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An artistic development project

‘I was surprised how well I felt after we read our poems. I felt like hiding 
in a bush when you first said it, but felt great afterwards… it was prob-
ably my head, that felt I’d achieved something, yes, kind of unlocked 
something. It felt like a passage to something new. Something new was 
available to me…that I can also do this kind of stuff. Something very far 
away from the person I normally am…’ (Participant in the workshop)

A catalogue and a way forward 
In this artistic development project, we set out to discover how art-based 
interventions can contribute to regenerative and holistic design practice. 
It’s a type of design that seeks to restore and build up resources through 
engaging all our senses and ways of knowing. With design students from 
the Royal Academy, and through a series of experiments, we immersed 
ourselves in artful inquiry and found a well of potential benefits for design 
in social contexts. Throughout this catalogue, participant statements bear 
witness to the many-sided and intriguing effects of applying art-based 
interventions as part of a design process. The interventions we explored 
and portray in this catalogue, include writing and drawing with the other 
hand, power animals in clay, stakeholder map in clay, silent-walk and medi-
cine walk, poetry, and land art. We present them here, in the hope that you 
will feel inspired to try them out in your own practice or as a facilitator of 
regenerative design.

The first four chapters of this catalogue provide the theoretical starting 
point, the process layout we explored, some guidelines for taking others  
on an artful inquiry, and findings from our exploration. Then follows six 
chapters each presenting an art-based intervention in detail. 

Questions and intention
Our inquiry was led by questioning how our ways of creating can take 
place in accordance with nature and with an ethical approach to design. 
With this in heart and mind, we experimented with the art-based interven-
tions to uncover how they can help people:
• feel part of something that is bigger than ourselves

• uncover the unknown aspects of a subject, the unseen knowledge,  
the things we don’t know that we know

• develop original perspectives and insights about the themes investi-
gated in a design process

Approach
The interventions were investigated in a workshop with 3rd semester 
students from the Institute of Visual Communication at the Royal Danish 
Academy. They were in the initial phase of a project in partnership with 
the nephrology department at Rigshospitalet (a specialized hospital in 
Copenhagen) ‘…to design in collaboration with others, and for others, with 
a particular focus on ethics and sustainability’ (course program, fall 2020). 
During the workshop, the students were invited to investigate aspects 
of the project that they were particularly intrigued by. The week after the 
workshop we interviewed each student about their experienced with  
the individual interventions and the day as a whole, and the impact on their 
process. Their comments and reflections provided us the opportunity to 
further understand the art-based interventions in relation to regenerative 
change in a social context. 

Motivation for regenerative design 
2020 saw a growing collective commitment towards restoring our natural 
resources: biological diversity, re-forestation, cleansing of the air, the 
oceans and water streams, all aimed at increasing the Earth’s resilience 
which literally means ‘the property of quickly recovering the original shape 
or condition after being pulled, pressed, crushed etc.’ (Oxford Advanced 
Learners Dictionary, 1984). In this project, resilience points towards regen-
erating and re-creating that, which we have lost or forgotten, and finding 
new ways for our global human population to live in fruitful co-existence 
with nature.

Regenerative design seeks to create renewal through focusing on natu-
ral and universal cycles as the foundations of health for plants, animals, 
humans and our ecological systems (Lyle, 1996; Orr, 2004; Hofstra & 
Huisingh, 2014). With natural systems as our models, we work with nature, 
rather than against it. Regenerative approaches are most commonly known 
from the areas of agriculture design (Mollison, 1988), architecture (Cole, 
2012), but increasingly also from design of social systems (e.g. Eco-coin, 

2020). In this project we set out to investigate how regenerative values 
and approached can be applied in design for social contexts. Nature is to 
be understood, not only as the ecosystems that we are a part of and that 
surround us, but as inherent in human beings.

A changing design practice
Historically, the field of design has been subject to a focus on human 
needs and desires and less concerned about the needs of nature (Fry, 
2012). We have participated in the forming of a human ’world in the world’, 
which has changed us, the humans, and our relationship to nature and 
other species, among other things, seeing ourselves as removed from 
the natural world. However, the designer’s ability to change people’s 
understanding and ways of acting in the world can be put to good use in 
restoring the planet’s eco-systems – if we are able and willing to create 
a substantial shift in our own mindset and ways of working. We cannot 
stay the same, as well as ensuring a liveable future (Fry, 2012; Scharmer 
& Kaufer, 2013; Heller, 2018). Designers, and our practice, must and will 
change as part of a collective global transformation. A process that calls 
for weeding out in old habits and rehabilitation to new values, ways of 
thinking, knowing and acting. 

We would like to thank the following for their support and/or partici-
pantion in this artistic development project: 
Mathilde Aggebo, Ida Engholm, Tine Kjølsen, Martin Sønderlev 
Christensen, Johannes, Pernille, Kasper, Kresten, Mie, Sille, Josephine, 
Amalie, the forest, the sky, the sea, the earth and Hellebæk.

Text and photos by Silje Alberthe Kamille Friis & Annegrete Mølhave. 
Layout by Annegrete Mølhave.
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A regenerative mindset

...the ego only knows its own contents, not the unconscious and its  
contents’. (Jung, 1958)

Artful inquiry for regenerative design
Regenerative design focuses on universal systems and co-existence, 
where every part has a place in the greater eco-system. A regenerative aim 
is to apply these values in development processes to help create solutions 
with the ‘whole house’ in mind1 (Scharmer & Kaufer, 2013). Artful inquiry 
offers a structured way for applying this in practice, by helping us to 
engage with the outer natural world as well as our inner human nature. The 
outer environment reflecting the inner life. But how do we shift our current 
mindset towards working with these inspirations in practice? And why art? 
What does art enables in us? Art offers us a mirror of nature – in the artis-
tic object we see our own nature (Shakespeare in Campbell, 1990). Art is  
in accordance with nature and art is a harmony, parallel to nature (Cezanne 
in Campbell, 1990). The arts are also a way into our feelings and humanity 
(Eisner in Darsø, 2018). It can be a gateway to help us escape the limita-
tions of our mental models, and thereby become aware of new perspec-
tives and new solutions. In this way, art is a way to access our silent bodily 
knowledge: that, which we don’t know we know (Darsø, 2018). 

