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Summary of topic: 
This thesis is an investigation into how artists have communicated and innovated the ways in which we perceive and experience the world, through Phenomenological and Relational theoretical lenses as well as Buddhist ideas of Interbeing.
In the first chapter I will explore artwork in relation to our natural origins as sources of inspiration, and as examples of subjective, individual experiences in the world.
 In the second chapter I will analyse Installations as a catalyst for interactions which bring life into gallery spaces and turn the everyday into art.
 In the last chapter I will research contemporary endeavours which merge natural resources and process with technology.  






Introduction 
    There is a sense that as we have become technologically advanced, we have lost touch with the realities of Existing in the world. So, in an attempt to understand the contemporary world in a more holistic way, it is paramount to learn from our roots and allow them to keep feeding our evolution, whilst also interacting with new technologies and attempting to understand them.
   This thesis examines the potentials of innovations embodying ideas of Interbeing between nature, humanity, and technology, happening within the art world. This is important since artistically led ideas and experiments tend to promote material and moral innovation in the culture, influencing how we live every day. Mendieta for instance, explains that:
Art is a material act of culture, but its greatest value is its spiritual role, and that influences society, because it’s the greatest contribution to the intellectual and moral development of humanity that can be made.
[bookmark: _Hlk153539436]                                                                                     (Rosenthal, S. 2013, p.9)
                                                                                                                                                       
    Artstic endeavours question the “intuitive coherence” (Merleau-Ponty, M, 2012,p.x.) of things and the ways in which we perceive and experience the world. Acting as a reflection of humans in their respective circumstances and cultures, with roots in subjective experiences and interpretations of the world. Therefore, a Phenomenological theoretical lens is appropriate in the investigation of artworks which incorporate natural, human, and technological elements. Phenomenological analysis allows for an acknowledgement of both the internal and external factors which contribute to the making and to the experiencing of artworks. Promoting the concept that the act of being conscious “…must be itself apprehended in the moment in which it is accomplished…” (Merleau-Ponty, 2012 p.390). 
    Therefore, suggesting that consciousness must relate to an external object and to the meanings of such relations with objects in the external world. This is precisely what happens when we encounter art, we are encouraged to engage and deepen our relationship between the internal and external world. And when the artwork is a combination of natural, human, and technological components, then we are given a perceptive and meditative experience that allows us to pause and contextualise our technological innovations in relation to our natural origins. 
According to Merleau-Ponty…intentionality is not mental representation…but skilful bodily responsiveness and spontaneity in direct engagement with the world. To perceive is not to have inner mental states but to be familiar with… an environment. Perceiving means having a body, which in turn means inhabiting a world.
                                                                                       (Merleau-Ponty, M. 2012, p. x)
    This felt sense of “inhabiting” the world is prominent in artistic practices and in exhibitions. The artist themselves will often “inhabit” their art whilst developing it, this could mean being surrounded by various works in progress in the studio or to physically be in an artwork as part of a performance. Then, the artist might also invite others to “inhabit” the artwork in exhibitions or other public spaces. This experience of an artwork can often become an exploration into a new way of interacting with the world. 
   Artists such as: Ana Mendieta, Hélio Oiticica, and Neri Oxman are some of the key creatives that have inspired my interest in the topics within this thesis. So, this thesis will consider artworks and creative ideas which are relevant to the research of how art can act as melting pot of technological and natural elements. It will explore a wide range of materials and processes, which could promote a sustainable development of humans which is in tune with the environment. This thesis will also explore how such ideas relate to each other and come to coexist as a consequence of “interbeing” in the real world. 
















Chapter I: Existence Rooted in Nature 
    In a rapidly developing world, there is a yearning to a return to nature. This is a common theme in artistic practice and has been a key part of artistic practice since the dawn of human history. We can see this human need for nature in art across time and space, for example, in ancient artefacts from all over the globe. 
[image: ]
Figure 1: Akshobhya, the Buddha of the Eastern Pure Land (16th–17th century)

