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Abstract 
This paper describes the sensory and emotional responses pro-
voked by “Waterways: Past, Present and Future,” an immersive 
digital exhibition exploring human water relations in the Okanagan 
valley in Canada. It posits that the exhibition transcends traditional 
digital media displays by creating a deeply embodied and visceral 
interaction with the theme of water through sight, sound, and sug-
gested tactility. Applying the visual matrix evaluator method, we 
discern that the exhibition captures the profound sensory engage-
ment of participants, highlighting how the exhibition facilitates ac-
cess to the emotional and cultural significances of water. We find 
that the exhibition not only amplifies the sensory experience of vis-
itors but also resonates with Indigenous epistemologies that cele-
brate the interconnectedness of life and the holistic acquisition of 
knowledge. The findings illustrate that Waterways acts as a sen-
sory catalyst that evokes a deeper cognitive and emotional aware-
ness of water’s centrality in ecological and cultural continuums. 
The paper underscores the value of sensual ethnography in envi-
ronmental understanding and the integration of Indigenous per-
spectives in contemporary museology, advocating for an enriched, 
inclusive dialogue on immersive exhibition design and evaluation.  
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 Introduction 
Artistic expression across diverse mediums has become a 
pivotal means for raising awareness and fostering public en-
gagement with the complex issue of climate change, under-
scoring the vital role of semiotic and phenomenological vis-
ual and interactive methods. Educational video games for 
example, have been used to catalyze reflection and dialogue, 
particularly among youth [1-3]. The visual arts, through in-
stallations such as Eliasson’s “Ice Watch,” offer a tangible 
encounter with the impacts of global warming [4], while the 
film industry, with documentaries such as Gore’s “An In-
convenient Truth” has contributed to popularizing the dis-
course [5]. In literature, the cli-fi genre, exemplified by At-
wood’s “MaddAddam” trilogy, imagines the lived realities 
of future climates [6] and the performance arts, with initia-
tives such as the Climate Change Theatre Action and Ad-
ams’ symphony “Become Ocean,” has leveraged the emo-
tive power of performance to communicate climate 

narratives and represent the grandeur and fragility of nature 
[7] [8]. Similarly, public and digital art forms, along with 
artistic activism by groups such as Extinction Rebellion, use 
public spaces and digital innovation to create impactful, par-
ticipatory experiences [9]. Thus, by communicating the sci-
ence of climate change in culturally resonant ways, these ar-
tistic endeavours have served not only to inform but also to 
galvanize a collective response to the existential challenge 
of climate change. 
 Evaluating the impact of artistic expressions presents an 
intricate blend of challenges that complicate the research 
process, demanding evaluative methodologies that can nav-
igate the individual and cultural diversity of experiences 
[10]. To address these complexities, evaluators have em-
ployed a multiplicity of research tools, including surveys, 
in-depth interviews, and focus groups [11]. Observational 
research can shed light on behavioural engagement with the 
exhibit, capturing non-verbal cues and interactions with the 
sensory elements of the art [12]. The transient and intimate 
nature of sensory experiences, however, often demands that 
these traditional approaches be augmented by more innova-
tive techniques that strive to construct a nuanced picture of 
the museum-goer’s sensual experience, despite the chal-
lenges posed by the deeply personal and ephemeral qualities 
of sensory engagement with art [13]. Visual matrix, a qual-
itative group-based research method that employs visual 
stimuli to examine collective emotions and experiences, is 
one such method [14-16]. With its focus on imagery, visu-
alization, and affect rather than discourse, it facilitates the 
emergence of individuals’ “unthought” dimensions to come 
to light within a collective setting.  
 Applying the visual matrix method, this paper outlines the 
results of an evaluation of the Waterways: Past, Present, 
and Future, a digital media museum exhibition that explores 
the diverse meanings and common interests of water in Brit-
ish Columbia’s Okanagan Valley, Canada. The paper has 
two aims: (1) to examine the exhibition’s effect on the sen-
sory and emotional engagement of participants; and (2) to 
solicit participants’ feedback on the effectiveness of the vis-
ual matrix method.  

