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There was some domination of the workstations by the males in the group and the
Indigenous Education Officer monitored usage to try and ensure all had an equal
opportunity.

It became clear within the hour that the older girls were not engaging as much as the
other groups and two excused themselves from the workshop whilst the rest of the
girls formed a dance group behind a partition and developed a short hip-hop routine
that they later performed.

A group of the boys also performed a group dance, but were more enthusiastic to
demonstrate individual hip-hop tricks.

The boys remained engaged with the software the longest. One of the older boys was
engaged for 45 minutes with image manipulation. He created a movie of himself with
a looped music track, used none of the audio manipulation tools and one of the image
manipulation tools; the kaleidoscopic effect. He used his head, hands and shoulders to
create a kaleidoscopic performance by making small gestures such as flicking his
collar and shifting distance between his face and the camera. Once he introduced
fingers to his performance he began making slow deliberate hand and finger
movements to create a kaleidoscopic movie clip. He remained focused on his
interaction with the software for 45 minutes despite activities occurring within a
metre distance from him.

Potential for relationships

The potential for relationships within this case were observed using the meaningful

engagement matrix a tool for identifying the location of meaning and describing the
ways players engage with the software. We also observe the experiences design- the
interaction with teachers and the structure of the experience

Personal

When an eleven-year-old boy sits for 45 minutes moving his fingers articulately and
expressively in front of a webcam that transformed his gestures into choreography of
kaleidoscope fingers we know we have engaged him. Similar engagement was
observed with music makers making ‘grooves’ and beats, making movies being a DJ



and a VIJ. The potential for personal meaning has been observed over a six-year
period with this tool (8) and using a Meaningful Engagement Matrix to identify both
the location of meaning and the mode of engagement employed by users. This
example provides fresh ideas about the choreography of performance and visual
engagement.

Social

In this case, context networked performance was not possible however users were
able to collaborate on making a work that incorporated their faces and personalities
against the backdrop of a cross-faded display of the Artists paintings. The students
liked the idea of sending the video back to the artists to show their pride in the
Indigenous art that they seemed to recognize as reinforcing a sense of belonging to a
culture that expresses itself in this unique way. Students collaborated around
individual computers making shared decisions about the shape of the recording or the
sound or vision or took turns in making the clips. The tool seemed to be like a site
where art -work could be made collaboratively and encouraged exploration and
discovery. The disengagement by two older girls suggested the need to move to
network and collaborative activity and also more structured experience design to
present challenges. As these sessions were highly unstructured and improvisational to
examine the ‘natural responses rather than teacher directed ones this shows a need for
networked collaboration to add a further complexity to interaction.

Cultural

The students’ identification with the artwork was clear in the observations. There was
a sense of pride and indeed the thought of ‘sending something back’ to the artists was
something that increased that sense of pride and belonging. The use of contemporary
dance music although not ideal in that it was not selected by the students also
provided a ‘common ground’ as the students identified with ‘Hip-hop’ sounds and
grooves. It encouraged dance and potentially rapping though this was not explored in
the time frame but the potential to make dance/song and rap performance was
discussed amongst participating teachers.

Relationships with Artists

The opportunity for young people to not only see Indigenous visual art but interact
with it and return it to the originators of the work is part of what is called remix
culture in popular music. It involves ‘fans’ remixing an artists work and posting these
variations on a social network site. This kind of thing is explored in visual media by
MIT Media lab with the Scratch project (http://scratch.mit.edu/). In this project
however we were able to combine the audio and visual transformations into a live
performance and involve both online and offline, gestural and abstract expressions. It
provided a different kind of relationship between the students and the visual artists as
well as the sound artist. It provided a common ground where articulate and skilled
artists could have an active relationship with children in a meaningful and engaging
way.

Summary

What is presented here is not clinical or empirical evidence of the potential for
software to facilitate relationships. These are preliminary observations that alert us to
possibilities and ask questions about the qualities of improvisational experiences
using music and visual performance to provide different kinds of relationships and the



potential for software to provide access to these experiences. If improvisational
relationships in music making do affect meaningful outcomes that are beneficial to
highly skilled performers then what can it do for average and marginalized people?
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