    Figure 1 depicts a terracotta sculpture of the Akshobhya Buddha, with his right hand reaching down and touching the earth (in bhumisparsha mudra), suggesting a sense of a human necessity to ground our experiences in the natural world. This sculpture illustrates “the moment when the historic Buddha Shakyamuni called upon the earth goddess to witness his resistance of the forces of Mara, immediately prior to his experiencing enlightenment.” (Unknown) Proposing that the earth brings us closer to calm awareness and “enlightenment”. 
    The personification of earth as a “witness” is also of interest since it conveys an idea of the earth as a living being. This is plausible since things which make up earthly ecosystems (including humanity) are alive, there is an awareness of connections between that which lives on earth as making up the earth.  Buddhist thought challenges the idea of an “enduring substantial self” and considers “…experienced facts of personal continuity…to be explained…with reference to the particular way in which the phenomena that make up a being are casually connected.” (Gethin, R. 1998, p.143) 
    We are born from the earth, we depend on the earth, and we return to the earth in death, the cycle of birth, death and rebirth is bound to nature, that is the connection which links human lives with the life of the earth as a planet. This connection and dependence on earth and nature becomes an active spiritual and artistic collaboration within Ana Mendieta’s practice. 
    In Siluetas (Image from Yagul), Mendieta goes a step further than just touching the earth with one hand, she laid her own body in between the rocks in the soil of an open grave in Yagul and directed Hans Breder to place flowers on her body, as if to “grow from her body” (Rosenthal, S. 2013, p.10). Therefore, creating a Tableau. This implies that the photograph was staged as a perceptual device, meant to allow the viewer an experience which is different from her own, whilst effectively communicating her beliefs and ideas. 

[image: Ana Mendieta. 'Imagen de Yagul' 1973]
Figure 2: Siluetas (Image from Yagul)
    “The viewer of my work may or may not have had the same experience as myself. But perhaps my images can lead the audience to [speculate] on their own experiences [of] what they might feel I have experienced. Their minds can then be triggered so that the images I present retain some of the quality of the actual experience.”               
                                                                                    (Rosenthal, S. 2013, p.9.)
    Mendieta’s statement points to the relationship between the artwork and the viewer and acknowledges the consequences of her chosen display method. Mendieta is aware of how she cannot impose experiences on the audience. However, the records and traces of her experiences can provide a window into a way of being which is deeply connected and rooted in Nature. She explains that the intention behind this the effect is of “having nature take over my body the same way that it had taken over…symbols of past civilizations.” (Rosenthal, S. 2013, p.10) 
    The powerful imagery of her body in an ancient grave also clearly implies her desire to embody a connection to her ancestors through the land and coming to terms with her own mortality and impermanence in the world. Mendieta seemed, therefore, to be in tune with the concept of rebirth, which affirms that death is “…not an interruption in the casual flow of phenomena, it is simply the reconfiguring of events into a new pattern in dependence upon the old.” (Gethin, R. 1998, p.144)
     The beauty of the flowers which look to grow from her body and the glow of the sunshine bathing the entire image so that is it slightly overexposed, contrasts with the deep shadows under the rocks. Expressing a balanced and realistic and yet peaceful and harmonious relationship with nature, even when it leads to the decomposition of the self. Tensions between and self and non-self are quite prevalent in Mendieta’s artworks. For instance, in works such as Totem Grove (depicted in figure 3) her own physical body is nowhere to be seen and instead represented through her art. Clearly expressing the concept that the “…body is comparable to the work of art.” (Merleau-Ponty, p.153)
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 Figure 3: Totem Grove

  However, the wooden totems become physical representation of bodies akin to that of ancient civilisations, suggesting a universal idea of the body. Specifically, the female body which is suggested by the wound and oval shapes in which Mendieta arranged the drawing material (in this case gunpowder). This kind of representation with archaeological and ancient connotations became a theme within her practice. Becoming a process that allows her to understand her own experiences through an external other, because if one’s body is one’s point of view (Merleau-Ponty, p.73), then one cannot view oneself. In this case, the creation of an external object allows for a generalised view of the self that is more universal and constant throughout time space unlike the experienced individual self. 
    Sartre would also argue, in agreement, that “since our psychophysical self is cotemporary with the world [and] forms a part of the world…under…phenomenological reduction, the Other appears as necessary to the very constitution of this self.” (2003, p.256) This implies an awareness of the self that is inclusive of external objects and surroundings. Objects which in turn carry cultural meanings from the beings and circumstances that created them. 
    Mendieta was connected with such cultural objects from her native land, and she explained that they provided her with an “… inner knowledge, a closeness [to] natural resources… [and that] It is this sense of magic knowledge, and power [that] primitive art [has] that has influenced my personal attitude towards art-making.” (Rosenthal, S. 2013, p.11) This refers to an understanding that it has taken an accumulation of various interactions (in an evolutionary scale) with the world over time for humans to become familiar with our environment and the world around us. So, as we inhabit our world, we build up habits and ways of being which in turn also impact the external world. 
[bookmark: _Hlk153400124]   Throughout her practice, Ana Mendieta also makes use of the technology which is available to her, such as film and photography cameras. If it wasn’t for the technology, we wouldn’t be able to experience a lot of her works today because we wouldn’t have a record of the moments she endured in the photographed tableaus or the performances. Mendieta explains that she is not against technology and clearly sees the value in it. However, she does express a worry that technologically advanced societies have “…almost destroyed nature by imposing technology upon it.” (Mendieta, A.1981) 
    Mendieta compares our use of technology to our other methods of trying to understand the natural world, such as religion or shamanism. Explaining that these ancient methods would try to influence nature, but that our use of technology can easily become too controlling and turn into an “abuse” (Mendieta, A. 1981) of nature. Nature is part of our environment as much as our designed creations, technologies and living beings, and if understand the connections, then we will be less likely to “abuse” nature and instead implement it to our contemporary environments. 
 














