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ABSTRACT

InnAcrobatics is the result of a research on innovation development in the present circus industry. 
The aforesaid result will define a company that eases the professional development of emerging 
artists, therefore we gather the diverse experts required to carry out any type of circus production. 
InnAcrobatics puts together not only the labor of a production company or a business consultancy, 
but also combines the services offered by a design studio specialized in the development of circus 
productions. In addition, we also provide innovative tools such as the invention of new acrobatic 
apparatuses and wearable apparatuses or the emotional management of the spectator through 
the stage space. In order to show how InnAcrobatics works and its possibilities, we will illustrate 
it with an example of an emerging circus artist’s work. We take charge of making the potential of 
their ideas grow as well as we help them out to find their spotlight in the circus industry. Thanks to 
this collaboration, these circus artists will be able to spend their labor completely in developing 
their ideas and looking for circus innovation while they are assisted by our specialists about 
anything they need, just like InnAcrobatics does. The result of this operational exemplification 
gives room to the creation of an acrobatic fairground where the general public can access to try 
wearable apparatuses by themselves at the same time they receive highly emotional and unique 
experiences through the circus world, being part of the spectacle.
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RESUMEN

RESUM

InnAcrobatics es el resultado de una investigación acerca del desarrollo de la innovación dentro 
de la industria del circo actual. Dicho resultado conforma una compañía que facilita el desarrollo 
profesional de artistas emergentes, reuniendo para ello los diversos expertos necesarios para 
llevar a cabo cualquier tipo de producción circense. InnAcrobatics no sólo reúne las labores de 
una productora o una gestoría, sino que también combina servicios propios de un estudio de 
diseño especializado en el desarrollo de este tipo de producciones. Ofrecemos herramientas 
innovadoras que nos diferencian de cualquier otro tipo de compañía, como pueden ser el 
desarrollo de nuevos aparatos acrobáticos y aparatos vestibles o la inducción de emociones 
predefinidas a través del espacio escénico. Para mostrar el funcionamiento de InnAcrobatics 
y sus posibilidades, tomamos como ejemplo el trabajo de un artista de circo emergente. Nos 
encargamos de sacar todo el potencial de los artistas para ayudarles a crecer y hacerse hueco en 
la industria circense. Gracias a esta colaboración, los artistas podrán dedicar su labor al desarrollo 
de sus ideas y la búsqueda de la innovación a la vez que es asistido en todo lo necesario por un 
equipo de especialistas, como es InnAcrobatics. El resultado de este ejemplo de funcionamiento 
da lugar a la creación de un parque de atracciones acrobáticas, donde el público general podrá 
acceder y probar diversos aparatos vestibles de diseño propio a la vez que recibe experiencias 
altamente emocionales y únicas a través del mundo del circo, siendo parte del espectáculo.

InnAcrobatics és el resultat d’una recerca sobre el desenvolupament de la innovació dins la 
indústria del circ actual. Aquest resultat conforma una companyia que facilita el desenvolupament 
professional d’artistes emergents, reunint per a això els diversos experts necessaris per a dur a 
terme qualsevol tipus de producció circense. InnAcrobatics no només reuneix les labors d’una 
productora o una gestoria, sinó que també combina serveis propis d’un estudi de disseny 
especialitzat en el desenvolupament d’aquesta mena de produccions. Oferim eines innovadores 
que ens diferencien de qualsevol altre mena de companyia, com poden ser el desenvolupament 
de nous aparells acrobàtics i aparells vestibles o la inducció d’emocions predefinides a través de 
l’espai escènic. Per a mostrar el funcionament de InnAcrobatics i les seves possibilitats, prenem 
com a exemple el treball d’un artista de circ emergent. Ens encarreguem de treure tot el potencial 
dels artistes per a ajudar-los a créixer i fer-se lloc en la indústria circense. Gràcies a aquesta 
col·laboració, els artistes podran dedicar la seva labor al desenvolupament de les seves idees i la 
cerca de la innovació alhora que és assistit en tot el necessari per un equip d’especialistes, com 
és InnAcrobatics. El resultat d’aquest exemple de funcionament dóna lloc a la creació d’un parc 
d’atraccions acrobàtiques, on el públic general podrà accedir i provar diversos aparells vestits de 
disseny propi alhora que rep experiències altament emocionals i úniques a través del món del 
circ, sent part de l’espectacle.
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INTRODUCTION