Conceptual Background 
In the expanse of contemporary scholarship, three con-
cepts—Digital Ethnography, Sensual Ethnography, and 
Landscape/Environmental Aesthetics—form a vibrant mo-
saic that articulates the human experience in the digital age. 
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These domains, though distinct in their focus, are intercon-
nected through their exploration of culture, sensation, and 
the environment, engaging deeply with Indigenous scholar-
ship. This intricate connection informs our understanding of 
how these scholarly arenas are both influenced by and influ-
ence the intersection of technology, sensual experiences, 
and ecological consciousness.  
 Digital Ethnography capitalizes on the surge of digital 
technologies to delve into and convey cultural phenomena. 
Embracing audiovisual media, this field enriches the por-
trayal of human experiences, intertwining being, 
knowledge, and practice. As Howard and Mawyer [17]) 
note, it dissolves traditional research confines, facilitating 
deeper insights into the digital threads woven into the cul-
tural fabric. Underberg and Zorn [18] further suggest that 
digital media not only depicts but also engages audiences 
with cultural experiences, reflecting an integrative ap-
proach. This synthesis of technology, ethnography, and art-
istry is vividly displayed in interactive museum exhibits, 
epitomizing the co-evolution of technology and cultural ex-
pression within the expansive landscape of media ecology. 
 Anthropology has increasingly focused on multimodal 
media [19, 20] and the senses [21-23]. Sensory ethnography 
is a research method in anthropology and related social sci-
ences that emphasizes the use of the senses as a key aspect 
of the ethnographic experience and data collection. As an 
emerging trend, sensory ethnography studies sensual and 
multimodal experiences. As an approach to inquiry, it ena-
bles researchers to be attentive to how participants as col-
laborators express knowledge in sensual and nonverbal 
ways. This practice encourages researchers to be fully at-
tuned to the sensory aspects of being, knowing, and doing, 
challenging them to find novel ways to observe, record, and 
represent cultural knowledge. Scholars like Sarah Pink have 
stressed the need for anthropological representations that 
encapsulate embodied experiences, employing tools like au-
diovisual media to enhance traditional written narratives.  
 The obstacles this presents are complex, as they involve 
capturing and expressing the full spectrum of human sen-
sory experiences within cultural studies. To address these 
challenges, anthropologists are exploring diverse methods 
such as writing, visual arts, and experiential design to 
achieve comprehensive ethnographic representation. The 
shift towards public-facing and interdisciplinary scholarship 
has encouraged collaborations across fields like ethnogra-
phy, digital media, and computational science, fostering the 
development of immersive and accessible sensory ethno-
graphic work. These collaborations are particularly perti-
nent in creating participatory media for environments such 
as museum exhibitions, where they can facilitate engaging, 
culturally sensitive experiences for wider communities.  
 Sensory ethnography and Indigenous epistemologies con-
verge in multiple ways [24, 25]. Both prioritize experiential 
knowledge and holistic learning, for example, that engages 
all senses with the environment. Similarly, they both empha-
size non-verbal communication and material culture in un-
derstanding and perpetuating cultural narratives and share a 
profound respect for the role of place, acknowledging how 

physical and spiritual connections to the land shape cultural 
perceptions and stories. Storytelling, a key component of 
knowledge transmission in Indigenous communities, is also 
central to sensory ethnography, which uses narratives to re-
veal cultural identities and values through sensory experi-
ences. These methods prioritize a relational approach to 
knowledge, recognizing the dynamic interplay among indi-
viduals, their communities, and their environments. They 
advocate for immersive, community-focused research that 
challenges Western linear time concepts in favour of cycli-
cal time, essential to grasping cultural phenomena. Both 
value intangible knowledge like emotions and spirituality, 
offering a comprehensive cultural perspective, as well as 
critiquing dominant epistemologies by bringing to light di-
verse and often overlooked ways of knowing. 
 Media art’s challenge in depicting sensual knowledge is 
tied closely to aesthetics, a principle that governs our sen-
sory engagement with the world and appreciation of beauty 
[13]. This concept highlights the impact of our sensory in-
teractions with the environment, prompting a reawakening 
to beauty that can inspire ecological stewardship, as exem-
plified by the iconic Earth image from space, which invokes 
a sense of global responsibility. Gregory Bateson’s work ad-
vocates for a fusion of aesthetics, ecology, and spirituality, 
proposing that recognizing life’s sacred patterns through 
aesthetic experience can foster an ecocentric ethos and 
deeper ecological comprehension [26]. Similarly, John 
Dewey views the aesthetic as an everyday experience that 
connects us to our environment, with the potential to drive 
societal change through a cultivated sensibility to the natural 
world around us [27]. 