Chapter II: Interbeing with the Environment.   
    The term “interbeing” stems from the Buddhist concept that there is no independent, enduring, and unchanging self, but that instead “…there is only connectedness, there is only dependent arising.” (Gethin, R.1998, P.145) This “dependent arising” suggests that everything is connected and part of the same existence. This is also explained in The Fullness of Emptiness by Thich Nhat Hanh, who proposes that: “If you are a poet, you will see clearly that there is a cloud floating in this sheet of paper.” (2022) Here there is an acknowledgement of the potential of creative states to encourage a different way of perceiving and interacting with the world. 
[bookmark: _Hlk153131382]    Providing a view of reality as an interconnected web of physical and mental phenomena. So, we are constantly coexisting with our environments, even if we are not conscious of it. Merleau-Ponty largely agrees with this stance and points out that “…the empiricist constructions… conceal from us the ‘cultural world’ or the ‘human world’ [as well as the natural world] in which almost our entire life nonetheless happens.” (2012, p.48) Presenting the possibility that there is more to our environments than imperialists would assume, for instance, how the living and non-living elements of the environment interact and the subjective experiences taking place in an interconnected web of rising and falling phenomena.
    The view of a Human/Cultural world is more aware of the interbeing aspect of our existence and is something that artists often consider in the making of artworks, especially when it comes to public exhibitions, sculptures, and performances. Inspiring the public to interact with the world in various ways. This is of interest since our existence in the world is a part of a living ecology and “…what matters resides in [the] relationships…” within this ecology. There is a constant interbeing of “everything which surrounds us and allows us to live” (Bridle,2022, p.11) even if now that includes manmade objects as well as natural objects. 
    Helio Oiticica is a considerable example of an artist trying to create spaces which allow for this kind of coexistence; he builds maquettes of environments, sometimes to scale in order to fit specific spaces and exhibitions. Other times as a purely creative exercise which might or might not be constructed in a larger scale in the future. These hypothetical and/or real structures and installations allow for a freedom of existence and inspire various kinds of interactions within the spaces. 
[image: ]
Figure 4: Tropicália, Penetrables PN2 ‘Purity is a Myth’ and PN3 ‘Imagetical’
    The installation depicted on figure 4 shows the colourful structures, and the live tropical plants on a bed of sand covering the floor of the exhibition space. This dresses the exhibition space in a garden-like environment which, as Micheal Wellen points out “…could be participatory…[and] immersive and that would give the public the freedom to interact in a new world… in a new way…” (Hélio Oiticica and the Tropicália movement, 2019) Supporting the idea that interaction is integral to and actualizes the artworks’ full potential. 
   This environment can be interpreted as a back garden of sorts, a space where people are welcome to come and go and relax, a space for community bursting with life, energy, and peace. This openness to the possibility of different interactions shows an acknowledgement of the fluxes of interaction instead of trying to impose any specific kind of interaction. This is a practical example of phenomenological concept of intentionality as a “bodily responsiveness and spontaneity in direct engagement with the world.” (Merleau-Ponty, M. 2012, p.x) There is no script for the person who enters these spaces, they are free to interact with the space in an organic and spontaneous way.
 [image: A couple of people reading a book
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Figure 5: Visitors to Hélio Oiticica's installation of Tropicália at Whitechapel Art Gallery
    Oiticica invites this organic spontaneity by creating spaces which are both private and open enough. The Penetrables (as seen in figure 5) are semi-enclosed so that one can feel comfortable, and still open to allow for a possible shared experience with other people within the gallery space. And we clearly see the visitors “inhabiting” Oiticica's installation in a candid photograph of a momentary interaction in the space. The open book and the lack of shoes, both suggest that the visitors felt at ease in this environment, this also indicates a freedom of interactions. 