Working with all functions of consciousness
Artful inquiry engages us through our four main psychological functions: 
intuition, thinking, sensation and feeling (Jung, 1979), (fig. 1). These are 
related to movement of energy in our psychic activity. Out of habit we often 
develop one to become our main orientation in the world. In the western 
world, the quick thinking mind takes up a prominent space, possibly fueled 
by the acceleration of processes in general. By bringing focus to the other 
functions, we start to re-orientate ourselves through all our ways of know-
ing. Jung believed that all four functions should contribute equally for a 
comprehensive understanding of our world. He describes them as four 
points of a compass, where shifting the cardinal points is ‘merely a ques-
tion of convention and intelligibility’ (Jung, 1979, pars. 958f.).  

1 This is inspired by the Greek origins of the word ecology, ‘oiko’, meaning home or household.

 
Sensation 

‘Something exists  
in the outer world’

Perception through the 
five senses.

Intuition
‘Knowing its possibilities’

Perception through the 
unconscious - what is 

present in the inner world.

Feeling
‘Knowing its value’. 

Subjective value  
of importance to us. 

Thinking
‘Recognising its meaning’
Intellectual cognition and 

judgement.

Figure 1: Four psychological functions. Adapted from Jung (1979).

In this way, an artful inquiry is an attempt to restore the human ability  
to see ourselves as part of the ‘whole’, and making it part and parcel of  
a creative process by reactivating these aspects of ourselves. It opens  
up for designing through all these functions, thereby gathering knowledge 
about the subject with our entire body, rather than just the thinking func-
tion, which is heavily prioritised in design thinking – as the name literally 
demonstrates. Instead, through opening to gaining a deeper sense of  
a subject, we open up to experiencing ourselves as part of the situation 
(Scharmer, 2013). With artful inquiry we seek to remember, re-connect  
to, and re-train this aspect of our own nature. For this purpose, we draw  
on a ready-available palette of art-based interventions. 

Art-based interventions and transcendence
Art-based interventions are methods that can be drawn upon to explore 
a given challenge or situation. They are unique, in that they bring original 
perspectives, innovative solutions, and added learning from the future 
that wants to emerge. ‘This detour via the arts, sensing and identifying 
with a chosen object, person, material or artwork, may redirect our atten-
tion towards what is meaningful and what makes a difference.’ (Darsø & 
Meltzer, 2020, p. 1).  With nature as an active partner in art-based inquiry, 
we can access deeper aspects of knowledge of which we were previ-
ously unaware. We step into a state of ’unselfing’ (Zhang et. al., 2014) and 

experience direct contact with something that is greater than ourselves. 
This idea of being part of something bigger, or stepping into a heightened 
state,  
we recognise both from experiences in nature, but also from art and 
religion. We might experience a radiance or energy from an existing piece 
of artwork that inspires us, or maybe it happens through the artistic, 
creative process itself. Either way, it can lift us, or expand our awareness, 
from being centred on our self, to merge and co-exist with something 
that is greater and goes beyond ourselves (Rudd et. al. 2012) moving us 
from human-centered to an eco-centered understanding and practice 
(Scharmer & Kaufer, 2013). 

Artistic methods thereby become central for the designer to gain access 
to that in her which helps her to experience life in itself, to come alive and 
transcend, i.e. being able to access the reality that lies beyond, or breaks 
the limitations of our normal human experience and cognition (Campbell, 
1990). This ability helps to foster original perspectives and wisdom on the 
emergent future that is being investigated in a design process. At the same 
time, the artistic methods provide practical means for integrating the new 
insights into the practical design process, thereby nourishing and support-
ing a pragmatic and resilient regenerative design culture. 
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Create a space for sensing

‘When you are in accord with nature, nature will yield up its bounty... 
and every sacred place is where eternity shines through time.’  
(Campbell, 1979) 

Designing the process
Crafting and hosting art-based interventions present different challenges. 
Underpinned by a detailed log of our own process, we here offer some 
guidelines for how to develop and host artful inquiry. The essence is to see 
the process design as an artful inquiry in itself. Expect the forming of the 
process to be an iterative event. A good starting point is the needs of the 
participants, the objective of the process: where are you taking them? and 
what is the time frame?  Then consider the interventions you wish to apply. 
Sketch the steps and reflect on how the interventions link together. 
 
In our case, after making a first version of the process, we applied the 
Theory U model by Scharmer (fig. 2), as a way to ‘check’ the sequence and 
support the movement from thinking, to seeing, to feeling, to opening up 
and letting come.

Open mind

Open heart

Open will

Presencing

Seeing

Sensing Crystalizing

Prototyping

Figure. 2. Theory U process (Scharmer, 2007). Sketch from developing the workshop.

Composing
When putting together the sequence of interventions, it’s helpful to think 
in terms of movement between ‘pairs of opposites’ as it is a way to drive 

the creative process forward and it helps participants generate, rather 
than use up, their energy (Friis, 2016; 2019). For instance, having ideation 
be followed by evaluation, modelling (hands) followed by reflection (mind), 
alternating between individual activities and activities in the team, being 
silent and speaking, being inside and outside etc. Interestingly, the partici-
pants pick up on this: 

‘Rarely have I experienced being in a process with so many tasks in such 
a short time without getting completely tired in my head. It had to do 
with changing location, getting out and using different methods… 
Getting out of the city – stepping out at the station in the fall colors.  
So discovery-like’. 

Experiencing the process
Set aside time to experience the art-based interventions and the process 
yourself. It will help you with adjusting the details, for instance how to 
introduce a method, identifying helpful questions, setting the time frame 
for each intervention etc. Be aware, that even when experimenting, the 
interventions can’t be faked. As a facilitator you induce an inner state 
in the participant that is conducive to a particular intervention. In other 
words, you vibrate with the appropriate energy thereby helping to bring  
a mindset alive. 

Including nature
Think about how you can include the outdoors and nature in the art-based 
interventions. Nature as in actual nature – a park, a forest, beach, back 
yard – and in the form of natural materials, for instance clay, paper, wood, 
or found materials such as stones, branches, leaves etc. In our case, we 
decided on one of the facilitators’ home which is situated between an old 
forest and the beach. The venue became an organizing principle for laying 
out the workshop, for instance, including walks to and from locations as 
active elements. It also framed the workshop as an expedition, where the 
participants leave the big city behind and step into nature to seek new 
ways of inspiration.

A trustful learning space 
Art-based interventions help participants leave their habitual and well–
known territory. At times, they may feel vulnerable and uncertain. In our 
case, most participants felt that their personal limits were pushed during 

the day, but to a bearable extent. It reminded us of the significance of 
establishing trust in the group (which we could have done more explicitly). 
We recommend that you include trust-building activities like the Codex, 
a method for participants to generate a shared set of guidelines at the 
outset, for instance ‘what’s said in the room stays in the room’. 