The Waterways Exhibition 
“Waterways, Past, Present and Future,” – referred to hereaf-
ter as Waterways – is a museum exhibition on human-water 
relations in the Okanagan valley of British Columbia (BC), 
Canada. Waterways was carried out on the territory of the 
Syilx (Okanagan) First Nation, a transboundary tribe sepa-
rated at the 49th parallel by the border between Canada and 
the US that has resided in this region for time immemorial. 
The Syilx people have an intrinsic relationship with water, 
equating water with life and considering water their sacred 
relation, which they have an obligation to protect and stew-
ard [28]. The Waterways inquiry and exhibition was aimed 
at highlighting Syilx water values in the context of the past, 
present and future of Okanagan waterways. 
 Spatially, the Waterways installation includes a circular 
inner space comprising video screens that feature continu-
ous accounts from Syilx Knowledge Keepers and Western 
experts discussing the meaning of water and water steward-
ship (see Figure 1). The narratives are superimposed with 
audio and video clips of Okanagan water, land, and sound-
scapes. The exhibit combines portable physical installation 
infrastructure design, audio-visual media, storytelling, flex-
ible computational compositions, and 3D immersive visual-
izations that overlay the past with the present to reveal seeds 
for resilient futures. Immersion is achieved through flexible 
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aural, visual, textual, and imaginary media weaved into a 
portable spatial infrastructure. All elements were collabora-
tively created through a community-engaged process, fol-
lowing, and celebrating the most impressive Indigenous-led 
restoration initiatives in the Okanagan. 
 Sensual ethnographic strategies were used to select the 
topics, collect data, record, analyze, and edit media, and pre-
sent and evaluate an immersive exhibit. The resulting work 
provides a sensual space to reflect on challenging concepts 
of water and water stewardship through a close look at the 
waterways that sustain us, the responsibilities we hold for 
our water, and the ways we govern reflected in our values 
and worldviews. We articulate methodological, composi-
tional, and reception challenges and opportunities in inte-
grating hybrid computational media experiences within the 
exhibition. 

Methods 
The Waterways evaluation consisted of two sessions at the 
Kelowna Heritage Museum held in February and March 
2022, with eight and 13 participants, respectively. Partici-
pants included members of the public, water experts from 
the Indigenous and non-Indigenous communities, and mem-
bers of the academic community – a diversity that reflected 
the target audience of the exhibition. The evaluation com-
prised of a four-step process: 
- Participants gathered and viewed the exhibition, includ-

ing the inner circle of land and soundscapes and an 
outer circle that included 3D visualizations of the region 
and Indigenous didactical presentations. Participants 
were encouraged to reflect on the components of the ex-
hibit and stimulate their own associations and images in 
preparation for the visual matrix exercise that would 
follow. This portion took about 30 minutes.   

- Participants sat in a campfire-style full circle with an 
imaginary firepit in the center (see Figure 2). This con-
figuration diverged from the Visual Matrix method, 
which suggests a snowflake seating aimed at preventing 
participants from gazing at and engaging with other par-
ticipants [14]; however, the circular sitting arrangement 
was more in line with Syilx ways of convening. To 
overcome the tendency to observe others, participants 

were asked to close their eyes as they reflected and 
spoke. To initiate the process, participants were 
prompted with “if you let your mind wander, what men-
tal images, associations and feelings arise?” Partici-
pants were asked explicitly to avoid judgment and opin-
ion, eye contact, and discussion with others. This por-
tion took about 60 minutes.   

- A post-matrix session was held in the same circle, 
where participants commented on the evaluatory expe-
rience, including if and how they benefited, and if they 
experienced any discomfort or negative associations. 
Participants were asked to contribute emergent ideas by 
metaphorically “throwing thoughts in the firepit.” This 
portion took about 15 minutes, which despite its time 
limitations, offered the advantage of fostering immedi-
ate, diverse, and culturally sensitive reflections on the 
method. 

- Following the evaluation exercise, researchers met to 
discuss their initial and overall impressions, feelings, 
and thoughts from the evaluation exercise. 

 
Sessions were transcribed, and thematic analysis was con-
ducted. As described by Braun & Clarke [29], the thematic 
analysis method offers an accessible and theoretically flexi-
ble approach to analyzing qualitative data compared to other 
methods. The analysis broadly followed Braun & Clarke’s 
phased method to generate, view, and analyze themes, 
which was carried out in a reflective and iterative process 
between phases [30]. 

Findings 
The evaluation of the visitors’ experience distilled a rich tap-
estry of insights into our connection with water, woven 
through several underlying concepts. The indispensable na-
ture of water to life and its capacity to stir deep emotional 
responses was evident. Concerns about sustainability and 
the implications of human impact on water systems under-
scored a shared sense of guardianship for this precious en-
tity. The art’s multisensory engagement was lauded for fos-
tering communal contemplation and a deeper grasp of 

Figure 1. Waterways installation view. 
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water’s complexities. Additionally, visitors acknowledged 
water’s omnipresence in various forms and cycles, urging a  
broader awareness of its hidden yet vital roles. Emotionally, 
the exhibition struck a chord, highlighting the role of collec-
tive emotional investment in water conservation and the way 
our feelings towards the environment shape our actions. To-
gether, these reflections form a narrative of reverence, re-
sponsibility, and emotional engagement with the world’s 
water systems (see Figure 3 for examples of images viewed 
by and reflected on by participants). 
 