    Traditionally when visiting a gallery there is often a pressure to stand and look at the work from afar, however, the relaxed postures and gazes of the visitors in figure 5 suggests almost an indifference towards the artwork and a focus on their own subjective and individual experiences. This is reflective of Oiticica’s conception of the body as a part of the artwork and interbeing with the work instead of being separate to it.
  The chosen materials (often soft fabrics as seen in figure 4) of the walls are also suggestive of a flexibility and a lack of separation, not only between body and artwork but also between the people “inhabiting” the different areas of the installation. Oiticica descried them as cabins that people would enter in order to find things to touch, or to smell such as grass. (Oiticica, H.1978) These structures and objects, once inhabited and interacted with these installations become sensory labyrinths that question how we perceive art as well as the everyday world, including its natural and manmade elements.
     Oiticicas interest with the tensions between inside and outside, the private and public grew stronger, so he started to introduce public spaces into his work more often. This blurs the lines between the everyday life and art suggesting that art is a necessary part of our everyday existence, and vice versa. Oiticica didn’t want the interactions with the work to be dependent upon one person’s “performance” but instead for it to allow anyone to be a part of the work in their own way.
    He describes “…the day-to-day itself…[as] the work of art…” and so the artists role becomes to innovate the everyday life. And the human elements of the work, then, carry the essence of the organic, natural world into manufactured spaces.  Oticica also believed (and created work in a way) that there was no such thing as a purely visual art. Instead, he understood art as a fluid human activity or state of being and perceived all artistic endeavours as “states of invention”. (Oiticica, H.1978) This suggests that the medium is a tool, an expression of one of the ways one can create an artistic invention that suits the particular idea, but it remains part of a process which is open to evolution. 
[bookmark: _Hlk153463525]    This openness to the potential of the artistic idea is what allowed his interactive installation Tropicália to become more than what it initially was. To expand into a revolutionary artistic movement. Tropicália turned into a song, then an album and became a catalyst for other artists to come together and promote new inventive ways of being to the wider public via music and dance (specifically samba, which was the popular and traditional dance in Brazil). 
[image: ]
Figure 6: Tropicália (album cover)
[bookmark: _Hlk153484548]    Within the album there were various songs questioning the social and political situation in Brazil, such as Parque Industrial, which translates to “industrial park”. A title which illustrates some of the tensions that Tropicália brought forward. Tensions between the natural and manmade, between what was native to the land and that which was artificial or imported, nationalism or globalisation. These tensions were brought on by technological innovations such as the radio and the television and causing divisions in the Brazilian public. So, artists were attempting to merge these new technologies harmoniously and embracing new possibilities whilst valuing their native land.
   Throughout the album these ideas came across via the chosen instrumentation which switched between traditional Bossa Nova and Samba and Rock. As well as including languages other than Portuguese, such as English, Spanish, or Latin in titles and lyrics. These artists made us of the technologies available to them in order to create experiences for the public which would widen their perspectives and help them integrate new technologies with the native way of life.
[image: A person carrying a large bag
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Description automatically generated]Figure 7: Caetano Veloso com Parangolé P4 Capa 1

