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Introduction 
The next is an essay that explores the central qualities of the project “IT’S ALL IN ME, writing 

immigrant women’s history” in relation with its collaborative media production properties. 

“IT’S ALL IN ME” is a workstation that consists of a booth where citizens in Malmö can listen to 
immigrant women's stories and contribute by transcribing the stories into a History Book. Each audio 
recording is split into different fragments, which are transcribed in a book by different people. The 
transcription process is recorded in video, gathering the different fragments together. Once one story is 
completely transcribed the workstation puts together and synchronizes the audio from the original recording 
and the video of the actual transcription. The resulting video is immediately projected in one of the sides of 
station and uploaded to a website. 

The station, the book, the video and the website highlight the multiple essences and roles in the 
shaping history, emphasizing how the hand, the eye and the mind fusion are essential for dexterity and how 
ultimately the body and the senses play a crucial role in the collective memory. The workstation invites 
people to remediate immigrant women's stories by uniting mental and manual skills: writing and thinking. 
The pencil in the hand of the user becomes the bridge between the imagining mind and the storytelling 
from the immigrant women. It is only through the unity of mind and hand that the user is fully engaged in 
the collaborative remediation of history. 

Embodied Collaborative Remediation 
When looking at the set of theoretical references within the current literature on participatory and 

collaborative art and design, one of the most frequently cited authors is the French theorist, writer and 
filmmaker Guy Debord for his work of philosophy and Marxist critical theory The Society of the Spectacle 
(1967). The Society of the Spectacle is a critique of the contemporary consumer culture and commodity 
fetishism, dealing with issues such as class alienation, cultural homogenization, and the mass media. 
Debord’s critique points out why participation is important for the reason that it humanises a society 
fragmented by the repressive instrumentality of capitalist production. When examining the artists’ 
motivations for turning to social participation as a strategy in their work, one repeatedly encounters the same 
claim: contemporary capitalism produces passive subjects with very little agency or empowerment. Given the 
market’s almost total saturation of visual repertoire, artistic practice can no longer revolve around the 
construction of objects to be consumed by a passive user. Instead, there must be an art of action, interfacing 
with reality, taking steps to repair the social bond. 

The French art critic Nicolas Bourriaud turns to spectacle when exploring the notion of artwork within 
the tendency he defines as relational art or relational aesthetics theory. According to Bourriaud, the artwork 
creates a social environment in which people come together to participate in a shared activity. He claims that 
"the role of artworks is no longer to form imaginary and utopian realities, but to actually be ways of living 
and models of action within the existing real, whatever scale chosen by the artist." Rather than the artwork 
being an encounter between a viewer and an object, relational art produces intersubjective confrontations. 
The audience is envisaged as a community and meaning is elaborated collectively, rather than in the space of 
individual consumption. As Bourriaud points out, the problem is that ‘today, we are in the further stage of 
spectacular development: the individual has shifted from a passive and purely repetitive status to the 
minimum activity dictated to him by market forces.’ 



With regards to the capacity of the spectator cognition engagement, much of the discussion focuses on 
how physical activity can enhance learning and cognitive outcomes. More recently, in 2014, the 
Neuroscientist Firat Soylu in his paper The Thinking Hand: Embodiment of Tool Use, Social Cognition and 
Metaphorical Thinking and Implications for Learning Design has investigated an evolutionary and embodied 
account for the emergence of diverse skills central to our thinking and discuss implications for learning 
design. Soylu has argued that the ability to simulate sensorimotor and affective states based on previous first-
hand and perceived experiences enables us to look at the world from the perspective of other entities. The 
embodied simulation enables social and cognitive skills, like language, complex social cognition, tool use and 
conceptual thinking based on metaphorical relations among experiences in different domains. 

