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INTRODUCTION

This dissertation aims to discuss the impact that digital technology has had on textile design in the 21st century and considers how contemporary designers have found new ways to respond to the importance of physical interactions. Designers today now have access to many digital outcomes such as, digitally printing fabric and laser engraving and alongside these new processes social media platforms like Facebook and Instagram have helped to facilitate the communication, promotion and marketing of their practices that help towards productive results. Arguably this can lead to many positive outcomes in design as it enables contemporary designers to integrate modern processes that can achieve unique results that hand rendered and traditional textiles cannot. 

However, it is this accessibility to technology that designers are challenged by that may not allow them to fully appreciate the physical connections that are made when face to face interactions between designers and audiences occur. It is the engagement with processes, materials and tacit knowledge that can only be achieved through experience itself. The reaction to these problems has led designers to actively respond and resolve these issues of distance and work towards finding new ways to engage and experience touch throughout the new generation we now live in. 

Chapter One, will explore the intimate connections individuals may have through touch that have been shadowed by the continual growth technology has provided in textile design. 
The motivation behind this essay has come from not only examining technology as a whole but looking at my own practices as an emerging designer and the growing awareness from the generation we now live in. As a keen social media and technology user, it is a factor that has now become something I find very hard to live without, which in reality, is a concern. The works of Shillito (2013), and Young (2012) explore how the extreme advances new technology now offer have become necessities in today’s society and how individuals have become conscious of how they are perceived. It’s this conscious behaviour that questions the influence of technology and social media and the negative impact it may have on a designers creative thinking. Social media has led designers to over-analyse their individual identities. As well as this unpicking what Donna Freitas (2017) explores about the impact of social media and show how important it is in individuals daily routines, I can unravel how this plays a role in the overall health and wellbeing of individuals

Undoubtedly physical interactions in textile design hold a vital importance that is needed when experiencing different materials and processes. Engaging with tactile materials proposes properties through feel and touch, the weight, drape and surface texture is all experienced when physically manipulating the fabric. It is the result of contemporary designers predominantly using digital techniques that has led to the overall dematerialisation of tactile qualities. 

Referring to Handley (1999), she suggests the idea that design is now becoming disembodied in our new digital age due to the influence of new technology. Thus, by investigating Ani O’Neill it expresses how designers have found new ways to integrate the importance of physical interactions into their own designs and installations, approaching work in this way designers are able to avoid becoming passive users and instead actively respond. It creates a human engagement that explores the idea of ‘open work’. This idea is further supported by Bourriaud’s (1998) theory on relational aesthetics and the importance of engagements between artist or designers and the audience. 

Even though there may be a concern of individuals becoming passive to technology contemporary designers have been able to adapt and find new ways of staying in control of their own design practices. By exploring the work of Elizabeth Emery (2017) she suggests how emerging feminist textile artists now work in a way that is completely digital in order to spread their messages in their work across a wider audience.

Chapter two aims to discuss the progression of new contemporary designers and show how they have worked to new outcomes that explores ideas of using technology alongside the traditional textiles. Designers such as, Re-form studio and SymbiosisO: voxel have created interactive textile installations that work alongside both the physical and virtual stimulations. The idea of linking traditional methods of textiles with new technology that also connects with the installation allows people to feel emotions through physically connecting. So, by crafting these new technological textile ideas in this way can respond to how designers are now more able to move forward in innovative ways to adapt their work to our new generation. 











CHAPTER ONE

Virtual as a definition is seen to be almost or nearly as described, but not completely. Not physically existing as such but made by software to appear to do so. 

“We are, it seems, crossing the final technological frontier, where designers will be able to navigate a whimsical journey through the immaterial realities of our digitally disembodied age” (Handley, 1999. In Braddock-Clarke, 2012: 16) 

Handley (1999) suggests that there is no sense of true existence in today’s digital age, she explains that designers have now been led to outcomes where they are left little or no choice but to encounter technology in order to produce something creative. This idea of individuals navigating themselves on a ‘whimsical’ journey can ultimately start to question if the outcomes that are produced in digital technologies are now becoming unpredictable, if these journeys are expressed to be curious and unknown it could affect the overall outcome. Handley (1999) is perhaps suggesting that the physical occurrences have become hard to distinguish in our new digital age. As a definition, whimsical is known as being unusual, playful and unpredictable, rather than a serious or practical response. This in itself shows how these journeys that Handley (1999) talks about express themselves in a manner that is very different to the normal, they are now being led by innovative technology in different directions that enable individuals to create their own unique pathways in design and textiles.