Figure 8: Nildo com Parangolé P15 Capa 11 – “Incorporo a revolta”


[bookmark: _Hlk153404257]     The body which is what experiences the everyday life became a clear focus point in his work once he started creating the Parangolés. In the same way that when experiencing music, one is surrounded and embodies the music through dancing, so did the Parangolés encourage this kind of embodiment. In figures 7 and 8 we can see these unique garments (which could be worn by anyone, anywhere) being worn by Caetano Veloso and Nildo. Caetano Veloso is the musician who wrote Tropicália as a song, and Nildo is an unknown person, the fact that both could wear the garments shows the inclusiveness of Oiticica’s work. There was an embodiment of the artistic ideas within the public since so many people were wearing Parangolés whilst listening to music and dancing, which dissolves the boundaries between art and body, and between art and society. 
   This integrates new ethical attitudes of participation and encourages an awareness of the potential of the artistic/inventive object as non-imposing and as a human tool for expression. This concept of utilizing the artistic process to build up experiences with materials and objects could also prove to be useful in our search for an understanding of how to integrate technology into our everyday lives in the Anthropocene. 










Chapter III: Contemporary Endeavours 
    The contemporary world is often referred to as the Anthropocene, this word brings attention to the impact of human existence on the earth. The basis of its argument is that just as “…the physical form and the habits of the earth’s vegetation and its animal life have been molded by the environment” (Bridle, 2023, p.15), living beings have, and continue to also change their environments. There is specifically a focus into how human activity, and the way we utilize our technologies affect the earth. Neri Oxman shares this view and explains that “…from the beginning of mankind…the products we have designed have separated us from nature.” (Fridman, 2023)
    However, there is a difference between “technology” and designed “products”. Technology, as described by Bridle (2023, p,14) is a “…human practice which most closely ties us to our context and our environment.” Suggesting an awareness of its connection with human existence on earth.  Whereas final “products” can and have been created without taking our wider relationship with the world into account. So, the distinction between the two is important, technology is an everchanging evolution of ways to question and interact with our environment whereas a product suggests a pre-determined purpose. 
    Bridle would also argue that to understand technology purely as a human product is counteractive to a flourishing of humanity which is in tune with nature. He explains that we should expand our technology beyond its deterministic tendencies since this view of “…technological progress is all too often accompanied by spiritual attenuation.” (2023, p.15) This lack of a “spiritual” connection between technology and our experiences in the world, could be one of the reasons why some people argue that technology moves us away from nature.
    There is a sense that “for the majority of us, nature is but a vague and far off being, driven back by the towns, roads, houses…” (Merleau-Ponty, p.48) However humans have built such structures. And, for now technology remains “…within our capability to repair, restore, and regenerate its entanglement with and effects upon the world.” (Bridle, 2023, p.16) This emphasises the need for thoughtful human inventions which do take the natural world into consideration. And a need for an understanding that technology is a part of the earth’s ecosystem instead of imposing changes that could have detrimental effects on the planet’s ecology. Which is why contemporary thinkers and makers such as Neri Oxman are exploring new paths towards “…relationships with non-human intelligence…” (Bridle, 2023, p.11) 
     Oxman tackles this question by focusing on a particular process, questioning: “How can we extract silk without boiling cocoons? What are the implications for sericulture, manufacturing, and bio-digital design?” (Oxman, 2020) This suggests an implementation of natural and technological processes, without harming the silkworms and taking inspiration from their biology to rethink our manufacturing process of silk. Questioning the current way in which we interact with silkworms and providing an alternative which might inspire other compassionate invitations. 
    Proposing innovative and “sustainable methods for spinning, weaving… and building [for both the silkworm and for humans] in the age of the Anthropocene.” Oxman, (2020) takes our human capabilities to be creative when working with nature and technology, this allows for a flexibility and a willingness to try various possibilities. Instead of taking on a deterministic mindset. Collaborating with nature in order to find a “sustainable” solution is an approach which suggests that the process and materials of this project should not have a detrimental impact on the earth’s ecology in the long term. 
[image: A metal pipe in a round hole

Description automatically generated with medium confidence]
Figure 9: Interior View of kinetic Jig, Soluble knit, and Live Silkworms in the Spinning Phase