InnAcrobatics’ conceiving and every related topic in this research is the fruit of a previous work 
entitled ‘Lux Æterna’. It explored clothing’s potential as a performative tool in the circus industry, 
giving room to the conception of a wearable apparatus and the design of six samples of it. A 
wearable apparatus is defined as an acrobatic apparatus that, thanks to a fixation to acrobats, 
allows them to perform new movements that were not previously possible for them. Furthermore, 
costume’s intervention creates an innovative dialogue between costume design and acrobatic 
apparatus design, achieving a new expressivity.

Everything was developed from design’s perspective, which made us able to identify the 
difficulties that any emerging circus artist needs to face. Generally, circus artists with a short 
artistic career need to face diverse processes they have no knowledge about in order to carry 
out their ideas and productions. This makes them unable to work fulltime on their specialization 
and, therefore, the development of innovation becomes secondary and it’s even ignored in many 
cases. InnAcrobatics is the design of a corporation that offers a solution to this problem as well 
as gathers diverse professionals in each department necessary for any kind of circus production. 
We offer labors typical of a production company or a business consultancy, supporting emerging 
circus artists’ potential and changing our own operating system according to their future. Thanks 
to this, new circus artists will be able to spend their working time on the development of their 
ideas and the search for circus innovation. The aforesaid search will be also supported by our 
services, providing tools typical of a design studio specialized in circus projects. One of the 
key elements that have traditionally provided innovation was given by the creation of acrobatic 
apparatuses. As we will pinpoint afterwards, it has been really common that acrobats themselves 
developed their own acrobatic apparatuses. Collaborating with designers and developers will 
accelerate the innovation process while making it more efficient and achieving a faster and more 
effective innovation. Acrobatic apparatus and wearable apparatus design defines one of the tools 
that differentiate InnAcrobatics from any other producing company or design studio. Other tools 
that differentiate us are the inducement of emotions in the spectator through the stage space or 
the application of emerging circus trends.

This is how InnAcrobatics performs its task as circus innovation director. Gathering all the labors and 
departments required for a circus production, in addition to achieving distinguishing tools thanks 
to design’s involvement. Finally, to show the operating system of this design, we will develop a 
first project that applies every of these tools in an emerging circus artist’s work. As we have a circus 
piece of our own, we will take advantage of it in order to show the possibilities that a collaboration 
between professionals can achieve. We will employ the wearable apparatuses appearing in ‘Lux 
Æterna’ and we will carry out its potential in the shape of an acrobatic fairground where anybody 
from the general public can try these apparatus out and feel part of a circus spectacle. The main 
potential of a wearable apparatus is found in its capacity for taking advantage of human anatomy, 
without needing to collect demanding physical abilities. This gives room to design them in a way 
that takes into account their use by the general public who don’t have these abilities and let them 
know how it is like to be part of a circus production. In the end, all of that means the design of an 
experience that will put special attention on its impact on the user’s emotions. This also means an 
innovation given by the combination of diverse tools offered by InnAcrobatics, and it is precisely 
our grand objective: to achieve circus innovation through our direction.

Grand objective:

The main goal of this Final Master’s Thesis is to design a corporation and its operating system 
aiming for the direction of circus innovation, especially when speaking about emerging circus 
artists and their work inside this industry.

Goals:

• To direct circus innovation.
• To define an operating system and the departments necessary for the optimal working of
            a corporation that directs circus innovation.
• To develop tools that support and carry out the development of circus innovation.
• To ease the growth of emerging professionals inside this field and their work.

In order to create an acrobatic fairground, the following goals are laid out:

• To research the concept of a wearable apparatus and its potential as a product.
• To study the emotional field and its application to performing arts.
• To pinpoint emerging trends in circus and the public demand.
• To adapt acrobatic activities in order to allow the general public’s participation.
• To create highly innovative user experiences through the circus stage.