The ‘immaterial realities’ that Handley (1999) suggests, is possibly referring to the lack of face to face interaction and emotional engagement between the designer, the products and the audience. She emphasises the impact that designers face between the physical and non-physical realms that ‘reality’ virtual and/or digital technology may have on the impact on their experience, it argues the idea of being in touch but only being virtually allowed to exist. Reiko Sudo, creative director at Nuno textiles emphasises that,

“Textiles are not just a pleasure to look at, they are to be experienced with all five senses—the feel of textiles in the hand or on the body, the periodic rustling sounds, even their taste on the lips.” (Reiko Sudo, 2005. Sourced from https://www.jessicahemmings.com/2121-reiko-sudo-nuno/ Date accessed 8/12/17)

It explores the idea that textiles are meant to be experienced physically and even though she may integrate technology through her work Sudo continuously emphasises how important it is to communicate in this way. This leads to question how individuals could approach the idea that may begin to avoid the engagement of traditional processes and making as technology has been allowed to engross individuals into nothing other than forms of digital design. Handley (1999) suggests, as a result of this individuals are now becoming ‘...digitally disembodied', If something is ‘disembodied’ it is being separated from or not existing within the body, it is removed from the physical connection, which goes back to the notion that technology is now being used without any real understanding of the impact on human thinking and creativity itself. 
Artists and designers are heavily dependent on digital communications and processes for their everyday life, it has now become something that is automatically integrated into the way they work. The demand that social media and technology now have on individuals has had a growing impact on textile design, the dominance from technology and platforms like Instagram enables designers to expose their designs in a wider spectrum. For example, the visibility of a designer’s work when using social media platforms gain access to new audiences that expand the outlook of their designs, not only for their own benefit but allows them to be seen more regularly as a new emerging designer. In an essay written by Elizabeth Emery as part of the Cut Cloth publications, she responds to the historical notions of subversive stitch and expresses how new feminist textile artists are now creating a new platform for themselves which allows them to direct their messages to a wider audience. She suggests that 
“…Whereas these subversions in earlier histories of needlework were created in private, domestic spaces, contemporary feminist textiles now utilise online space, the most public of platforms, to communicate.” (Emery, 2017, pg. 1: sourced from https://www.cutcloth.co.uk/publication Date accessed: 24/11/17)
This demonstrates how various social media platforms have led designers to create their artwork with technology in mind. It becomes apparent that in order for these designers to complete their work and effectively distribute their messages they need to have virtual interactions online for their work to be seen. They use the broadness of technology such as Instagram and Facebook to their advantage that enables them to create a new form of art, in this sense it has a positive impact on the way certain designers may work and without this approach these textile artists continue to be stuck in the historical and traditional methods of their work. 
The stigma that follows technology and social media is the overpowering nature it has in comparison to face to face interactions, arguably there are many digital platforms like ‘Facetime’ and ‘Skype’ that enable face to face interactions albeit through a virtual interface however it is the sense of emotion and physical interactions that are lacking. Again, relating back to Handley’s (1999) idea of individuals being ‘…digitally disembodied’ it is an ongoing problem that people now face, it is interesting to explore how designers in the 21st century are now finding new ways of navigating around technology to prove the importance of physical interactions. For instance, if there is a constant need to meet expectations or particular trends within a design field this is something that can be the main focus of many designers and overall may lead to a loss of touch with the physical world if they are too concerned with what their ‘digital versions’ want to portray. If designers are continuing to disregard this relationship with the physical emotions, it questions if social media and technology are starting to narrow the mind-sets of designers by allowing them to only be concerned with their digital lives.

