artist, Laura Ellen Bacon, describes this feeling of  being within a woven space as a kind 

“We saw your installation in the forest at the old smithy in Mustadfors. Thank you for such a 
beautiful project. We had a great view into the trees and the sky. Did you clean the birch trunks, 
everything was so white?

Thank you for your “secret” project. There was nothing about it on your website. We wanted to 
invite you to a glass of  wine, to hear more about it, if  you are still in Mustadfors. But now we’re 
back in Germany. Maybe in July?”

Figure 81. Email from a German couple who stumbled upon my installation, 
20th May 2020



53

of  human experience of  being within a mass of  natural material and a knowing that it 

has been tied and woven by hands alone. This gives it a protective kind of  quality, as being 

surrounded by something that has been handmade is part of  its appeal (Gibson, 2019).

It was also very important to get the scale of  this object right, as I didn’t want to make it big 

enough that someone might be able to peak their head over the top and disturb the feeling 

of  being in their own space. This object is not to be observed from the outside, but to be 

experienced by lying down and looking up from within it, to allow a serene and sheltered 

experience that emphasises the healing characteristics and qualities that are expressed in 

Perceived Sensory Dimensions (PSDs).

With all the uncertainty that this project encountered, due to the current constraints of  

being in a pandemic, I feel a great sense of  relief  that I have managed not to compromise 

on the scale of  this project. Due to not having access to a workspace for nearly a month, I 

felt rushed in the weaving and construction of  my object but grateful with the much-needed 

return	of 	a	routine	in	this	process,	to	be	out	of 	the	confinements	of 	my	home	environment	

and have a space to build, weave and create my installation. As I made my ‘sun egg’ out of  

live	willow	and	have	planted	and	watered	it	into	the	ground,	I	am	excited	to	see	if 	my	final	

‘unexpected experience’ will be the transformation in not just peoples’ perspectives, but 

that my willow form will continue to grow and become its own entity within this space and 

outgrow the use for humans and become a space for non-human beings?

Figure 82. Three people within my woven space, Alice Kettle, 2020
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8 .  C O N C L U S I O N  A N D  R E S U L T

“He lay down behind the blade of  grass, to enlarge the sky”

(Bachelard, 1964, p.187)

When I Am Among the Trees, is an exploration into the space between human and non-human 

centred perspective. I have created a woven space from willow that invites interaction, 

fascination and healing, as a way of  helping us to reorientate our thinking to one of  co-

existence and collaboration.

This project has really challenged me to expand, focus and shift my design perspective to 

one that includes unseen things, whether living or non-living, which are currently rendered 

invisible within our design and progression paradigms. Even though we are currently going 

through a pandemic, we remain in a climate emergency, which is a result of  human activity. 

My Master’s research and projects have all been guided by the fact that I believe that with 

increased	urbanisation	we	are	finding	ourselves	in	a	time	of 	disconnection;	disconnected	

from where our things come from and go to and ultimately a loss of  connection to our 

biotic community and a sense of  belonging. This project has allowed me time to explore the 

space between human and non-human centred perspectives and by taking a more holistic, 

philosophical and experienced focused approach to these issues, I believe I have created a 

sympathetic project that is positioned within the space between two perspectives. 

Could the simplicity of  inviting adults to take time to be more childlike, playful and curious, 

be a way of  helping invoke new ways of  thinking? Maybe this interaction and experience 

will encourage a shift of  thinking towards one that has care, co-existence and collaboration 

at its centre. 

I would like to conclude with an open invitation to visit and experience my woven space in 

the forest and to end my report with the poem that gave the title to this project.
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When I Am Among the Trees by Mary Oliver (2006)

When I am among the trees,
especially the willows and the silver birches,

equally the beech, the oaks and the pines,
they give off such hints of  gladness.

I would almost say that they save me, and daily.

I am so distant from the hope of  myself,
in which I have goodness, and discernment,

and never hurry through the world
but walk slowly, and bow often.

Around me the trees stir in their leaves
and call out, “Stay awhile.”

The light flows from their branches.

And they call again, “It’s simple,” they say,
“and you too have come

into the world to do this, to go easy, to be filled
with light, and to shine.”

Figure 83. ‘Sun egg’ watercolour illustration with loaction co-ordinates, Kerstin Malmqvist, 2020
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