Water as life 
 Visitor feedback highlights a deep connection to water, 
recognizing it as a fundamental element that is vital to life 
and imbued with both practical and spiritual significance, 
consistent with Syilx values. Water is revered not just as a 
necessity for survival but as the lifeblood that weaves 
through the fabric of existence, connecting all forms of life 
with its sustaining presence. It is celebrated as a dynamic 
force, fostering vitality and unity across diverse ecosystems. 
The exhibition prompted participants to reflect on water’s 
profound role in their own lives, provoking emotional and 
introspective responses that underscore its intrinsic value 
beyond mere utility and its powerful influence on individual 
and collective identities. Some reactions included: 
- “Water is much like a living being; it is constantly mov-

ing; constantly moving through time and space and 
changing its form from solid to gas and constantly per-
meating different mediums.” 

- “As water moves and changes, it provides life for eve-
rything that is living and we need to slow down to open 
up to this sensation of beauty.” 

- “When I reflect on the image of the waterways, the Syilx 
concept of living water, water as a sentient being, 
comes to mind….It also provides connections among all 
life. We are partly made out of water and water is part 
of our environment.” 

- “Full immersion in Okanagan Lake has a sense of full-
ness in the summer. There’s no sound other than your 
heart beating. And you enter a different world with a 
sense of unique spiritual experience.” 

Responsibility to Water 
 Participants reflected an acute awareness of the critical 
challenges posed by climate change and the vital need for 
water responsibility. Comments reflected the urgency of ad-
dressing these challenges, acknowledging the importance of 
safeguarding water for current and future generations, pre-
serving ecological integrity, promoting equitable access to 
clean water, and mitigating the impacts of climate change. 
The experiences and concerns shared by participants, such 
as dealing with droughts and erratic weather, highlight a 
shared apprehension about the escalating impacts of climate 
change in the Okanagan. Feedback shared reflects the sen-
sual experience of Waterways as it relates to climate change 
and responsibility to water, for example: 
- “This past spring and summer, we had a drought here 

in the Okanagan. It was hard to function in that envi-
ronment. I’m becoming very aware of my personal need 
for water, but I could see the suffering in plants and in 
other animals, birds panting because they didn’t have 
enough moisture.” 

- “The heat from last year was scary. The drought was 
scorching. The fisheries were closed.  Blue herons in 
Vernon were suffering.  And we’re dealing with floods 
one year, and then fires and droughts in another, some-
times even in the same year, and this is scary.” 

- “The image of the waterways as bloodlines of the land 
we live in can act as a connective element for all life.  It 
calls us to take responsibility for the water we share. 
Responsibility for understanding the ways of the wa-
ter.” 

- “The idea is that there is a responsibility to know those 
plants, to know those animals, to know where they live, 
to know how they live, and know how to use them and 
how to harvest them; it isn’t necessarily a responsibility 
only for Syilx people.” 

Figure 2. Participants sitting in a circle reflecting their reactions after viewing the exhibition. 
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The Multifaceted Essence of Water 
 Participants’ comments suggest an overarching apprecia-
tion for the multifaceted essence of water and its enduring 
importance throughout the seasons. Water is not merely per-
ceived as a fundamental resource but as a vibrant, living en-
tity that serves as an interconnecting force binding all forms 
of life. Participants engage in introspection, delving into the 
emotional, ecological, cultural, and societal dimensions of 
water and recognizing its central role in their existence.  
Moreover, reflections emphasize the significance of ac-
knowledging water’s less conspicuous aspects, such as 
groundwater and atmospheric water, which often go unno-
ticed. Participants stress the imperative of recognizing water 
beyond its surface appearances, shedding light on these con-
cealed yet indispensable facets, for example: 
- “The stillness of the water in the winter. When every-

thing is frozen, it is time to spend with the family. It is 
time to build those intimate connections—less move-
ment and travel. The power of water in the spring and 
how much it can transform the land depending on the 
winter conditions. The communal life of water in the 
fall. Salmon returns and people gather to fish and spend 
time together in ceremonies. The fun element of water 
in the summer.” 

- “Water is much like a living being; it is constantly mov-
ing; constantly moving through time and space and 
changing its form from solid to gas and constantly per-
meating different mediums.”   