“The exchange of being personally together in the same room. You can’t get on the internet. You can’t get through technology” (Quote from anonymous knitter, 2013:161)

If artists and designers show an understanding towards the value of meaningful and physical encounters it can distinguish how important it is for designers to maintain the interactions between their work and their audiences. In 2006 Ani O’Neill’s exhibition The Buddy System carries out this concept of being 'in touch' physically as well as metaphorically. O’Neill allowed her audience and gallery visitors to be involved in the work themselves.

In figure 1, individuals that participate in the exhibition and given crochet/knitting needles and yarn that will allow them to create small scale floral patterns to be exhibited on the main wall. She integrates her own heritage into her work from what she has been taught herself, the hand skills that include crochet techniques learnt from her grandmother and the emphasis of the cultural importance that she carries through her installations.  She expresses her individual story that she then teaches to others. This process of engagement itself shows the unique responses of each engagement that is different from the last. The idea of audience interaction and certain performance installations that designers use heavily responds to Umberto Eco and Nicolas Bourriaud’s theory on relational aesthetics and the idea of ‘open work’. Bourriaud (1998) defines relational aesthetics as, 

A set of artistic practices which take as their theoretical and practical point of departure the whole of human relations and their social context, rather than an independent and private space (Bourriaud, 1998:113)

An open-ended installation like The Buddy System, relies solely on an audience to interact with it in order for the piece to be completed, not only does this particular piece allow individuals to perform alongside others and develop a bond between the designers and audiences but it also introduces teaching techniques and a learning environment that creates a whole new cycle of interaction in itself. The identity of the artist becomes integrated in amongst those who participate and in a sense, leads the audience to have the control over the final outcomes. In a sense, O’Neill acts as the mediator in this installation that provokes individuals to engage with her work. 
   [image: ]          [image: ]
Figure 1						Figure 2
Ani O’Neill, The Buddy System. 2006

“Tacit knowledge is acquired through experience and it is the knowledge that enables you to do things as distinct from talking or writing about them” (Dormer 1997:147)

Again, as shown in figure 1, the physical interactions that the audience participate in are very close and intimate encounters, every new piece of work that is added along the course of her exhibition has been a physical engagement from a different individual. As Dormer (1997) states this involvement not only brings a unique outcome to her piece but also something that is personal and meaningful to each individual that participates showing that no two works would ever be the same. It questions the idea that the act of seeing is completely different to the experience of making, different objectives are included for different roles throughout the installation. Some viewers simply observe the work whereas others physically and actively engaging in the process of making. She creates a sense of belonging in her work through a collective and social experience and in a way, allows people to express their own inspirations and self-identity. By O’Neill ensuring there is an involvement in her work it teaches and expresses the notion that craft can be learnt and practiced in the physical world and arguably offers individuals a different knowledge of hand crafted processes.

In figure 2 it begins to show the outcome of the exhibition that covers a large-scale wall which starts to replicate the image of a map. This in a way expresses the journey of the intimate connections that are now made through the accessibility of technology and the interactions that people are now able to make. This installation almost provides the importance of valuing the physical act of encounters by touching and making rather than connecting through a virtual reality. In itself relating to her artwork as the “Buddy System” expresses the notion of being physically in touch with another person. People are now more independent when using technology in modern society they profile themselves in an individual manner. The idea of connecting strangers together to engage with this unique exercise offers a collective experience for whoever takes part and explores this ‘system’ O’Neill has created to have immediate physical encounters. 

These connections are all different in however they wish to be perceived but have all started from a direct experience. Even though technology has allowed individuals to adapt to a whole new way of thinking, it has changed the relationship designers and audiences have when they experience human senses. If designers approach a relationship that only includes a virtual outlook this obsessive response can lead to designers and individuals becoming passive to technology itself.

