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Figure 7: Some sketches made along the process, the system diagram (left),
conceptual drawing (centre) and attached motor (right).

Inspired by everyday media such as advertisements, online games, and movies that
always visualise three-dimensional (3D) perspective on a two-dimensional (2D) medium,
| would like to play around with this concept of representation. | choose paper as the
primary platform since it is a classic material for visual representation. Instead of
representing information on it, | preferred to directly use it in a representation to
present the actual characteristic of physicality. Since | have chosen to work with paper, |
have been intrigued by the use of diagram in order to present an extensive amount of
information. The function of the simple form used in diagram partly corresponds to the
geometrical form of minimal art — one is to simplify the information, another is to emit
the information. | decided to present the data in the form of bar chart because it is a
suitable form for the chosen medium and further support an argument of the property

of the three-dimensional object.

As mentioned in a previous part of this paper, | believed that the significant quality of
physicality could be perceived and it is similar to the way we evaluate reality within
photography, movies or VR. However, most importantly, it is not about the difference
between what we sense and what we know as referred to regarding minimalism theory

— but how the value was given.

By choosing paper as a material, | was attempting to expose the 3D form of it. A thin
plain paper strip is somehow comparable to Merleau-Ponty’s cube; you will see a solid
line with different widths depending on your angle (see figure 8). Still, the nature of
paper also conceals itself from 2D-3D comparison. Instead of putting it on the wall, the

strips were hanging from the ceiling in the middle of the installation space. This small
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change of placement exposed the perceived 3D property of the paper while ensuring
that the comparison remained unnoticed. This is because | believe that to force
spectators to the awareness of their perception — object as it is compares to object as it

is known —is a contrary to the phenomenological experience.

THE DATA

Being certain about form and material use in the final piece, | continued to work on
mechanical and programming tasks. The issue of content is still pending. Although there
are many types of information that could be used as an input for the project, they seem
to overwhelm the actual point of my finding. Whenever | presented my working process,
| was always questioned about what kind of data the piece will represent. The people
were upset every time if | simply replied that my interest lies not within the content but
the representation itself. Could this be the same dilemma which was solved by
minimalism? If so, is the only way to purely address the issue is discarding the content?
Is it hard for us to be satisfied if we know that this object A represents X, without

knowing what the X is?

THE PROBABILITY

While experimenting with different types of information (e.g. temperature, weather
forecast, currency exchange, air and sound quality), | also continued to work on the
physical part of the piece. Then | failed to get the mechanical components | ordered
even when | tried to get them from another company. | was so surprised that two
different companies could both make mistakes and refused to reimburse the payment.

This incident called me back to the essence of my prior finding.

It was unexpected for me to fail to get the components, but | would not claim that it is
impossible to happen. When such a situation took place, we could experience
phenomenological throwness clearly. At this point, the jazz musician became an unjust
metaphor. If we all are really in the same band why do we most of the time always
pursue different ambitions? Besides, the world is much bigger than an improvisational
band and the majority of living creatures do not even recognise my existence. If | am not

in the improvisational band, what is my relation to the world?
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Perhaps, the way to understand our embodied experience in the world is to accept the
probability in the “Infinite Monkey Theorem”. This mathematic theory was set to
illustrate the probability of indefinite random sequences. It states that if there are
infinite numbers of monkeys typing on infinite numbers of typewriters for an infinite
amount of time they will produce a complete work of Shakespeare. Of course in
technique, even if it is mathematically possible for the monkey to write a Shakespearean
sonnet, still, it sounds absurd in reality. But what if | insist that there is a possibility for
one of those monkeys to become a great playwright? If that is still unsound, let us recall
that the definite related-species of those monkeys, have already used definite types of
tools to produce some of the greatest literatures we have ever known and one of those

monkey-related creatures is in fact named Shakespeare.

This acceptation of possibility shows how we are related to the world. We acknowledge
the probability, yet the need for security leads us to predict and analyse — this is why we
classify everything we know as objects. Therefore, | decided to make an installation that
somehow incorporates the throwness as the essential embodied experience of being-in-

the-world.

THE INTERACTION

| chose to create the randomness from the collection of certainty by using
electromagnetic signals received from the installation environment. It is a type of
radiation that is produced by any kind of electronic device. The ripple of the
electromagnetic field produces the interference between lamps, spectators’ mobile
phones, the piece, and other exhibited pieces are all suitable inputs. To give the viewer
a strong sense of throwness, it is better for the piece to avoid direct interaction.
Therefore, | further implemented another set of algorithms the value read from the
ripple in order to generate a discrete response. This sequence is illustrated as a system

flow as follows:

eletromagnetic ripple >
> received by antennas >
> microprocessor converts values to numbers >
> then applies algorithm to the numbers >
> sends to motors for rotation >

> paper strips slowly move up or down
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Notes

On structure of the paper:
ONE : The original reason why | am interest in technology and how can it be use

to create the better understanding in ourselves.

TWO : A comprehensive introduction of the embodiment theory applied within

the Human-Computer Interaction framework.

THREE : Similar to the project introduction which describes my motivation and

approach in the aspect of embodiment.

FOUR : The expansion of my finding into the area of Phenomenological Presence

and the necessity of the body.

FIVE : The expansion of my finding into the area of Phenomenological Presence.

SIX : The implementation of the finding.