Trusting the process
‘Letting go’ is part of the facilitator’s process. If too invested in the partici-
pants’ process and outcome, they likely feel invaded. Several participants  
later expressed, how an open mindset helped them to absorb through 
the senses, be open to surprises, and letting go of the need to analyze 
everything. Also, insights may not arrive right away. One participant expe-
riences a delay from making the power animal to realizing why it turned 
as it did – concluding that she needs to trust the process; that answers 
come in their own time. In some ways, the learning is between the partic-
ipant and the greater whole. Being respectful of what comes to others 
and asking open questions really help this learning unfold. We have often 
shared a ‘wow!’ during this inquiry as we accepted being out of control and 
things played out in ways, we couldn’t have imagined. 

Setting the expectations
Yield from not overselling the inquiry and approach, as the interventions 
require for everyone to let go of a particular outcome. Keep the vocabulary 
light and talk of ‘experiment’, ‘trying out’, ‘see what happens’ etc. In our 
case, we felt that words like ‘spiritual’ and ‘religious’ could seem oppres-
sive and thus hamper the process. We then enjoyed each time an interview 
brought up expressions of transcendence and unselfing as a natural and 
personal experience. The main point is to facilitate rich conditions for 
seeing, sensing and experiencing the situation by refraining from putting 
too much pressure on yourself and the participants.
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Crystallizing
New instructions. Making a poem. 
Reading the poem aloud twice. 

Prototyping
Landart. Meta-perspective, seeing 
and sensing with the hands. 

Arriving
Listening to a facilitator, introduction, 
light theory and today’s program

Seeing and sensing
Setting an intention. Writing and  
drawing with ‘The other hand’ to  
explore intention with the day.  
Sharing in the group around the table.

Sensing and seeing
Making a power animal in clay. 
Sharing in the group: what came forth? 
Making a stakeholder map in clay.  
Presenting, reflecting and sharing in 
smaller groups.

Letting go and letting come
Silent walk to the beach. Refocusing on 
what has come up and a question.

Letting go
Checking-out

Returning home
Walking to the train and travelling back 
with a new experience and perspectives.

Letting go
Walking back. Going inside. Recol-
lecting and reflecting on the day by 
making a shared map.

The invitation
Leaving the city behind. Going on an 
expedition. Stepping out into the forest.

The workshop
 

Letting go 
Walking in pairs to lunch in the  
forest, talking and thinking about 
what has come up.
Lunch. Relaxing. 

Letting go and letting come
Instructions on the beach. Medicine 
walk with the question. Making notes 

Open mind

Open heart

Open will

‘…That was what was exciting! [having your personal 
boundaries expanded and feeling safe]. It was a trans-
gressing experience, but we all felt we had been safe 
in it. It created a community but also a creativity that 
made you dare to throw yourself into writing something 
completely different, and be a poet, or be an artist, 
building something, on the beach. It provided a fear-
lessness in relation to the two extremes you are moving 
towards.’ (participant).



An old new way

‘It goes to the root of it and wakes up something in me. To come back to 
some of the things that are important for me as a person and a designer. 
It was a direct reminder of which things are important… to think more 
deeply about it.’ (Participant in the workshop)

Regenerative design in a social context
What happens when applying art-based interventions in the service  
of regenerative design? While it is relatively easy to measure biological 
processes like improving soil quality, it remains more abstract to deter-
mine regeneration within a social design context. What is regenerated, 
when designing for e. g. dialysis patients?  While questions outnumber 
answers in this artful development project, the following overview of our 
findings indicates that art-based interventions are a promising path  
to regenerative design in practice. 

Connecting to timelessness
Several participants remark how ‘the day went at lightning speed’, and 
they ‘lost track of time’. One of the participants says that, normally she 
uses time pressure to switch off the brain to make herself do something. 
In the workshop, however, she experienced that time was ‘elongated’, 
taking off pressure and allowing her to be open; a healthier approach, she 
feels. This indicates that the participants were immersed in the experience 
by feeling a sense of timelessness or ‘extended now’ (Vohs & Schmeichel, 
2003) which activates the motivation to learn and may stimulate new 
understandings (Rudd, M. et. al. 2012). 

Reconnecting with self and others
The participants speak with one voice when mentioning the thrill of open-
ing up through the senses as a way into a project. It’s childlike, fun, and 
turns normal ways of thinking and doing upside-down: 

‘The clay was incredibly useful. It was an introspective and very different 
way of approaching a project.’ 

They find it joyful to discover, that looking inward is a gateway to deeper 
reflections about the traditional approach in their design practice:

‘There was an “aha!  You can also do it this way!” We talked a lot about 
the square analytical approach we normally use in game design, and 
how games usually are about feelings and creating feelings in the  
gamer, and how disjointed it is. That there aren’t more of this holistic, 
emotion-based and let go of the ego – I really liked that.’ 

Interestingly, applying the senses to this degree, as a way of gaining 
access to ‘what we don’t know that we know’, also provided the partic-
ipants with an enhanced sense of empathy for the patients they were 
designing for. Says two of the participants: 

‘…it has become much more concrete after the workshop. We’ve been 
much better at putting ourselves in their feelings, how they feel differ-
ent and how it is to feel different’ 

and:
‘The time on the beach… you see and think in new ways. So instead of 
it being very practical, “a dialysis room looks like this and this”, we got 
into something feelings-based, and somehow … I experienced my own 
feelings about it, in a way that made me feel closer to the experience of 
being ill’. 

Connecting to meaning inside 
The process connects the participants to insights that they find deeply 
meaningful to the project and to themselves. For instance, a participant 
becomes aware of how her vanity and perfectionism is a hindrance to 
being creative. Another participant feels grateful and part of a greater 
whole: 

’It really adds more meaning to what you are working with. Instead of 
thinking about one’s own preferences, to also remove yourself from the 
process and consider what you actually add to the world. Not because 
you think it’s cool. Can you create something that also gives something 
back to people? After all, we’ve got so much in our lives.’

Reconnecting with nature
Being in nature is a major source of inspiration. One student talks of redis-
covering nature: When ‘out there’, everything makes sense at a new level, 
it’s rewarding and he is happy to be reminded of this. Another student 
experiences a new way of working with nature and receiving learning 
through nature: 

‘When I’ve gone for walks in connection with my creative work, it’s  
usually when I’m frustrated, like, “OK, I just need to go out and walk 
this off!’. But to use nature as a way of being inspired, and a way of just 
going out and trusting – that now I’ve got this question, and it will be 
answered, if not now, then later. I was really inspired by that.’ 