- “What about the water we can’t see, the water in the 
atmosphere, for example? We see it in clouds. I think 
much about groundwater and its connection to the wa-
ter on the surface and the air. For many people, it is out 
of sight when the water is in the ground.” 

 
The Sensory Impact of the Exhibition 
 The collective comments of the group underscore the po-
tent impact of art in engaging the senses and facilitating 
communal reflection and discourse. Visitors can almost 
“feel” the textures, temperatures, and atmospheres of the 
water and landscapes portrayed in the artwork. This sensory 
engagement enhances the overall aesthetic experience and 
emotional connection to the subject matter.  
- “The sounds that we’re playing here of water flowing 

is a perfect sound for me, and I find it really comforting 
and nurturing. And the other thing that makes me think 
of is the feeling of when I put my hand in it or my foot, 
or some part of me, there’s something about that expe-
rience of water that is sensual.” 

Figure 3. Examples of Waterways exhibition images viewed by evaluation participants. 
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 The exhibition profoundly impacted participants, invok-
ing a sensory experience that transcends mere visual obser-
vation, as they report feeling the textures and atmospheres 
of the water and landscapes. The art immerses them, re-
calling personal connections to water’s dual nature—tran-
quil yet formidable. These shared sensory encounters foster 
a community, uniting visitors in reflection on water’s com-
plex roles. 
- “I felt immersed... It reminded me of diving into the 

lake... You enter a different world with a sense of unique 
spiritual experience.” 

- “Water is, at times, peaceful, calming, soft and healing. 
Other times it is frightening and powerful.” 

- “It brings me back to being a kid in a canoe with my 
dad and my brother in Ontario in Algonquin territory 
and being on a lake that was a beautiful, calm, gentle 
feeling, and the wind came up, and suddenly that same 
water was threatening and scary, terrifying.” 

 
Evoking Feelings and Emotions 
 Waterways elicited strong emotional responses within the 
group, emphasizing the collective nature of both the experi-
ences and the responsibility towards water conservation. It 
inspired shared feelings of joy and healing, especially 
poignant in experiences such as the refreshing rain after 
drought. This collective joy underscores the emotional con-
nections people have with water and the natural world. 
Moreover, the idea of collective love for water is proposed 
as a catalyst for its protection. Visitors resonate with the ex-
hibition’s ability to provoke a range of emotions, from joy 
to anger, fostering a deep aesthetic appreciation for nature 
and a connection to water that extends beyond the visible, 
into the emotional and spiritual realm. 
- “The day that it rained after that long drought. That 

switch between that oppressive hard feeling of the suf-
fering of beings deprived of water in the summer, mov-
ing into a feeling of just utter joy of rain. Feeling the 
rain and smelling the earth, the soil, bacteria, the 
plants.” 

- “The idea is that if we can fall in love together with our 
waters, natural habitats, places, and the land where we 
live—we can protect it. Protect what we are in love 
with.” 

- “I think there’s something very wonderful about the 
slowness of the exhibit, the attention to detail and the 
quietness of images and sounds, that allows space to 
feel and love in contrast to an often otherwise over-
whelming sense of anger or sadness.” 

 
The Visual Matrix as an Evaluatory Method 
Participants’ feedback on the evaluation experience sug-
gests that the visual matrix method is an effective collective, 
sensory-driven approach for evaluating the Waterways ex-
hibition, enhancing communal reflection and engagement, 
transforming individual experiences into shared insight, and 
fostering emotional connections and communal narratives 
about water. Participants noted the method’s capacity to 

draw out profound personal associations with water: “You 
get so much more out of the experience... What did other 
people feel? See? Hear?... Many beautiful images of water 
came forward...” Others commented that the method nur-
tures a dual benefit, enriching participants while contrib-
uting to a community’s collective wisdom: “While I hope 
you got something out of it... we also got something out of 
it... it is also about being together in a community.” Further-
more, the group dynamic encouraged a holistic view of the 
exhibition, valuing collective intelligence and emotional re-
sponses over individual cognitive interpretation, for exam-
ple: “This process allows for group intelligence... I find that 
valuable because I see how people read the installation and 
images.”  
 Interestingly, the freeform and organic nature of the vis-
ual matrix approach paralleled the exhibition’s fluid subject 
of water, supporting a natural and dynamic exchange: “I 
liked this freeform process... it also felt organic because we 
are surrounded by all these organic images.” Physical sen-
sations and emotional reactions took precedence over cog-
nitive analysis, leading to a holistic understanding of the ex-
hibition’s impact: “What I liked about the process... we 
dealt with the physical sensations of the show and the power 
of the images we developed together.” A non-judgmental, 
free-flowing dialogue space reflects the fluidity of water, 
fostering creativity and openness: “You called this process 
an image matrix... I think that this provided an open space 
in which participants are not feeling judged... to create to-
gether images in the circle.” Finally, a few participants 
commented on the value of silence for personal reflection, 
balancing environmental urgency with a space for emotional 
respite: “I’m used to thinking about environmental issues 
here with a lot more urgency and anguish... Those moments 
of silence allowed us to be alone with our thoughts...” 
 In short, according to the Waterways experience, the vis-
ual matrix method was not merely a tool for evaluation but 
a reflective experience that resonated with the essence of the 
exhibition. It provided a communal sensory platform that 
was as fluid and transformative as the water it sought to rep-
resent, ensuring that both individual voices and collective 
insights could be heard and valued in the continuous dia-
logue. 

