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Preface

This book has its origins in issues raised by our earlier text Human-Experiential
Design of Presence in Everyday Blended Reality: Living in the Here and Now
(Waterworth and Hoshi 2016). In that first book, we explored the possibilities for
designing “blended spaces” to overcome the fragmented sense of psychological
presence we all feel in the mixed digital and physical realities we inhabit. We
presented a first version of what we called “Human-Experiential Design”, a theme
we take up in more detail here. In the course of motivating that approach to design,
we touched on certain untapped sources for design insights, including a consider-
ation of myth, and the importance of the unconscious.

In the present book, we expand and develop these and other insights into a more
fully fledged approach to interaction design. We are motivated by the belief that—
despite or, to some extent, because of—the influential role design plays in the creation
and marketing of interactive artefacts, interaction design has lost its way. We need to
step back and open up to the changes that technology has brought to our lives, not all
of them beneficial, and to open up to fundamental aspects of the human condition.
Primitive interaction design attempts to do both and suggests a way forward.

Recently, designers have had serious doubts about their own job, the responsi-
bility of a designer. Even if they fulfil the responsibility with the best intentions to
make good products that improve daily life, they are in a way just glamourizing the
ownership of things. It is maybe a romantic and nostalgic idea to imagine that
designing for the essential true nature of our aesthetic life can survive recent rapid
commercial development of our globe, what people are calling globalism.
Designers have the responsibility to ensure that human beings remain in the world
of things, so people will buy and use things for better reasons than simply to
possess them.

Contemporary society produces and consumes in vast quantities. We then discard
vast amounts of garbage. Our apprehension about the amount perhaps needs to be
displaced with apprehension about the speed of consumption. Everyone thinks that
production has no meaning without speed. We panic because of unseen competitors.
The speed of our creation of amounts of products has the immediacy to shock and
surprise especially when we encounter and recognize aesthetic value as well.
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People should no longer have to tolerate the pain that much current design of
technology brings. The quest for speed in our contemporary society continues to
destroy the environment, as well as a measured and reflective way of living.
Perhaps speed is not our inevitable evolution but only a reflection of recent rapid
changes in our society. Although we think that we really should slow down, that
would be difficult to accomplish. That is because of the fear of doing something
akin to stopping in the path of a rush-hour crowd. People have certainly taken speed
to be a value, and in the flow of time we can no longer experience the benefits and
pleasures of living that had been part of our former way of life, which the older
generation probably enjoyed to a greater extent. Essentially, slow is the true nature
of our aesthetic life, and perhaps especially for the vulnerable, the elderly and the
socially handicapped, who have become increasingly marginalized with increases
in the speed of change of our society. But industries cannot slow down their
production. Designers optimistically think that simple shapes create a simple
society.

In our current reckless industrial era, the market desires strong impressions of
owning products—sometimes visually, sometimes functionally. The market
becomes timid in the face of design that does not draw customers’ consciousness,
because design should be a tool to encourage customers to buy. There is a fun-
damental marketing assumption that design draws customers’ consciousnesses with
attractive products and interfaces. Yet, this same consciousness breaks the human’s
natural flow of action, sometimes perceptually, sometimes physically.

It should not be the case that we are aware, in the here and now, and then pick up
a product and act. This is generally quite unnatural and implies explicit knowledge
and conscious effort. Rather, when functioning smoothly, we act without conscious
awareness and then find later that we have been using a tool (usually when
something goes wrong). Tangible interaction, unconsciously executed and informed
by peripheral information, restores the primacy of action and re-integrates the mind
and the body. The technology then disappears from perception in use. That means
that products/artefacts have to be designed for human beings, not users or
customers.

People end up grabbing a handrail for balance or warming hands on a hot mug
without any conscious thought. There is no conscious effort in the behaviours,
because the experience that has already made possible the series of actions, but
unconsciously. It is the implicit memory that our bodies know, rather than the
explicit and abstract knowledge that we are conscious of and can talk about. The
designer needs not to create a body warmer that draws consciousness, but a hot mug
becomes a body warmer without thought, because it already exists in our uncon-
scious memory.

Everyone says that design should be simple and inconspicuous, so that people
are not aware of the design. But design is actually inseparable from the background
environment composed of everything that exists around the design, such as human
experiences and memories; customs and behaviours; history and culture; technol-
ogy and trends; time and circumstance; and atmosphere, sound/noise and air. If one
of the elements even slightly changes, the design impression changes too. Human
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beings share the whole. These days, many people in industry and academia say that
they want to design products/artefacts that touch peoples’ heartstrings. But if it is
about drawing out human consciousness, we would say: please don’t touch our
hearts (our consciousness) so easily. To be pleasant and invigorating, human life
should be free of the need to always be conscious of the environment in which it
exists. We should be like the fish coming free into a clear stream from a mudflow,
by struggling to swim.

Society has become more savage and less cultured, despite—or because of—the
interactive devices that permeate our lives. In this book, we try to shed light on how
our thinking of design and information-based society should adapt by using more a
more universal approach and aspects of human consciousness/unconsciousness in a
new, “primitive” coexistence with modern information technology.

Auckland, New Zealand Kei Hoshi
Umeå, Sweden John Waterworth
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