As such, including the natural environment as a partner in the process 
helps to uncover meaning: 

‘On the medicine walk, I really noticed that there is something bigger. 
Normally I get stressed if there are too many things in my head. Here  
it was like, I listened to the waves, walked around and collected pebbles, 
because I needed that. It was as if there was an energy where I was with 
myself in a different way… it was meditative and I was surprised that 
I thought about the question without really thinking about it. It was an 
indirect access to the answer. I was surprised it worked.’ 

An artful way forward
The art-based, artful inquiry process appears to be as much about what 
is regenerated on the inside of the designer as on the outside. One inter-
vention at a time, making use of the four ways of knowing, the designer 
connects to diversity on the inside, to aspects of her – or himself – which 
were forgotten or suppressed, possibly in the day-to-day rush that has 
become the hallmark of our culture. Thus stepping outside the ordinary 
ways, small moments of transformation occur, expanding the sense of self 
from self-interest to ‘unselfing’, and a dawning awareness of the bigger 
systems that humans are part of. In this way, artful inquiry may offer a 
regenerative path for designers to approach the change called for by Fry, 
Heller and others - and thereby contribute to ensuring a liveable future.
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Notes/poem/read aloud
Vulnerability, breaking boundaries, 
personal, good not to know about 
reading it aloud. Relate actively to the 
present moment. Unexpected format. 

Land art
Fun and different way of visualising. 
Brought out the feelings. Make own 
feelings and thoughts concrete.  
New source of inspiration. Abstract 
excersise. Nice to visualise the poem. 
Expanding boundaries.  
Relatable poems. 

The other hand
Let go of control and perfectionism. 
Break the habit. Impaticence and frus-
tration. Less analytical, more feeling. 

Power animal in clay
Let go of control. Senses in play. 
Something personal and intuitive – 
let go of vanity. Grounded – use the 
body – nature. 

Stakeholder map in clay
New perspective on the topic. Abstract 
thinking about something logical. Who 
is in play? Sub-concious in the shaping 
of it. Concrete relation to the project. 
Food for thought. reflections on the 
stakeholders and their needs. Emotional 
insight. Put yourself in their place. How 
the needs of different stakeholders may 
conflict. Focus. 

Silent walk and think about  
a question
Nice with quietness and reflection  
– personal – senses in play. 

Welcome
Settle in, introduction to the day and 
the venue. Program, theory, get to know 
each others’ projects and thoughts – 
what is important to you?

Lunch
New energy

Medicine walk
Senses. Personal, nature, trust in 
the activity, openness, no pressure, 
feelings, freedom, individual feeling/
experience.

Open mind

Open heart

Open will

Participants’ shared reflections
In relation to theory U (Scharmer, 2007)

Hunger

‘It was something, I have been hungry for, for a very long 
time and I think it was like that for everyone. That’s why 
we were so quick to reply that we wanted to be part of 
this. And when we left, we were high on the experience. 
Because, in many ways, it’s probably the way we all want 
to work. Using the hands and examining the artistic way 
of working with giving form through a text, a lump of clay 
or on a beach, has given us a better sense of designing 
and the substance that goes into the design… 
 

…So, I really think that for me, it’s something that was 
cool to get a small taste of, and yes, I’m so hungry for 
more. And how we can work with this project that we’re 
working on now, the national hospital, at the school, in 
a completely different, intuitive way from what we have 
been asked to do and did on the last course, which was 
very text-heavy.’ (Participant)

Giving in

‘I can sometimes be, not frightened, but thoughtful when 
some of the exercises are meant to get you out of your 
box and you have to give in to it because, “what’s the pur-
pose with this?!” So, it can be hard to give in. And there 
I just think that, when I think back on it now, how wildly 
good an experience it was.’ (Participant)

Playfulness 
 
‘I spend most of my time in front of the computer. It’s 
these two 2D screens that do exactly what I do, I have a 
mouse and can control it all, I know how the programs 
work and there aren’t really any variables. It’s not like 
when you mix two colors by hand and see what is hap-
pening… on the computer, you have total ownership...

…Knowing that this is what I do 90% of the time, I think 
we all probably want to go back to the way we started, 
and that was to shape some clay and mix colors and 
paint or work with the 3–dimensional and often work with 
something that has to do with nature. This is often where 
we start, building something or constructing something, 
or taking leaves home from the forest and doing some-
thing about it, as a child... 
 

…So, I think there was something very childish about it. 
And I think that’s something we all need, when we sit 
here and are very grown up with our computers and think 
about what the industry is, and you get a job and have to 
make a logo… 

… What is it about being childish? It certainly provides 
you with something, like when you are in a free fall and 
no longer able to feel that you are falling ... And all of a 
sudden you are just where you are. It is the playful and 
the exploratory, and the questions that may come. What’s 
going on? It was really there at that workshop. It was 
clearly about throwing something analytical away and 
surrendering to the playful.’ (Participant)



The other hand

‘The other hand’ is a way of exploring two different perspectives  
of a situation by drawing or writing, first with your dominant hand,  
second with your non-dominant hand. 
 

Origin
Journaling is a common creative writing method for documenting, analys-
ing and reflecting on issues and concerns. Writing with ‘The other hand’ 
expands the creative element, and is based on the work of art therapist  
and researcher Capacchione (2001). 

Current brain theory tells us that handedness relates to discrete parts 
of the brain. For instance, for the majority of right-handed people and for 
two-thirds of the left-handed people, the right hand is controlled by the left 
hemisphere of the brain, and the left hand is controlled by the right hemi-
sphere. A bit simplified, the left hemisphere is characterized by logical 
thinking, recognition of words, letters and numbers, linearity and structure. 
The right hemisphere is characterized by holistic perception, imagination, 
intuitive, emotional and non-verbal thinking. 

Depending on the hand that we write and draw with, we get access to 
different parts of the brain. Using our dominant hand (whether left or right) 
mainly activates one part of the brain. When we engage our non-dominant 
hand, it activates both hemispheres and is a way to confuse the brain 
and its habitual patterns. It causes the brain to shift from focusing on 
effectiveness for everyday activities to opening up to unexplored sides of 
ourselves. When we train in using both sides, we create new neural path-
ways, and the more of the brain we use, the more receptive it becomes  
to listening to our feelings, intuition and new ideas. ‘The other hand’ 
offers a very simple way to tap into the potential of the often under-used 
right hemisphere to explore different perspectives. 