In Digital Crafts (2013) Shillito explores how designers now value technology so much and this is what they now solely rely on. She continues to explore how new and upcoming designers in our digital age feel that technology has now become the only way to respond. Panneels (2013) states that, “…Knowledge of digital technology is no longer an option but a necessity”. (in Shillito, 2013, 56) 

Handmade textiles are still involved in the design process but are more often referred to as the starting point of design so in order for designers to become more innovative it is important for them to have a knowledge of hand crafted textiles and traditional processes which will enable them a better outcome when it is applied to digital textiles. Looking at Nuno textile design it explores the idea of integrating traditional methods with new technology. Their companies concept lies on,

“When we create our textiles, nature and tradition are woven with technology, when we see our textiles, a moment of the future is glimpsed. When we touch our textiles, they breathe and we feel at ease. When we listen to the language of textiles, the message is beautiful.” (Nuno Textiles, N,D. sourced from https://www.nuno.com/en/about/)

They embrace and harmonize traditional textiles with new technologies that allow them to produce new innovative outcomes. In Techno Textiles 2, O’Mahony (2005) explores how design has been affected in our new technological era. 

'Increasingly sophisticated materials and technologies have forced designers to re-examine many of their working practices. It is becoming more common for designers to work as part of multi-disciplinary design teams. Allied to this versatility of technologies to transfer from one area to another opening up new possibilities in terms of material and design.' (O’Mahony, 2005:136)

This new way of working attracts designers to the variety that new design outcomes have to offer and the combinations of processes lead to an emergent hybrid knowledge is expressed through new techniques. There are now so many digital solutions in textiles, by using both hand rendered and digital techniques it creates a balance that allows designers to keep traditional textiles involved in contemporary design. Designers are less likely to lose touch with the physical tactile quality that textiles are known for if they embrace the importance of physical objects, however the growing necessity of technology has evolved into the main subject of everyday use and it has over taken the traditional hand rendered processes. 

“By order to communicate something significant about the rapidly changing age we live in, artists and designers must frequently adopt new vocabularies, visual languages and codes.” (Sarah Braddock Clarke, 2012: 33)
It’s this adaptation and frequent change that Clarke (2012) suggests that is becoming more and more apparent through new and upcoming designers' creative practices. In order to react and respond and create different outcomes with new technologies, designers are constantly changing their processes to keep up to date. The ‘rapid’ and ‘ever changing’ outlook expresses the speed in which designers have to respond to as there is always something new. Their visual language grows to express a volume of possibilities that has been completely influenced by new technology.
As digital technologies have now enabled design to adapt to a more technical version of the well-known processes, (for example using digital printers to print rolls of fabric instead of hand screen printed textiles) it is unlikely designers now turn to traditional methods when advanced options are so accessible and allow for faster production. As well as looking at technology in design, the idea of technology as a whole in modern society is something that individuals are now more inclined to use in their everyday routines. 

“Humans creative narratives about who we are in order to communicate to ourselves, and to others what matters to us.” (Young, 2012: 77)

Looking at the consciousness and thinking amongst designers and individuals is something that has also been influenced by technology and in particular social media platforms. As Young (2012) states, individuals now creative narratives of themselves in order for them to be perceived and viewed in a positive way. This begins to question whether or not individuals need to be responsive to the engagements they are surrounded by in order for them to react to what is expected of them. Having an ongoing communication can be productive but it could also supress a designer’s true identity if there is a constant need to update their online image. It is arguable that the persistence individuals now have with technology has allowed designers to adapt to a way of working that leads them to create a document of personal responses that can be integrated into self-improvement. This idea of communicating what matters to us as individuals as Young (2012) mentions can become lost due to the over analysis and the high demand of what designers are trying to achieve. Alongside this response, in his manifesto, ‘you are not a gadget’, Jaron Lanier depicts the worrying reality of individuals adopting life with digitized minds. He states, 

[bookmark: _Toc500757194]“I fear that we are beginning to design ourselves to suit digital models of us, and I worry about a leaching of empathy and humanity in that process.” (Jaron Lanier, 2010, 39)
Social media is no longer used for basic posts or friend requests, instead it has been hugely transformed into a route for self-expression. Technology has now become normalised to such an extent it emphasises what Lanier (2010) states that the only way individuals can now respond to digital encounters is to communicate through idealized versions of themselves in which he calls ‘a digital model’. These versions can be created to suit however an individual wants to be perceived and reveal a reproduction of the ‘true self’ that is performing in only a positive way. Lanier (2010) describes a lack of engagement as though it is percolating through any empathy or true connections in the physical world. 