Discussion 
Our findings suggest that digital platforms such as Water-
ways provide a unique and effective approach to represent-
ing cultural encounters by weaving together affect, cogni-
tion, and meaning. In the realm of cultural anthropology and 
ethnography, such collaborations between artists, anthropol-
ogists, and computational experts are expanding the modes 
of communicating knowledge about people, habitats, and 
places, which are so central to issues such as climate change 
and sustainability. These joint efforts give rise to sensual ex-
periences that are increasingly evident in the dynamic set-
tings of galleries and museums, illustrating an expanded 
sensorium of ethnographic knowledge that articulates cul-
tural meanings in vibrant, interactive formats.  



 7 

  Drawing cross-cultural insights on human-water relation-
ships in the Okanagan, the exhibition emerged as a rich tap-
estry of sensual media, shaping both composition and recep-
tion. Howard and Mawyer’s [17] classification of digital 
ethnography helps locate how this approach is used in the 
collaborative Waterways research and exhibition design, 
underlining how digital advancements in human-computer 
interaction and affective computing embody the sensual 
complexity of cultural experiences. This trend toward sen-
sory ethnography enables researchers to remain acutely at-
tuned to how knowledge is expressed by participants in sen-
sual and nonverbal manners. Moreover, in the realm of me-
dia art, the challenge extends into the aesthetic domain in 
terms of how to aesthetically represent the sensual 
knowledge encountered and gathered through ethnographic 
practice. Within the Waterways exhibit, this focus narrows 
to an aesthetic contemplation of water, as expressed by eval-
uation participants and revealed by the environmental con-
text of the Okanagan. 
  The integration of sensory ethnography with Indigenous 
ways of knowing promises significant advancements in 
scholarly research. This cross-disciplinary approach not 
only equips researchers with innovative tools but also deep-
ens the cultural resonance of academic inquiry. It extends 
ethnographic boundaries and champions a recognition of In-
digenous intellectual traditions that align with principles of 
equity and respect. As we navigate the intricate interplay be-
tween the sensory and the cognitive, these methodologies 
are crucial in finding pathways toward more inclusive, col-
laborative, and holistic research paradigms. 
  The visual matrix method applied to the Waterways exhi-
bition created a conducive environment for dialogue and 
fostered a comprehensive appreciation of water's multifac-
eted significance. It also served as a powerful catalyst for 
collective interaction, sparking a rich exchange of 
knowledge, insights, and emotional connections. By bridg-
ing the sensory with the cognitive, the visual matrix method 
augmented intellectual engagement with academic content 
and enhanced the emotive resonance within a participatory 
audience. Importantly, it was effective in transcending be-
yond an evaluative tool in Waterways to serve as a reflective 
experience, fluid and transformative, akin to the water it 
aimed to represent. 
 Based on findings from the Waterways evaluation, we 
suggest that future immersive exhibitions consider interdis-
ciplinary collaborations that are place-based and blend art, 
anthropology, and technology while ensuring cultural and 
environmental sensitivity. Integrating sensory ethnography 
and interactive technologies can create rich, multisensory 
experiences that engage both the senses and the intellect, 
making complex themes like sustainability palpable and en-
gaging. Balancing immersive sensory engagement with cog-
nitive insights and incorporating participatory methods to 
foster reflective dialogue and emotional resonance is an-
other important consideration. Our experience also empha-
sizes inclusivity, including Indigenous ways of knowing as 
appropriate to the exhibition’s context, which enriches the 
narrative and respects diverse intellectual traditions. Finally, 

establishing feedback mechanisms will ensure that exhibi-
tions remain relevant, impactful, and respectful of the 
themes and communities they represent.  