Example from the workshop
We include ‘The other hand’ at the beginning of the workshop to help 
participants explore their agendas and intentions for the day. This helps 
them form the personal direction of their individual artful inquiry. At the 
same time, they get in touch with the idea that they contain more than one 
perspective and can access internal knowledge by making something, in 
this case a piece of creative writing. In our experience, it’s helpful to start 
by writing with the dominant hand first, to pay respect to the primary ways 
of seeing and understanding. Then, to stay with this for a while before 
moving the pen to the other, non-dominant hand. We ask the group to write 
and draw their intention with their dominant hand for at least 5 minutes 
and then switch the pen to the non-dominant hand for up to 10 minutes. We 
also encourage the group to use ‘the other hand’ later in the day, after the 
medicine walk on the beach.

Experience from the workshop
The exercise led to new insights around the table and to a reflection on 
how the exercise itself reinforced the breaking of habitual patterns.  
For one of the participants it brought a sense of playfulness: 

‘With the writing we all became children. And it looked like something 
children had made. It was really fun to see. I felt like, now i’m learning 
something, i’m learning to write. It was great!’ 

Says another participant: 
‘…we are used to always draw concepts on paper, in relation to games, 
like always writing with the right hand. Maybe there are some phrases 
or thought patterns we are used to and comfortable with, and just like 
writing with the left hand, you break with some of these patterns…So, 
it’s a great break with the self-censoring and usual habits.’ 

Alas, to our surprise, not only did the method open up for new, internal 
perspectives, it also served to transport some of the participants from 
their ordinary ways into novel ways of thinking, a reinforcement of leaving 
one’s normal hood behind and opening the doors to new ways of seeing 
and being. 

Recipe for The other hand*
Gather the materials: a pen and unlined paper. Include colored pens  
and crayons if you like. 

1. Find or create a private place free from noise, distractions,  
and outer demands. Make enough time to do the exercise without hurry  
or pressure. 

2. Remind yourself: You do not need to share your work with anyone,  
it is confidential.

3. Think about what you would like to explore from two perspectives.  
It might be a question or an idea. It can be an experience, an event,  
an intention, something that just happened or is about to begin. 

4. Start out by investigating with your dominant hand, either by writing 
or drawing on a piece of paper. Spend at least 4-5 minutes or until the 
hand runs dry. 

5. Shift the pen to the other hand and start to write or draw on another 
piece of paper. Spend at least 4-5 minutes or until the hand runs dry. 

6. Sit back and look at the two perspectives. Reflect on what they each 
bring in relation to what you set out to explore. 

7. If something comes forth, add it in writing or by drawing. 

*This recipe is based on Cappachione (2001) and Friis (2015).

References
Cappachione, L., (2001). The Power of your Other Hand. A Cource in Channeling the Inner Wisdom of 
the Right Brain, New Page Books, Franklin Lakes, NJ
Friis, S. A. K., (2015). The Co–Creation Cards, U–Press, Copenhagen

The other hand 
 

Silje Alberthe Kamille Friis & Annegrete Mølhave 
Artistic development project (KUV) 
Royal Danish Academy 2020

5





Power animal in clay

Power animal in clay lets your hands surprise you whilst making an aide 
for the journey you are about to embark on. 

Origin
Throughout world history, different cultures have had many similar ways  
of relating to something greater than ourselves. A recurring practice  
is to be in contact with a power animal, also called a spirit animal, totem 
animal or fülge (Høst, 2014; Horwitz & Waldebäck, 2020). It’s an animal,  
or being, that offers a personal relation to the bigger picture, and may help 
your inquiry. There are many ways of finding a power animal for yourself  
or your project. Inspired by Darsø & Meltzer (2020) we used clay to form  
the animals. In our case, this also served to connect us to nature through 
our hands. 

Clay is one of the oldest arts and craft materials. Think of how pottery  
is often part of unearthed archaeological artefacts. A lump of clay in your 
hand may be fresh out of the bag, but the material itself can be 3 billion 
years old. The particles may have emerged from Earth’s core and travelled 
through the wind, rivers, oceans, and settled in the ground, before appear-
ing as our artistic material. With this well-travelled material, we compose 
something entirely new. Clay is used in art-therapy because the flexible 
nature and tactility of clay induces reflection and creativity. The tactile 
contact stimulates several neurological functions: sensual, kinaesthetic, 
cognitive and symbolic, and allows for inner images to meet and take 
shape through the physical material (Sholt & Gavron, 2006). In this way,  
the clay helps us to access tacit bodily knowledge, while we open up to let 
a power animal appear in our hands. 

Example from the workshop
We include the ‘Power animal in clay’ exercise at the beginning of the 
workshop as a warm-up to working with clay and open the mind to finding 
inspiration from a new source. To the participant it may appear as  
a practical activity, but really it serves as a subtle way to open the intui-
tive functions and move towards a state of receptivity. Before the exercise, 

each person summarises the main questions uncovered in ‘The other 
hand’ writing and find a theme they would like help with. We then ask them 
to shape a power animal to assist with the issue, introducing constraints, 
such as ‘close your eyes’ and work ‘in silence’. Once the little figures are 
shaped, we ask each person to share what power the animal brings into 
their project and listen to their statements without commenting. This 
helps everyone to stay in the open sensuous space by not reinforcing other 
points of view, thus paying respect.

Experiences from the workshop
Several participants mentioned in the interviews how this activity helped 
them discover a new starting point for creating, aided by the silence and 
closed eyes, e.g:

‘It was anxious, as a designer, to have the sense of sight cut off, but also 
liberating. It helped to step back a little and shape with my hands, and 
distance myself a bit from the outcome, because i couldn’t see it, so it 
reduced the personal pressure. It was very liberating to create from  
that place.’

For another, this brought a personal experience of deeper contact: 
‘It was filled with tradition to make a figure that follows you and under-
stands you on a holistic level…there was definitely something about  
the ownership versus friendship with this animal, which made the expe-
rience, well, almost religious. It was very personal to close my eyes and 
give it shape, it created an extremely strong connection…’

The animals later brought insights about their team work:
‘Since then, I’ve been thinking about how the bees communicate with 
each other. They dance. And I think it’s really funny and a great connec-
tion to how we communicate in our team and here at the Academy.’ 

and:
‘Some of the positive, symbolic things I’ve been thinking about, in terms 
of the the frog, I’ve included in the continued groupwork, how to collab-
orate with others, be ready for transformation and able to transit from 
one thing to another in a project.’ 