The recognition of emotion, empathy, feeling, and meaning is something that has become dissolved in modern society and overall is hard to achieve when technology has such an influence. Staying competitive to an audience can take its toll on a designer’s wellbeing. Donna M Freitas (2017) explores the idea of social media and the worries that steer towards an overall dominance from technology. In her articles ‘Beyond the warning signs of social media’ and ‘Instagrim’ she depicts the positive and negative impact that social media has had on individuals (in particular students). She begins by revealing the ways of thinking that individuals adapt to and explains the outlook that individual students and individuals have on how they see social media. 

“By posting only about our successes, our triumphs and events that show our lives and achievements in the most positive light, we protect out reputations” (Donna M Freitas, 2017)

The dominance of technology that now surrounds people has now become a worrying reality, this idea of perfection that individuals strive towards is what Freitas (2017) starts to unpick. A protection of status is almost a marketing tool that individuals use in the process of promoting themselves as a designer. From a student interview, she quotes “I think of myself, my name, as a brand, I select when I share”. This emphasises how much social media has influenced individuals into being self-aware of everything they post online, in a sense Freitas (2017) states that the overall health and wellbeing of individuals is scarred by the life they live online by persistently being cautious of the image they choose to show. Dissonance is created when individuals adopt this way of thinking, in normality people are told to be themselves yet the image of themselves that is posted online is something very different to the normal. It is seen to be so important to be a part of social media and technology some find it very difficult to not be involved. When looking at social media from a designer’s perspective, a mental strain is almost forced upon designers to fulfil the creative pressures that they are now expected to reach and being innovative can take longer than some may anticipate. As Freitas (2017) suggests, social media is so active and responsive in certain creative fields it forces individuals to always change and adapt to suit the demand of their own audiences. This can have a damaging influence which can lead to constantly feeling a need to edit a version of one’s self that they think is the best outcome, and ultimately pushes them to perform a role that isn’t true to their identity. 

It goes back to the necessity that Panneels (2013) talks about and shows that the over use of technologies and social media platforms can ultimately come at a high cost and alongside the benefits of technology promoting their business, there is a stress and anxiety that follows where designers feel the need to constantly perform. 











CHAPTER TWO

“The loss of contact with the living world, and more particularly, the dearth of unmediated experiences with the natural, is a major source of many contemporary ills, psychological and social, ecological and environmental.” (Owen, 2011: 86) 

In Fabrication and Encounter, Owen (2011) discusses the work of Ann Hamilton. Her exhibition ‘Indigo Blue’ emphasises the importance of keeping in touch with our senses and how different materials have a story behind them that carry empathy and feeling that has been embedded in the cloth. This loss of contact that is stated can refer to the separation individuals now have with the importance of engaging with one another in the physical world. By people being out of touch, as Owen (2011) suggests with their own feelings has perhaps led to the underlying psychological problems many are now faced with. The lack of physical engagement that technology has created could be one of the many reasons why individuals now overlook the importance of what is right in front of them. 

Undoubtedly there is now a process that individuals have become accustomed to where they value opinions of themselves at such a high standard it is as though a template has been created that they must fit into that relates back to Freitas’s (2017) article that expresses how cautious individuals have now become. These social and psychological problems have been something that many artists and designers have tried to overcome. The ongoing factor of textiles becoming dematerialised which is what Handley (1999) explores is something that has allowed designers to work towards keeping an interest in tactile and sensory emotions that can be the starting points that viewers may need. 

By finding innovative ways that will allow individuals to communicate with one another as well as respond to the importance of engagement between people in today’s society it can use these problems that will then enable individuals to move away from the negative pressures they may feel, and start to re-connect people with their own independent physical senses and feelings.

 “… the need for meaningful social connection, and the pain we feel without it, are defining characteristics of our species.” (Cacioppo and Patrick, 2008 :7)

Loneliness and isolation is something that many individuals now experience when they are surrounded by the world of social media and technology and as Cacioppo (2008) suggests that the need for meaningful social interactions shapes us as a species and is an important aspect well feeling involved in something. As well as this, individuals that may not play a part in technology or are unaware of the changes in new generations and may often feel left behind. It is finding new ways that will overcome these feelings that become the challenging concepts. Looking at the works of Re-form Design studio at Goteborg and their project Interactive Cushion (2003) it can transmit a reassurance that interactive textiles are starting to build a groundwork for new designers to explore and mediate how emotions and physical interactions can be created through technology. 