Conclusion 
The evaluation of the Waterways exhibition using the visual 
matrix method provides evidence of the enriching potential 
of sensory ethnography in articulating the nuanced relation-
ship between humans and water. Through the creation of 
digital media and art, Waterways enhances our understand-
ing of cultural experiences, connecting affect, cognition, and 
meaning in a tapestry of human-water interactions. The col-
laborative synergy between disciplines, which bridged art, 
anthropology, and technology, transcends traditional com-
munication forms, inviting audiences into a multi-sensory 
engagement that deepens the resonance of ethnographic nar-
ratives within museum spaces. 
  The Visual Matrix method proved effective in the evalu-
ation of the cultural imaginaries of Waterways, demonstrat-
ing its potential to unlock deeper insights into the sensory 
dimensions of digital artistic installations. This reflective 
and immersive technique not only supports the academic 
pursuit of knowledge but also aligns with the commitment 
to inclusivity and the honouring of diverse ways of knowing. 
Fostering this methodological exploration enables us to cul-
tivate a richer, more empathetic understanding of our com-
plex relationship with the world, paving the way for future 
research that is both holistically informed and culturally at-
tuned. 

Acknowledgments 
Although many people helped in developing the Waterways 
Project and museum exhibition, the following individuals 
made up the core project team: Aleksandra Dulic, artistic di-
rection; Amanda Snyder, curation; Carla Mather, 3D project 
manager; Dallmar Hussein, 3D interface design; Emerald 
Holt, content development; Jeannette Armstrong, Indige-
nous leadership & and knowledge; John Wagner, content 
development; Jordan Pike, 3D visualization & and produc-
tion; Lael Parrott, content development; Linda Digby, pro-
ject proponent; Maria Correia, project production; Marlowe 
Sam, Indigenous knowledge & and research; Miles Tho-
rogood, sound composition, systems design &and develop-
ment; A. Michael Bezener, content development; Rylan 
Broadband, module design & and development; Sarah 
Alexis, Indigenous content development; Scott Boswell, 
content development; Sepideh Saffari, exhibition design 
Others who provided support and contributed to Waterways 
include: KayKaitkw Harron Hall, Ahlam Bavi, Alex Lake, 
Alison Trim, Echo Sulin, Felicia Watterodt, Julian Pena, 
Madeline Donald, Kaede Tara Dunn, Meg Yamamoto, 
River Dunn, Trevor Richard and Tyrel Narciso.  
 
We also acknowledge with gratitude the funding support re-
ceived for Waterways from the Social Sciences and Human-
ities Research Council and the Okanagan Basin Water 
Board. 



 8 

References 

1. Ballantyne, A.G., Climate change communication: what 
can we learn from communication theory? Wiley interdisci-
plinary reviews. Climate change, 2016. 7(3): p. 329-344. 
2. Dulic, A., et al., Future Delta Motivating Climate Change 
Action Grounded in Place, in Entertainment Computing – 
ICEC 2011. 2011. p. 228-234. 
3. Dulic, A., J. Angel, and S. Sheppard, Designing futures: 
Inquiry in climate change communication. Futures, 2016. 
81: p. 54-67. 
4. Hornby, L., Appropriating the weather: Olafur Eliasson 
and climate control. Environmental Humanities, 2017. 9(1): 
p. 60-83. 
5. Gore, A., An inconvenient truth: The planetary emer-
gency of global warming and what we can do about it. 2006: 
Rodale. 
6. Jennings, H., Anthropocene feminism, companion spe-
cies, and the MaddAddam trilogy. Contemporary Women's 
Writing, 2019. 13(1): p. 16-33. 
7. May, T.J., Earth Matters on Stage: Ecology and Environ-
ment in American Theater. 2020: Routledge. 
8. Stevens, N., Media Reviews: Seattle Symphony-" John 
Luther Adams: Become Ocean". Journal of the Society for 
American Music, 2017. 11(3): p. 382. 
9. Berglund, O. and D. Schmidt, Extinction rebellion and 
climate change activism: breaking the law to change the 
world. 2020: Springer. 
10. Schorch, P., et al., Encountering the ‘Other’: Interpret-
ing Student Experiences of a Multi-Sensory Museum Exhi-
bition. Journal of Intercultural Studies, 2015. 36: p. 221 - 
240. 
11. King, E., et al., Creating Meaningful Museums: A 
Model for Museum Exhibition User Experience. Visitor 
Studies, 2023. 26(1): p. 59-81. 
12. Reitstätter, L., K. Galter, and F. Bakondi, Looking to 
read: How visitors use exhibit labels in the art museum. Vis-
itor Studies, 25 (2), 127-150. 2022. 
13. Jelinčić, D.A., M. Šveb, and A. E. Stewart, Designing 
sensory museum experiences for visitors’ emotional re-
sponses. Museum Management and Curatorship, 2021. 37: 
p. 513 - 530. 
14. Froggett, L., Imagery and association in a group-based 
method: The visual matrix, in A Handbook of Visual Meth-
ods in Psychology. 2020, Routledge. p. 277-300. 
15. Froggett, L., L. Muller, and J. Bennett, The work of the 
audience: visual matrix methodology in museums. Cultural 
trends, 2019. 28(2-3): p. 162-176. 
16. Froggett, L., J. Manley, and A.N. Roy. The visual ma-
trix method: Imagery and affect in a group-based research 
setting. in Forum: Qualititive Social Research. 2015. Qual-
ititive Social Research. 
17. Howard, A. and A. Mawyer, Ethnography in the digital 
age. Emerging Trends in the Social and Behavioral Sci-
ences: An Interdisciplinary, Searchable, and Linkable Re-
source, 2015: p. 1-15. 
18. Underberg, N.M. and E. Zorn, Digital ethnography: 
Anthropology, narrative, and new media. 2013: University 
of Texas Press. 