Figure 1. Lux Æterna’s Fashion Film, by Raymundo Rosa & Adrián de la Rosa, 2021.
Retrieved from https://youtu.be/ciE5Z4Nufe8
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STATE OF THE ART

The fields related to InnAcrobatics and the creation of an acrobatic fairground as Lux Æterna 
should be divided into the diverse activities conducted in it due to its multidisciplinary nature.

Among the activities conducted by InnAcrobatics, we can find other corporations which share 
our duties, without gathering all together the ones that we conduct. We can pinpoint producing 
companies such as the classical Cirque du Soleil (1984), Barnum & Bailey (1871) or The Chinese 
State Circus (1990s). We can also pinpoint smaller authors such as Yoann Bourgeois (1981) or 
Dimitris Papaioannou (1964). These groups and authors are devoted to the conception and 
production of circus spectacles, gathering visual artists, performers and acrobats and other 
professionals related to scenography and stage configuration.

Inside the field of bodily expression and arts of movement, some of these referents have 
approached the creation of acrobatic apparatuses, and some have even approached the concept 
of a wearable apparatus, which shares a purpose: to widen the human body possibilities and 
movement through design. The aforementioned companies use the Cyr wheel1 or other acrobatic 
apparatuses in their spectacles. We could tell that, somehow, the body of the acrobat is fixated to 
the apparatus, almost becoming an only being and allowing the performance of new movements 
and providing the acrobat with new possibilities (the same purpose as one of the tools provided 
by InnAcrobatics: wearable apparatus design). Other artists have conducted other spectacles 
where the acrobat is clearly fixated to the apparatus. It is the case of Yoan Bourgeois (1981), a 
circus artist that achieves a morphologic change in the acrobat through costumes in order to 
create new choreographic possibilities. His work entitled ‘Culbuto’2 is based on a physics trick that 
imitates a roly-poly toy, transforming the acrobat into a human roly-poly toy3. Other companies 
such as Dynamogène (2001) have employed a similar apparatus to create a lookalike spectacle. 
We can also pinpoint how the dancer Loïe Fuller (1862-1928) created a synergy between dance 
and textile apparatuses. She employed big sheets of fabric that resembled wings joint to some 
poles that would let her perform visual tricks while dancing with them. She seemed surrounded 
by the fabrics that she could totally control by herself in a richly choreographic way.

When speaking about design studios, it is possible to pinpoint some that conduct works afterwards 
employed in circus spectacles. For example, costume producers such as Sastrería Cornejo (1920), 
which are specialized in costume creation. However, these are usually subcontracted or working 
as an external company, which limits their participation in the creating process of circus innovation. 
The same happens with the administration consultancy business model, since we can find some 
of them which are specialized in performing arts companies, but these don’t usually collaborate 
and carry collective intelligence. 

1 A Cyr Wheel, also known as simple wheel or mono wheel, is an acrobatic apparatus which consists of an 
aluminum ring that allows the acrobat to perform different spins and acrobatics. Its weight is usually around 16 kg 
and its diameter should be between 10 and 15 cm taller than the acrobat performing.
2 BOURGEOIS, Yoann. Culbuto. Paris (France), 2013.
3 A roly-poly toy, also known as tumbler or wobbly man, is a children’s toy which rights itself after being 
pushed sidewards thanks to its center of mass, which is placed below the center of its hemisphere.

On the other hand, if we try to spot something similar to an acrobatic fairground, the most similar 
sample could be found in circus schools for circus artists. It’s the nearest thing that allows the 
general public to ‘feel part of the spectacle’. As free access platforms, we can pinpoint children’s 
parks where the attractions are specially acrobatic.

To sum up, we could tell that it is hard to pinpoint something close to what InnAcrobatic or Lux 
Æterna propose: a circus innovation director that gathers every professional required for any 
type of circus production or an overall circus experience where the general public can experience 
highly emotional memories while trying wearable apparatuses by themselves.