[image: ]     [image: ]
Fig 3						Fig 4
Re-form Studios: Goteborg, Interactive Cushion, 2003

 “The act of wearing, using, or participating with an art object neutralizes the distance between the object and the viewer, allowing for the experience to be personal, ephemeral, associative and responsive, much like conversation.” (Paula Owen, 2011: 86)

To touch is to come into or be in contact with something, the idea expressed through Re-form’s interactive cushion is a product that allows individuals to feel connected throughout long-distance relationships. This idea warrants a more comforting response to that of a phone call as it responds to touching what is in front of you and engaging with it. Within the cushion itself, it has fibres that are activated from various ranges through internet connections and squeezing the pillow in one destination enables it to light up somewhere else. Its enables two people to have a sensory experience that sends a virtual message from one person to another and can create their own perception of what they wish to receive. 

By using touch as the main source of these connections it replicates the idea of a ‘virtual hug’ from another person. Individuals receive and react to the emotional feelings they would have in reality. A hug expresses affection towards someone and to hold or grasp lies with firm pressure and carries support, these are all sensations that are produced through the act of touch. It gives a response that is fulfilling. The feeling is intimate and replicates love and comfort within the interactive cushion. Even though the physical interaction isn’t in human form this idea convinces the mind that it is truly there. 

“These interfaces provide the sensation of touch by exerting accurately controlled forces on the fingers. By this means it is possible to simulate not only the feel of a virtual object, but also its texture and elasticity. Sharing these objects and properties over large distances, and being able to manipulate them virtually, encourages talk of ‘presence’.”  (Paterson, 2007, pg. 127)

Re-form design studio have explored how innovative textiles that are embedded with information can replicate the sense of a physical reaction. Using the sense of touch throughout this process is like a therapy that allows individuals to respond to the interactions that come with human engagement. Technology has had such an influence over today’s society, the sense of touch has become overlooked. It is unvalued and taken for granted when it is only used for simple everyday actions that are not considered to be important. 
In the textile reader, Bristow (2011) explores how touch is needed throughout textiles and the importance of touch and textiles and suggests that, 

“Textiles have the ability to operate as a ‘silent witness’ and communicate through a thoroughly articulate material language of their own. To know this, you have to touch textiles, even when it looks like you shouldn’t.” (Hemmings, 2012: 44)

The response from two individual’s connections with these virtual products makes long-distance relationships more bearable when they are initiated by touch, As Paterson (2007) suggests, it manipulates the feeling that someone is directly in front of you, this lack of engagement is replicated and is allowed to virtually exist at large distances. Providing a manual handling of something can carry a memory or feeling that an individual may recognise. 
[image: ] [image: ]
Fig 5						   Fig 6
SymbiosisO: Voxel, Interactive textiles, 2012

This interactive installation enables its viewers to physically come into contact with the work itself that allows them to leave behind a piece of themselves. 
"Suddenly, from a passive listener you become an important part of the installation and your displayed image becomes a part of the interior. I like the fact that you not only take something from the store but you leave a trace, a unique touch behind." (Eszter Ozsvald, 2012: sourced from http://www.coolhunting.com/culture/symbiosiso-voxel DATE ACCESSED 2/12/17)  
Each individual section of the installation is made up from layers of silk and felt which has been dyed and treated with heat-activated thermochromic ink. This installation responds to body temperature and the heat pressure that is passed through physical touch, which is then directly exposed as a white relief print against the indigo fabric on top of the individual hexagons. In between the top layers is a middle section of wiring that is run from technological interfaces that is then connected into the individual pieces. Not only does this installation respond to the importance of physical touch but it also allows its viewers to explore the same response through web based technology. Whether it be pressing or touching the pieces to leave a physical imprint on the work or connecting and drawing patterns through digital interfaces, symbiosisO: Voxel has created a space that intertwine elements of traditional textiles and new digital processes into one installation. 
Having the creative freedom to explore these types of installations is what technology has allowed designers to achieve. As Ozsvald suggests, allowing individuals to experience pieces of art by physically touching them leaves unique traces of every different person that encounters the piece itself, whether it be physical or through technology. 