19. Pink, S., Visual methods. Qualitative research practice, 
2004: p. 391-406. 
20. Banks, J.A., et al., Diversity within unity: Essential 
principles for teaching and learning in a multicultural soci-
ety. Phi Delta Kappan, 2001. 83(3): p. 196-203. 
21. Classen, C., Worlds of sense: Exploring the senses in 
history and across cultures. 2023: Taylor & Francis. 
22. Vannini, P., Non-representational ethnography: new 
ways of animating lifeworlds. cultural geographies, 2014. 
22(2): p. 317-327. 
23. Howes, D., Sensual relations: Engaging the senses in 
culture and social theory. 2010: University of Michigan 
Press. 
24. Hendry, J.F. and L. Fitznor. Anthropologists, indige-
nous scholars and the research endeavour : seeking bridges 
towards mutual respect. 2012. 
25. Kovach, M., Indigenous methodologies: Characteris-
tics, conversations, and contexts. 2021: University of To-
ronto press. 
26. Bateson, G., Steps to an ecology of mind: Collected es-
says in anthropology, psychiatry, evolution, and epistemol-
ogy. 2000: University of Chicago Press. 
27. Dewey, J., Art as experience. 1980, New York: Berk-
ley Publishing Group. 
28. ONA. We will protect the water. A Syilx strategy to 
protect and restore siwɬkw (water) 2021. 2021; Available 
from: https://www.syilx.org/wp/wp-content/up-
loads/2022/04/Syilx-Water-Strategy-2022-Edition.pdf. 
29. Clarke, V., V. Braun, and N. Hayfield, Thematic anal-
ysis. Qualitative psychology: A practical guide to research 
methods, 2015. 222(2015): p. 248. 
30. Nowell, L.S., et al., Thematic Analysis: Striving to 
Meet the Trustworthiness Criteria. International journal of 
qualitative methods, 2017. 16(1): p. 1-13. 
 

Author(s) Biography(ies) 
Maria Correia is a PhD Candidate in Interdisciplinary Stud-
ies at the University of British Columbia Okanagan, where 
her research focuses on cross-cultural collaboration on wa-
ter stewardship in the Syilx Okanagan territory. Her work 
on Waterways centred on researching Syilx indigenous-led 
innovations on water stewardship and Indigenous-settler 
adaptive co-management. Before entering the PhD program, 
Maria had a long career in international development which 
took her to 40 countries across four continents. During this 
period, she focused on gender, social development and con-
flict and development. 
 
Aleksandra Dulic is an internationally recognized media art-
ist and scholar working at the intersections of multimedia 
and live performance with research foci in computational 
poetics and cross-cultural media performance. Dr. Dulic is a 
founder and a Director of Centre for Culture and Technol-
ogy and an Assistant Professor in Computational Art at the 
Creative Studies at UBC Okanagan. Recent works include 
The Music of the Heaven performance, the Social Life of 

https://www.syilx.org/wp/wp-content/uploads/2022/04/Syilx-Water-Strategy-2022-Edition.pdf
https://www.syilx.org/wp/wp-content/uploads/2022/04/Syilx-Water-Strategy-2022-Edition.pdf


 9 

Water exhibition, and the Waterways Past, Present and Fu-
ture exhibition. Her current focus is on WaterFutures, which 
is aimed at developing a place-based, experiential 3D game 
designed to engage players on water stewardship founded 
on the Syilx values and practices of water responsibility. 
 
 

 