    When researching the project closely one finds that it is highly considerate and compassionate towards the silkworms. The main structure (depicted figure 9) is a “.… integrated kinetic mandrel designed to guide the natural spinning motion of the silkworms through clockwise rotation of the mandrel that facilitates the silkworms’ upward spinning motion.” This suggests that the structure and the whole project was built with the silkworms’ natural tendencies in mind, allowing them to exist as they normally would. A great example of how being aware of the details of a being’s existence can provide a compassionate framework in technological innovations.
    Instead of imposing a completely different way of being onto the silkworms, this creative technology uses natural elements such as light and heat to gently guide the movement of the silkworms. Oxman is aware that “These factors can affect the silkworms’ movement and spinning and thereby the resulting thickness of the silk layer produced.” (2020) This understanding of natural variables of the silkworm’s existence in a new environment compromises the outcome instead of controlling the silkworms. There is a trust and an appreciation of their natural capabilities which makes the silkworms active collaborators in this project.
[image: A close-up of a white worm
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[bookmark: _Hlk153491015]Figure 10: Silkworms Spinning Silk on Dissolvable Mesh
    In figure 10, we can see that the pavilion is made of a “…soluble knit scaffold…” (Oxman,2020) to support the silkworms. And the shape together with the spinning motion of the apparatus allows for the silkworms to spin their cocoons as a mostly flat layer. This innovation is importance since it means that the silkworms don’t have to be boiled in their cocoons in the process of creating silk. Oxman also preserves the silkworms’ right to life by creating spaces for the female silkworms to lay their eggs and preserves their fertilized eggs as seen in figures 11 and 12.
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[bookmark: _Hlk153536375]Figure11: Female Silkworms Laying Eggs Within Circular Vessels

[image: A group of papers with designs on them
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Figure12: Fertilized Silkworm Eggs Preserved in Cold Storage
    There are circular patterns reappearing across the stages (figures 9 to 12) which are all unique yet similar and point to the shape of the cocoons which silkworms would instinctively build. There is a beauty to the fact that each circular pattern has its role in the process and structure of the pavilion. For instance, the circular holes which appear on the net result from “…chemical reactions between the silkworms’ excretions and the underlying yar…expressing a ‘metabolic footprint’ of the silkworms’ fluxes and flows.” These holes were not controlled by technology or humans and yet they are beneficial to the structure since they also release “tensile stress” from the material. (Oxman,2020) 
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Figure 13: Overall View Within Gallery Space
   This project became an artwork and was displayed at MoMA. A pavilion made of interconnections and collaborations between the silkworms, and the technological tools which allowed humans to have a better understanding of the silkworms and their natural processes. Therefore, becoming a strong example of how technology is capable of drawing humanity closer to nature and provide innovative perspectives, whilst remaining ethical and considerate towards all species. 
The art gallery is a great space to present this object of collaboration, since it is a space where people go to question objects and seek new experiences. Through showcasing this pavilion, the public is presented with the possibility of technology acting an interface between the organic world and the cultural/human world. Proposing to the viewer that this technological interface might allow for more of our future infrastructures and objects to be “made as if grown.” (Fridman,2023) And inspire further innovations. 














Conclusion
    In the contemporary world we are constantly moving towards new ways of utilizing both technological and natural resources in order to evolve. The artworks and concepts explored in this thesis allow for us to reflect more deeply on both the primordial use of nature as well as our contemporary use of technologies. This shines a light onto our unclear relationship with technology and provides possible ways of grounding our technology within our natural environments, without harming them. Suggesting a development which allows for intentional responses to our reality, through our awareness that everything is interconnected.
    For instance, Mendieta’s use of technology allowed her to share her own subjective experiences within the world. Her artworks also proved to be insightful and in tune with ancient ways of being in the world which grounded her practice and her use of technology in the natural world. When experiencing Ana Mendieta’s work, the viewer is looking at a representation in the form of film or photograph: a technological view into a primordial world where she was one with nature. So, there is a distance (that is implied by the method of display) between the viewer and the artwork. 
     On the other hand, Oiticicas work is made of materials which are physically present and immediate. Through his sensory installations and garments, the viewers become participants and experience the artwork first-hand, the body becomes a part of the art. This provides a subjective, accessible, and playful way to process and innovate the ways in which we use technologies to interact with the world.  However, despite their different approaches, both Mendieta and Oticica were aware of their relationships with the native aspects of our existence (grounded in nature) as well as global technological innovations. 
    These innovations have led us to our contemporary world. And the contemporary endeavours explored through Neri Oxman’s work with silkworms provided inspiration towards a sustainable future of interconnected interactions between nature humans and technology. Similarly, to Oiticica, Oxman creates structures and environments which allow for gentle integration of new ways of being and perceiving our relationship with the world. But there is no disregard to the silkworms’ instinctual habits, allowing them to exist as they have in the past. There is a thoughtful preservation of life as well as their ways of existing. 
    Throughout this thesis there is an interesting tension between learning new ways to interact with the world as well as being able to recognise traditions which are valuable to keep within our societies. Accepting that our interactions with the world will continue to evolve and yet, suggesting that we should question as well as learn from our previous ways of existing. 
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