For one it brought reflection on his relationship to nature:
‘I’ve been thinking about the whale since the workshop and how it came 
up when I was on the beach…some insights that came, that wasn’t 
directly about the topic, but which I’d have never come up with by trying 
to think my way to the answer. It was about sensing the water and what 
it does to me and what my relation to water is…’

Our initial intention and hope was that the power animals would bring 
intuitive knowledge to the participants. We were surprised by how much 
this short activity enabled the participants to open up to a sensory crea-
tive space and, almost by magic, gain insights that were intriguing, thrilling, 
and personally meaningful.  
 
 Recipe for power animal in clay* 
Gather the clay and set a clear intention: what do you need help with  
in your project/situation?
1. Think about the nature of the material and the power animal  

you wish to encounter.
2. Get to know the clay, knead it in your hands.
3. Close your eyes and be in silence for 5 minutes.
4. Let a power animal – or other being – take shape through your hands. 

Let the hands tell the story. 
5. Feel the animal’s being, characteristics, properties. Let it take shape 

through the clay. 
6. Once finished, or when time is up, step back and reflect: ‘what power 

does your animal bring into your project?’ 
7. If more people are doing the power animal, do not comment on  

the answers. This keeps the exercise light hearted and helps people 
stay in the sensory state. 

*This recipe is inspired by Darsø (2020)
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Stakeholder map in clay

The Stakeholder map in clay is to make a physical representation  
of the people and other elements involved in the situation to connect 
with different perspectives from within yourself.

Origin
A stakeholder map generally means to visualize and get an overview of 
the people involved in, or affected by, a design project and how they relate 
to each other, for example, the users, partners, experts, collaborators, 
producers, but also non-human elements like a building, a machine, a deer, 
a flower – the wider eco-system around a subject. In this case, the two- 
dimensional representation is replaced with sculptures to enhance the 
possibility of participants empathizing with the stakeholders by modelling 
them in their hands. Stakeholder map in clay is inspired by Darsø’s work 
with body sculptures (Darsø, 2011, p.120).

The method helps to slow down our thinking, as it takes us into our hands 
and body when kneading and shaping the clay. We start to listen from  
a different place, feeling and intuiting while making shapes with the hands, 
opening up to what it is that we are forming. With this opening we may 
start to expand our boundaries and feel empathy. In the words of Scharmer, 
(2007, p. 2): ‘Only an open heart gives us the empathy to connect directly 
with another person from within… we forget about our own agenda and 
begin to see how the world appears through someone else’s eyes’. 

Example from the workshop
We include the stakeholder map in clay to help participants step into 
the shoes of the patients, doctors, nurses, next of kin etc. and hang out 
with them. Hopefully they become aware of, and feel, things they haven’t 
noticed before. The making of the map is followed by reflection and 
questions to help direct the participants’ attention into the experience, 
perspectives and world of the others – and how that in turn changes their 
own perception and understanding.  

Experiences from the workshop
Working with clay was a popular choice and the participants found the 
nature of the material particularly helpful, enabling the ‘going into’ whilst 
shaping. Says one participant: 

‘Having something soft in my hands meant that I did not think so hard 
and concretely about them [the stakeholders], but that I could be softer 
in my thought process… being allowed to sit and play with it in a soft 
way made me have more openness to put myself into their situation  
and I thought more about the emotions in it.’

As an example of this, one of the participants modelled a girl elevated on 
an island in the middle of the map with doctors, nurses, parents, siblings 
and friends in a circle around her, looking up at her from a distance. The 
configuration disclosed the girl’s loneliness, providing a sensation of what 
it is like to stick out for everyone to see. For another, the stakeholder map 
helped turn around her focus on how to help the patients:

‘When I came, I felt pity for the patients… What changed was that I 
stopped seeing them as weak individuals who are not feeling well, and 
that one can contribute to the things that are good for them… take the 
good things and inflate them and make them bigger and even better’. 

For another participant the stakeholder map brought reflection on the 
contrast to data-driven research:

‘… before the workshop, I was very analytical… we used a lot of statis-
tics and facts about what are the symptoms that patients get and tried 
to think ‘is this how they feel’?… but with such exercises with clay, I 
think you can place stakeholders in relation to each other… It increased 
my ability to think empathetically about this whole topic.’

We were excited to see how ‘going on the inside to recognize the other’ 
through clay is an inspiring way of producing knowledge and complemental 
to e.g. desktop research and anthropological field studies. 

Recipe for stakeholder map in clay
Think about the stakeholders in the situation you are working with,  
who are they? For instance collaborators, partners, users, shareholders  
or things, places, non–human animals, buildings, the planet etc. 
1. Bring out the clay and a board for placing the map on, a piece of paper, 

and a pen for your notes.
2. Stay silent and turn your attention inwards.
3. Start to model the stakeholders one by one. Think about what charac-

terizes them. At times, you might want to close your eyes. 
4. Remember to include a figure of yourself in the stakeholder map. 

New stakeholders might come to mind. It’s okay. Shape them too. 
5. Once you have the stakeholders, place them on the board in a constel-

lation that reflects how you see them in the situation. If possible, place 
the stakeholder map so that you can walk around it, and place yourself 
to see from each figure’s view point. 

6. One by one, focus on each stakeholder. Try to feel what it is like to  
be in his/her/it’s shoes. What do they think, feel, see? What do they 
need? What do they dream of? Write down experiences, thoughts, 
images and stories that come to you. 

7. Step back: What have you discovered about the situation? What are  
the resources of each of the stakeholders? How might that play into 
the situation? 

8. If you are doing this exercise with someone else, they might provide 
their perspectives now.

9. Reconfigure: Do you want to add stakeholders to the map and/or place 
the stakeholders in a new constellation?

10. Sum up in notes and illustrations what you’ve discovered about  
the situation – new insights, questions, ideas and things to do. 

References
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Stakeholdermap  
in clay
Silje Alberthe Kamille Friis & Annegrete Mølhave 
Artistic development project (KUV) 
Royal Danish Academy 2020 7





Silent walk and medicine walk

Silent walk is turning the attention inward by walking in silence,  
individually or as a group. A medicine walk is a silent, aimless wander, 
in conversation with nature to seek its advice.

Origin
The medicine walk is a common ritual across indigenous cultures, e.g.  
a prayer walk, zen walk, medicine walk or a walkabout. The essence is 
to carry a clear question on a silent wander, be without an aim, immerse 
yourself in the surroundings, and be present with, and listen to, whatever 
catches your focus (Høst, 2014; Howitz & Waldebäck, 2020; Dossey et. al., 
2016). Part of the ‘medicine’ resides in the particular way of interacting 
with nature - with a clear intention of listening. Being in nature in a medi-
tative way softens the attention and restores the nerve system towards its 
default state (Kaplan & Kaplan, 1989). This opens a state of receptiveness.