Figure 2. Yoann Bourgeois’ Cavale, 2010.
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THEORETICAL FRAMEWORK

• Circus. History of the acrobatic apparatus. Contemporary creators.

Traditionally, a circus spectacle is the one that is based on the performative and choreographic 
exhibition conducted through acrobatics in its diverse disciplines. One of the keys rests upon 
performing visually dangerous movements for the own acrobat, pursuing amazement and 
admiration from the spectators. The circus arts are considered as one of the arts related to bodily 
expression and dance. Although as it happens in dance, it could include the development of 
theatrical storytellings, circus’ nature essentially rests in bodily expression and movement. 
Therefore, to understand how circus works, we need to comprehend how dance is born and its 
origins.

The first requisite that allows dance is the fact that a body moves in a rhythmical way according 
to a melody or similar. This means that every movement that will be able to be reproduced will 
depend on the body that is dancing. We could compare this with a painting: if a painter is only 
provided with orange and green colors, this painter will only be able to produce paintings that 
include these colors or the mix of them in diverse proportions. When speaking about dance, 
something similar happens. A body that owns four limbs will be able to perform different 
movements compared to bodies that only own two limbs. In the same way that a body that can fly 
or slither provides different possibilities. Consequently, two bodies with different morphologies 
will be able to perform two completely different dances and inimitable if the other doesn’t count 
on the required morphology. This makes us wonder about how we can allow human beings 
perform new movements, if these are not reachable for them due to their anatomy1. The possible 
answer could rest in the creation of acrobatic apparatuses. Different authors and art movements 
have researched these possibilities to widen their mobile capacity through the three-dimensional 
space.

An acrobatic apparatus is anything that, through its handling, allows the acrobat to perform 
movements that were not at their range at first. It could be a static or tough object, such as the Cyr 
Wheel or the long rod employed in pole dancing. It could also be a malleable one as the corde 
lisse2 or the fabrics employed in aerial sling. Other apparatuses combine tough materials with 
malleable ones, as seen in trapeze3 or aerial rings. Some gymnastic practices also present the 
use of some other acrobatic apparatuses in a minor scale, such as pole vaulting or steady rings. It 
should be pointed out that acrobatic practices are numerous, but not every of them use acrobatic 
apparatuses. We can find samples of it in floor exercising or synchronized swimming. Tools 
that only offer visual effects without offering new movement capacities to the acrobat, are not 
considered acrobatic apparatuses. The ribbon employed in rhythmic gymnastics is an example of 
this. Finally, we can notice that some acrobats employ parts of their body to use it as an acrobatic 
apparatus, such as hair hanging (the acrobats hang all their body weight though their hair, which 
is knotted to a rope). 

1 Reasoning explained in: MARKESSINS, Artemis. (1995). Dance history from its origins (Historia de la danza 
desde sus orígenes). Madrid, Spain: Librerías deportivas Esteban Sanz, S.L..
2 Corde lisse, French name for smooth rope, is an acrobatic performance where a rope hangs from the 
ceiling, which the acrobat climbs and manages to perform different acrobatics while employing knots.
3 Acrobatic apparatus that consists of a horizontal bar hung by ropes.

Figure 3. Aerial hoop (acrobatic apparatus).
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Thus, we can notice that numerous acrobatic apparatuses exist. Next, we will explore circus and 
acrobatic apparatuses’ history4, their present-day presence and the ancestors of what we call a 
‘wearable apparatus’5.

We will perceive how acrobatics and both rhythmic and artistic gymnastics are developed in a 
concurrent way due to the similarities that they present. However, by definition6, the difference 
is spotted on how rhythmic gymnastics include routines with movements traditionally found in 
ballet, how acrobatics are based in dances and balance practices, and how artistic gymnastics 
correspond to the performance of movements as somersaults or cartwheels. Acrobatics that 
appear in circus environments are not recognized as olympic sports, meanwhile artistic gymnastics 
and rhythmic gymnastics are recognized as so. The last one includes practices such as: steady 
rings, pommel horse, parallel bars or vaulting. 