“Touch is not just a private act. It is a fundamental medium for the expression, experience and contestation of social values and hierarchies. The culture of touch involves all of culture. Yet at the same time we live in a society of the image, a markedly visual culture, in which, while there may be many representations of touch, there is often nothing actually there to feel.”  (Classen, 2005: 1-2)
Classen (2005) suggests that touch is a fundamental sense that is needed in order to experience and express feelings throughout interaction. Modern technology has led to only representing a replica of what it may feel like to touch something and not truly experiencing it in ‘real life’. Interacting with artwork in an exhibition space is usually something people will not experience in a gallery setting as it has become a place where individuals are usually expected to not to touch what is in front of them and just passively observe. The visual image is not enough to fully engage with the installation and requires personal connections through touch to enable viewers to re-connect with themselves. 
A sense of presence and interpersonal engagement is created throughout this interactive textile installation and this allows individuals to let go of consciousness and understand the importance of touch even through virtual interfaces. It removes a barrier to where audiences are now able to engage and participate which in this case, is the most important factor. 







CONCLUSION
Technology has generated many benefits in textiles with the new processes it now enables contemporary designers to achieve, but in spite of that it still lacks the urgency of how important it is to engage physically with not only one another but materials also. That, in a sense, has left many designers in the 21st century unable to achieve something without using technology and could result in even more problems with the ‘immaterial reality’ that Handley (1999) suggests that now has a huge impact on textiles and physical encounters within the design experience and audience engagement.
Amongst the interactions people now miss, I have considered the importance of physical engagements. It explores how dexterity is a vital aspect needed in textile design. The idea of touching and holding something carries more purpose than what it would seeing materials through a virtual interface. These virtual engagements rely on ‘haptic’ responses, and instead can only imagine touch.
New processes like open ended installations have enabled individuals to adopt more knowledge of tactile qualities that have now created a sense of engagement. The installation ‘The Buddy System’ outlines the significance of human interactions, designers that have approached their work in an open-ended and performative manner have been more successful in integrating a balanced awareness that mediates the audience in the creation of the work.
It is this response that has counter acted the psychological problems individuals may face from being isolated in new technology. By engaging individuals with the installation, it allows them to feel secure and valued as though they have created the piece themselves and strive towards a sense of ownership.
By reflecting on how technology and social media have become an essential part of an individual’s life, it’s stems back to the notion of ‘disembodiment’ which has been explored by Handley (1999). The mass impact of the digital age has had a detrimental effect on creative output practices and led to the disconnection of feelings that people now face. Freitas (2017) unravelled how the consciousness and mind set of one’s self is now over-analysed in such a way it leads to worrying mental health problems, and a false identity is proposed when they use social media. These ideas and outcomes ultimately correspond with Owen (2011) and Lanier’s (2010) theories on new contemporary ills in our new digital age and a ‘...leaching of empathy...’ in amongst new ‘digital models’. It has shown that this issue is becoming more apparent with the growing disparity between physical encounters and experiences in the ‘living’ world. When you are physically interacting with something right in front of you it captures human senses, and the lack of empathy that Lanier (2010) suggests is the renunciation of physical encounters due to the influence from technology. 
Nevertheless, it is still important to acknowledge that technology and social media platforms have allowed a huge amount of growth for certain designers in different ways. As Emery (2017) explored, new feminist textile artists now rely more on social media platforms than traditional methods as it has created a place for them to express their messages that can be seen on a global scale. It is this volume in which they are now able to extend their messages that has ultimately allowed them to grow independently as designers.
Overall, the interpersonal skills that are gained throughout touch have a vital importance throughout textile design. With the creative freedom that technology has enabled, many designers have adopted new outcomes of working to approach textiles in a way that joins technology and tacit knowledge together. These approaches that new emerging designers have taken on have led to new innovative ideas throughout different areas of textile design. It is the active response from designers that now works towards resolving the negative impact that various technologies and social media platforms have created and has empowered the ability to make people aware of the significance of tacit knowledge and human interaction in our new digital age. 
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