Example from the workshop 
We include the silent walk as a group exercise just after lunch to create 
introspection whilst still being in the group. While walking, each person 
has the opportunity to mull over the morning’s work, re-focus and arrive 
at a clear question to be explored on the medicine walk. The questions 
range from personal, ‘what gives meaning and substance for me?’ or ‘what 
can I do when I lack motivation in a project?’ to asking for project-related 
insights in the work with dialysis patients: ‘how can I connect people 
through their differences instead of their similarities? It is normal to spend 
part of the walk on ‘switching off’ the thinking mind to immerse oneself in 
the experience. After the walk, participants are encouraged to take notes 
and to write and draw with ‘the other hand’.

Experience from the workshop
Being with others in silence was a new experience to the participants:

‘This aspect of buzzing in silence on a walk was really, really interesting. 
To suddenly be in a situation that was unfamiliar to all of us, but some-
how it felt like playing ping pong with one self…’

Says another participant: 
‘It really gave a lot. It reduces the impressions from the outside, so you 
can talk a little bit to yourself, in some strange way… it’s very meditative, 
you get in touch with completely different feelings and thoughts.  
It’s often when it’s silent that the things that really matter appear…’

The medicine walk seemed to help the participants experience a type 
of transcendence from their everyday thinking mind. One participant 
explained the shift in consciousness that happened during the walk, e.g:

‘It was challenging to just switch off all the other stuff. It reminded me  
of mindfulness, so i tried to accept the thoughts that were there…when 
the shift happened, I felt that I had more energy to listen to the waves. 
My senses were enhanced.’

Says another participants,
‘I was affected emotionally when walking on the beach. I was quite 
touched… I thought the sea was fierce, it made a lot of noise and I felt 
that it was roaring at me, I felt it was a cry for help from the patients, 
and I was standing there, very privileged, and could just decide not  
to go there, so I wouldn’t get wet, I was on safe ground. It was both  
a privilege and the power you have, by being on the outside of it  
[the hospital]. But also powerlessness, like “what the hell can I do?” 
and the movements you make in the water, you can’t predict those move-
ments, because they disappear into other movements. That’s the “what 
the hell can i do?” thing.’ 

It was touching to witness the depth and trust the participants carried, 
first in the questions shaped, later in the engagement with nature as 
an active partner, and then in the insights received from the personal 
dialogue with nature. 

Recipe for silent walk 
Re-cap where you are in the process by summarising the journey and activ-
ities so far. Decide on a route and/or duration of your walk. Set your timer 
if so inclined.
1. Walk in silence, consider the insights and questions you’ve explored: 

what is the essential issue for you right now? There may be other 
thoughts coming in. That’s ok, just walk along.

2. Remind yourself of the purpose of the walk: to arrive at one or two clear 
questions to explore further.

3. Just walk and stay in silence until you reach your destination or your 
timer goes off. 

4. Write down notes and your question.

Recipe for Medicine walk* 
Formulate one clear question that you would like to explore. Keep it simple 
and relating to yourself or your group, e.g. ‘how can I introduce/work with/
help…?’ This ensures your personal relation to the insights you receive,  
i.e. they are doable for you. You might use ‘The other hand’ or ‘Silent walk’ 
to help you form the question.  
 
We recommend going for at least 20 minutes on a Medicine walk.  
Use a timer, or analogue watch, if needed.
1. Ground yourself, for example, take time to feel your feet on the ground 

and take some deep breaths. 
2. Find something to serve as a threshold, e.g. two stones or a stick lying 

on the ground. This marks a ‘gate’ to your walk and sends a subtle 
signal to start immersing yourself. 

3. Remind yourself of the intention with the walk: to listen to the 
surroundings and absorb whatever comes to you. Walk slowly and 
allow yourself to be flooded with impressions.

4. Listen with your entire body and let any images or insights come to you
5. Don’t worry about how to remember it all. You’ll remember the impor-

tant things.
6. If possible, return through your threshold and say ‘thank you’  

– to practice gratefulness.
7. Write notes or draw everything you saw, heard, felt, sensed, smelled – 

use both hands.

*This recipe is inspired by Høst (2014) and Horwitz and Waldebäck (2020)
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Poetry

Writing a poem, aided by a series of constraints, helps to bypass ration-
al mind and distil abstract ideas, learning, and feelings to crystallize 
new insights and learning. 

Origin
Poetry is one of our original ways of self-expression and has roots  
in the songs of indigenous people. Creating poems is currently applied  
in many fields, for instance in cognitive behavioural therapies to help iden-
tify habitual thoughts and emotions (Villines, 2020) and in ‘poetic enquiry’ 
where poetry is used to support exploration of personal experiences 
(Vincent, 2018). As an art-based intervention, writing poems is a means 
to inspire creative thinking through the focus on imagery, metaphors and 
feelings and help uncover, sense, and express the things we didn’t know 
that we know or feel about a complex situation (Fox, 1997). The focus is not 
on rhyme and rhythm. Instead, the poem is a method for weaving together 
insights and distilling the essence of what was experienced. In this way,  
writing a poem can be applied at any time in a creative process.

Example from the workshop 
We include poetry following the medicine walk, and base it on the partic-
ipants’ notes from the walk. This sequences of methods are introduced 
gradually to help bypass rational mind and an inner critic that might think 
writing a poem is out of reach. In this case, the poem comes as a surprise 
element. When poetry becomes a regular activity the surprise element 
changes to a sense of wonder about the ‘hidden’, or unknown, words we 
each carry inside. Poetry is a powerful way of revealing these words and 
crystalise our fragmented thoughts and feelings into a coherent picture. 
Inspired by Horwitz & Waldebäck (2020) we invite the participants to read 
out their poem aloud. This helps to embody their feelings, intuition and 
learning through verbal expression. 

Experience from the workshop
Having to read the poems aloud in the group was a surprise and an intense 
experience for the participants: 

‘I felt it [devotion], when we had to read the poem out loud. I thought 
it was transgressive and just when you said it, I thought, ”quick! make 
up something different on the spot, and read that instead of what you 
just wrote”, because it felt too personal. But when the others read their 
poem it felt very sincere, almost a touching experience…It felt good,  
but also a loss of control. But that also confirmed to me that you feel  
relieved and supported by people around you, and then the loss of con-
trol doesn’t matter.’