Acrobatics as a sport finds its first precedents in the Minoan civilization (Circa 2600 B.C.-1450 
B.C.), a culture based in Crete island that practiced bull leaping. These leaps are really similar to 
the ones performed in artistic gymnastics in our day at pommel horse. Nowadays bull leaping 
has a direct heir: equestrian vaulting, which is essentially based on performing balance tricks on 
a horse, using it like a living acrobatic apparatus. It’s not a coincidence that a pre-Hellenic culture 
was one of the firsts performing acrobatics, since the word acrobatics finds its etymological 
roots in the greek words ἄκρος (height) and βαίνειν (walk), giving rise to the word ακροβατης, word 
employed to name somebody who walks tiptoeing.

One of the very first samples of an acrobatic apparatus can be pinpointed in stilt walking7. 
Employed since the VI B.C century in the region of Landes (France) by shepherds to guard their 
flocks of sheep from the heights and also to walk through swampy areas. They could be recognized 
as a first sample of what we consider as a wearable apparatus, as they add new capacities to the 
human body through their fixation to the user. Greek women used to wear footwear somehow 
similar to the concept of stilts: buskins. Although in their case they used them in order to avoid 
their clothings from getting dirty, as this footwear offered enough height. In Greek theatre, this 
footwear was employed by actors and actresses to gain height and call the spectators’ attention.

Acrobats kept on educating themselves and evolving inside the Greek nation and other places 
around the globe. However, after the Olympic Games’ abolition by Theodosius I the Great in 394 
B.C.8, acrobatics and gymnastics suffered a temporary interruption, leading to the disappearance 
of performers and trainers in this activity. In a coetaneous way, Persians developed a horse pommel 
where their warriors could practice how to dismount and mount their horses during a battle. We 
could say that, without planning, they developed one of the very first acrobatic apparatuses of 
human history.

4 DANIEL, Noel. (2010). The Circus. 1870-1950. Cologne, Germany: Taschen.
5 A wearable apparatus is a self-created concept that defines a new type of acrobatic apparatuses that fix the 
acrobat into a position while they are provided by new movement possibilities by it.
6 INTERNATIONAL OLYMPIC COMMITTEE. (2007). Olympic charter. Lausanne, Switzerland: DidWeDo S.à.r.l..
7 A stilt is an acrobatic apparatus that works as a legs’ extension. Usually made of wood, it is attached to the 
acrobat body with straps or alternatively its length reaches the user’s hands, so it allows its handling.
8 MOMMSEN, T. (2010). The history of Rome (Vol. 1). Cambridge, United Kingdom: Cambridge University 
Press.

Figure 4. Minoan Bull-Leaping Fresco.

Figure 5. Persian Painting. Equestrian Competitions.

Figure 6. Stilt Walking Shepherds of Landes.
Engraving.
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During Romans’ age, acrobats and gymnasts could be pinpointed in Roman hippodromes in a 
certain way. The Roman hippodrome was a construction where chariot races and equestrian races 
took place, within time these races became authentic massacres. The word circus comes out of 
the Latin preposition circum (around), because of the usage of this construction for races where 
the participants run in circles around the central middle. Afterwards, in the Middle Ages, the 
Byzantine empire would inherit these hippodromes in their culture. With the arrival of the gypsies 
to Europe (circa 1400 A.D.), they would be known for their acrobatic performances, rearing circus 
animals and jugglers. However, due to the hunt of their ethnic group, they didn’t truly develop 
these activities in a recognized way until the arrival of the European Romanticism. 