The importance of embodied human existence and the body’s role in the development of skills and 
creativity is deeply discussed by the Finnish architect Juhani Pallasmaa in his essay The Thinking Hand. 
Pallasmaa surveys the essences of the hand, its biological evolution and its role in the shaping of culture, 
highlighting how the hand–tool union and eye–hand–mind fusion are essential for dexterity and how 
ultimately the body and the senses play a crucial role in memory and creative work. There are many gestural 
acts of expression, such as dance or writing, that reinforce Pallasmaa’s idea of a thinking hand that spurs 
human skill development, intellect, and conscious capacity. He also states that prevailing educational 
philosophies of conceptual, intellectual, and verbal knowledge are being given greater value than the tacit, 
non-conceptual wisdom of embodied practice. Using one’s body to make gestures large and small, whether 
performing choreography or writing an essay by hand, have benefits that transcend physical exercise and the 
development of new skills. Seeking embodiment in human existence and creative work enriches our lives. 

The sociologist Richard Sennett studied the hand in his book The Craftman and establishes the 
importance of “the physical”.  Sennett joins the debate about whether “touch furnishes the brain a differed 
kind of sensate information than the eye”. For Sennett, the hand, which participates in habituated forms of 
coordination and develops heightened sensitivity through craft, is closely connected to the eye.  Like a ritual, 
the repetitions of craftwork are “persuasive,” not “stale;” the craftsman, like the celebrant, “anticipates each 
time that something important is about to happen”.  

Collaborative embodied art has been valorized by different artist and designers whose works have 
addressed collective desires across numerous lines of identification. From the project L’Artisan Electronique 
by the interaction design Studio Unfold which by using a modified open source 3d combined with a virtual 
pottery wheel gives visitors the opportunity to ‘turn’ their own forms to Papalia's non-visual walking tour, to 
the Blind Field Shuttle, in which up to 50 people line up linking their arms behind Papalia walking while 
closing their eyes. Embodied experiences are included in works and performances  such as The Artist Is 
Present, during which the performer Marina Abramovic (2012) runs a static and silent piece, where she sat 
immobile in the museum's atrium while spectators were invited to take turns sitting opposite her;  the 
Tijuana Projection by Krzysztof Wodiczko, that used progressive technology to give voice and visibility to the 
women who work in the "maquiladora" industry in Tijuana; as well as Johanna Billing’s plaintive videos, in 
which young people are brought together, often through music (Project for a Revolution, 2000; Magical 
World, 2005). From Kateřina Šedá inviting everyone in a small Czech village to follow her mandatory 
programme of activities for one day (There’s Nothing There, 2003), to Sharon Hayes’ participatory events 
for LGBT communities (Revolutionary Love, 2008) and Tania Bruguera’s performance, in which blind 
people dressed in military garb stand on the streets soliciting sex (Consummated Revolution, 2008). Indeed, 
from these few examples, it is evident how collectivity, collaboration and embodiment are some of the most 
persistent and relevant concerns of advanced art and design in the contemporary scene. 

Conclusion 
In our current global networked culture the visual paradigm is the most dominant and influential. 

Today, there’s a tendency to eliminate the manual and tactile aspects of the designed spaces, in favor of the 
purely visual. The emphasis is put on the virtual and the visual and consequently the mind and the body 



have become detached and ultimately disconnected. It is only through the unity of mind and the hand that 
users can fully engage in the collaborative media production. Even those endeavors that are generally 
regarded as solely intellectual, such as writing and thinking, depend on this union of mental and manual 
skills. 

This division of the body and mind has its foundations in the history of Western philosophy and 
consumer culture. On the one hand we have an obsessively aestheticized and eroticized cult of the body, but 
on the other, intelligence and creative capacity are equally celebrated as totally separated qualities. The 
prevailing educational pedagogies and social practices still continue to project a dualistic attitude towards the 
human body, separating intellectual and emotional capacities from the senses and the multifarious 
dimensions of human embodiment. In either case, the body and the mind are understood as unrelated 
entities that do not constitute an integrated unity. 

User-generated content and experience , as well as Interaction Design, in the context of collaborative 
practices, aim at evoking real life experiences by triggering feelings and memories in the user. For the design 
work to achieve this goal, it must somehow communicate the embodied existential experience of the concept 
content. When the user can perform the content with both his or her body and mind, the recreation of 
feelings and sensations lead to collaborative practices and social constructions. As Sennett states “working 
with our hands enhances critical thinking, radicalizes labor, and makes us proud”. 
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