One participant experiences trust in something greater:
‘When things are spiritual, it’s often things you can’t see, but you can 
feel they are there. Like, when we were on the beach…for me, trust is 
also to believe in somethings that isn’t there. And it felt a lot like there 
was something that had my back. It was a belief that “it’ll be ok and 
there is a meaning in what we are doing”. I think I’ve always had that, 
but of course I got reminded about it during the workshop…

…and it makes me a better designer when I’ve got that with me…when 
I’ve got the trust and belief that someone’s got my back. Then I dare  
do more things, dare take more chances and trust that what I do is good 
enough. And this means that I automatically get much better, because 
I can develop myself in this way, instead of sitting in my little hole and 
only make two different things, you know, it means that you dare to 
throw yourself into other things, because of course it’ll be all right.’

And another experienced it as a new creative sphere to step into:
‘there was this newly emerged universe I could use in other contexts,  
instead of just writing for the sake of writing, that people also write 
about feelings… it felt extremely free, a bit like having a compass where 
you can go in all directions. Where you can step back a bit and are 
allowed to explore in all directions. It was a very free universe where you 
could point left and right and see through this fog.’

Poetry took the participants out of their comfort zone. It was inspiring 
to see how questions posed 40 minutes earlier were being explored, 
transformed, expressed and now touching everyone in the group. As 
such, poetry seems to be a remarkable way of crystalizing and embodying 
newfound personal meaning and perspectives. 
 

Recipe for poetry* 
Gather the notes you wish to write the poem from. 
1. Give yourself time and silence to go through the notes. Underline  

or highlight the strongest points in the notes.
2. Transfer these points to a new page and start gathering them as 

sentences. Don’t worry about rhyming or rhythm. 
3. Give yourself some breathing space and ‘let the poem come to you,  

a bit like laying a puzzle. Suddenly it starts to appear. 
4. Once the poem is there, find a spot and a position where you want  

to read out the poem aloud. If in a group, you can place yourselves  
in a circle – or experiment with positions. 

5. Read the poem twice. The first time is to overcome a barrier, the 
second to listen to yourself. The second one is usually beautiful.  
If in a group, keep silent after each reading, keep the space without 
feedback. Simply thank each person for sharing. This helps the poems 
and the experience to sink in.

6. Big applause when everyone has shared.

*This recipe is based on Horwitz and Waldebäck (2020)
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Land art

Land Art is to translate abstract ideas into concrete form by making  
a composition with elements found in nature.

Origin
Land art, or Earth art, is inspired by indigenous ceremonial arts and craft, 
working directly in the landscape with the natural materials in the given 
place. In the 1960s it grew as an art movement inspired by the ecological 
movement and focused on investigating natural sites and alternatives to 
commercial art practice (UMFA, 2021; Cichock & Rohn, 2012). Land art can 
be created anywhere and any place outside. It is an aesthetic meeting and 
dialogue with nature to express feelings, intuitions, sensations and ideas.

As an art-based intervention, land art helps to manifest abstract ideas in 
something tangible and with an intention – to work on nature’s premise. It 
can be used with generous time to experience the elements of the particu-
lar place, the patterns in nature etc., and let these aspects help to form 
the ideas, as you create the ‘art piece’. By creating with nature’s materials, 
subtly you start to connect your ideas directly to the larger eco-system. 
Another version is when you are out for a walk and get an idea: pause, and 
do a small, impulsive, piece of art right there on the spot. This helps to 
move the idea a step forward from thinking to experience and embodiment.

Example from the workshop
We include land art as a way of transforming the poem into a tangible 
prototype – made on the beach with the materials at hand. We call it ‘rapid-
land art’ inspired by rapid-prototyping. The creations can be as simple 
as the rings in the water when a pebble is thrown in, positioned twigs or 
stacked stones. Our aim is to help participants explore their poem and 
what is moving in them, in an open-ended way, inspired by the space, 
patterns and materials at hand. It provides a playful free space after  
the emotional intensity of the poem, and energizes the group when going 
round to each piece to ‘show and tell’.

Experiences from the workshop
The participants agree that the land art exercise provided a welcome relief 
after the poem, providing a space for exploration. In the words of one 
participant:

‘It was so intuitive and open to be allowed to do exactly what I wanted. 
It became less about what I was building and more about how it felt to 
build it. I made the stack, and it didn’t matter if anything was still stand-
ing at the end, and if nothing was standing at the end, maybe that was 
ok as well, and still symbolised what I had made before. There was a big 
freedom to explore boundaries and how I wanted to interpret the poem.’ 

‘Land art’ also brought up new challenges in moving between the abstract 
and the concrete in a creative process:

‘It was challenging with the abstract, and how to make sense of it us-
ing whatever was available on the spot, like with the sculpture. It’s a 
new way of working with a topic, which is challenging in itself, but also 
opened to a lot of new things. And you could draw parallels to some  
of the fact-based things… the challenging thing was probably to get it  
to make sense from the abstract to the concrete.’

Yet, for some, these reflections provided new knowledge about the rela-
tionship to the patients:

‘Through the exercises we did, it was a more abstract way of seeing,  
in our case a hospital and patients with very concrete needs. With such 
a trip to the beach, where you have to do some land art, write a poem, 
and find the answer in nature, and work abstractly with something con-
crete it works really well together, because you see and think in a dif-
ferent way. So instead of it being practical, that, “this is what a dialysis 
room looks like”, it became something personal and, in some ways,  
I connected much more to the project, also personally.’ 

Another found a direct relation between working with nature – in general – 
and the effect it may have on the design outcome:

‘It works really well together, to find a way into anchoring something, 
that the ideas come from universal things, things which all human 
beings can relate to and understand, and that it is very centred around 
nature. Then I think, that many of the solutions are inspired by nature 
and makes it more tangible, less fabricated.’ 

Our hope was, that the land art would help give shape to the original 
perspectives uncovered in the process, as well as engaging all the senses 

in the act of crafting rapid-land art. We were then positively surprised by 
learning how, in addition to this, the general reflections on abstract-con-
crete could directly inform a creative process.

Recipe for Land art
Take a moment to think about the ideas that you wish to encompass  
in the land art. Keep these in mind as you go ahead.
1. Go for a small wander and pick the things and materials that you are 

drawn to. 
2. Listen to the space and the materials you choose: what are they saying 

or showing in relation to your idea? 
3. Find a space that feels right for creating your art work.  

Tune into the space and your intention with the piece. 
4. Let your hands feel each piece of material and let the art work reveal 

itself as you create it. The process is as important as the outcome.
5. Step back and look at the piece. Reflect on what it brings in relation  

to what you set out to explore. 
6. If in a group, walk around and let each person share their ideas.  

Invite the group to give feedback. 
7. Round off, by writing or drawing what was discovered, in your note-

book, and possibly photograph the piece. 
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