Prior to this, during the XVIII century Germany, Germans would introduce gymnastics and 
acrobatics as part of education, being Johann Basedow (1723-1790) the first one doing it9. Diverse 
authors are known for their contributions to these activities and those who are recognized with 
the development of diverse acrobatic apparatuses. It’s important to remember that, prior to this 
age, the amount of acrobatic apparatuses that we could pinpoint were notoriously scarce.
Guts Muth (1759-1839), also known as the ‘grandfather of gymnastics’, wrote diverse documents 
of great influence10 where he speaks about rope climbing, poles, ladders and balance beams. 
Franz Nachtegall (1777-1847), was a Dane who created a gymnastic club whose program 
included calisthenics and equestrian vaulting, rescuing Minoan culture. Gerhard Vieth (1759-
1839) corroborated in one of his publications11 the activities mentioned by Basedow, besides 
defining the horizontal bar and the vaults that could be performed in its different heights.
All of these acrobatic apparatuses were finally absorbed by German education when Friedrich 
Ludwig Jahn (1778-1852), thought of as the ‘father of gymnastics’ or Turnvater12 (gymnastics’ 
father in German language). He influenced several gymnastic leaders due to his political influence 
and his relation with the Turner movements and many others.

Thereby, we can see how diverse authors related to gymnastics ended up creating diverse 
acrobatic apparatuses, because gymnastics and acrobatics are activities closely related by their 
essence. It is, in fact, in a coetaneous way when Philip Astley (1742-1814) opened his amphitheatre 
in 4 April 1768. Before this, he was a sergeant major of the English cavalry. In this amphitheatre, 
he displayed diverse equestrian vaulting tricks. As we have seen, Astley was not the inventor of 
this activity, but he was the first one creating a space for the spectators of the time. He titled his 
spectacle as ‘Circle’, which ended up being called Circus. Philip Astley is known as the ‘father of 
modern circus’. Suddenly, Astley’s amphitheatre began its expansion throughout Europe and he 
opened up new circuses in countries like France. These circuses were built as buildings that were 
similar to the Roman hippodromes and they were exclusively built for this specific purpose, as the 
circus marquee is a later concept. Around 1770, Astley’s artistic renown was even bigger than his 
fame as a cavalry trainer13. After two seasons in London, Astley decided to add novelties with the 
inclusion of acrobats, jugglers and rope performers. The concept of circus was born by the mix of 
equestrian exhibitions and strength demonstrations. The first recognized clown in history14 was 
Joseph Grimaldi (1778-1837), known for performances as the one in the pantomime The Triumph 
of Mirth as Little Clown, or Harlequin’s Wedding. Grimaldi was recognized as the most famous 
clown and mime artist of the XIX century. 

9 BASEDOW, JB (1771). The method book for fathers and mothers of families and peoples: From upbringing, 
teaching and the school system (Vol. 1). Fritsch.
10 MUTHS, J. C. F. G., & SALZMANN, C. G. (1803). Gymnastics for Youth: Or A Practical Guide to Healthful and 
Amusing Exercises for the Use of Schools. An Essay Toward the Necessary Improvement of Education, Chiefly as it 
Relates to the Body. P. Byrne.
11 Vieth, GUA (1795). Attempt of an encyclopedia of physical exercises (Vol. 2). Hartmann.
12 Jahn, FL (1816). The German art of gymnastics. Self-rel.
13 Astley, P. (1801). Astley’s System of Equestrian Education. S. Creed.
14 Dickens, C. (2012). The Memoirs of Joseph Grimaldi. Pushkin Press.

Figure 7. Roman Circus Games Mosaic.

Figure 8. Turners’ Gymnastic Center.
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The very first modern circus was inaugurated on 3 April 1793 in Philadelphia by John Bill Rickets, 
native English and an Astley’s old disciple. He titled it The Circus of Pepin and Breschard and went 
on a tour from Montreal to Habana. The development of American circus happened when the 
country didn’t have many considerably big cities and the colonists pushed the American frontier 
to the West. Circus artists ended up choosing to travel light and fast with the purpose of arriving to 
their public. The first one to produce a circus spectacle inside a big marquee was Joshuah Purdy 
Brown (circa 1802-1834) in 1825, a system that became popular around the decade of 1830. One 
of his workmates, Hachaliah Bailey (1775-1845) had an African elephant that was shown off all 
over the area with great success. This led to the inclusion of other exotic animals that were tamed 
and employed in their spectacles. American circus ended up being known as something similar 
to a ‘traveling beast collection’.

It is during this period when the majority of acrobatic apparatuses employed nowadays in circuses 
were invented and developed. In November 1859, Jules Léotard (1838-1870) performed the 
first documented exhibition of aerial trapeze15. In addition, aerial straps could have appeared in 
China around this period, since a Qing dynasty poem (1644-1911) described them. In fact, aerial 
straps are supposed to be a heritage of an Indian sport called mallakhamb. This Indian sport also 
gave birth to corde lisse and the Spanish web. In fact, pole dancing is also based on this sport. 
Mallakhamb dates back from the XII century, so we are speaking about an evolution of acrobatics 
and apparatuses that is more than 800 years old16.

Edward van Wyck (deceased in 1952) was a juggler under the pseudonym of Eddie Evans and 
known as the best acrobatic apparatus and juggler products manufacturer of his time. According 
to a 1902 publication in Billboard, almost every American or European juggler used juggling 
clubs manufactured by van Wyck. He is also attributed with the manufacturing of trapezes of that 
time. In some cases, even the invention of the aerial ring, although this is incorrect, since we can 
pinpoint aerial rings in images and documents from August 1873 in performances by Ceado the 
Marvel.  In these images, Ceado appears in this first ring that is different from the one employed 
in the present-day. It has a central pole, among other things. Aerial ring is sometimes named 
as aerial lyra, since the ring can adopt diverse shapes as, for example, the shape of this musical 
instrument.

In addition, during the Victorian age (1837-1907) we can pinpoint a circus format known as the 
Freak Show17. It was based on the exhibition of people with genetic disorders such as dwarfism, 
polycephaly, albinism, Siamese twins… Also people who were attributed with fake worldwide 
records such as longest nails, longest hair, biggest number of piercings or tattoos in a body… 
They even exhibited people of exotic ethnic groups or specially beautiful women. Almost 
anything that was visually remarkable and recognized as strange or exotic was a main character 
for these kinds of spectacles. This was where terms as bearded lady were born. These spectacles 
were usually directed by the proper circus entrepreneur, who also worked as a showman. It was 
common to tell personal stories about these exotic performers and after that show them doing 
some activities in spite of their ‘discapacity’. The biggest circus based on a Freak Show was an 
American one inaugurated in 1871 by Phineas Taylor Barnum (1810-1891) associated with the 
circus entrepreneur William Cameron Coup (1837-1895). They introduced it as a mobile rarities’ 
museum which even went on tour through Europe. 

15 Arrighi, G. (2012). The circus and modernity: A commitment to ‘the newer’and ‘the newest’. Early Popular 
Visual Culture.
16 Burtt, J. (2010). Mallakhamb: an investigation into the Indian physical practice of rope and pole Mallakhamb. 
International journal of the arts in society.
17 Woolf, J. (2019). The Wonders: Lifting the Curtain on the Freak Show, Circus and Victorian Age. Michael 
O’Mara Books. Figure 11. Freak Show Performers Photography.

Figure 9. Jules Léotard photography. Figure 10. Barnum & Bailey’s Promotional Poster
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One of their most famous circus artists was Mary Ann Bevan (1874-1933), who was introduced 
as the world’s ugliest woman because she suffered from acromegalia. They explained how their 
facial features appeared after the shock of seeing his husband falling dead on his feet as soon as 
he arrived home. She even threatened with taking legal actions against anybody that introduced 
herself as uglier than her. As a curiosity, the nowadays use of the word freak has its etymological 
roots in these spectacles.

After gaining worldwide fame and repercussions, the circus ended up having different versions 
all around the world. Although, after the First World War, the equestrian exhibition in circuses 
disappeared almost automatically. The biggest circus innovation of this time happened when the 
Soviet government established the State College for Circus and Variety Arts in the 1927 Rusia, 
more known as the Moscow Circus School. It was during that age when the Cyr wheel and the 
German wheel appeared for the first time. The Cyr wheel is an acrobatic apparatus based on a 15 
kg weight metallic ring of relative novelty. There are documents that could demonstrate its usage 
since 1923, but this acrobatic apparatus is attributed to the Canadian Daniel Cyr. In addition, its 
design is quite similar to the German wheel, able to produce diverse and similar movements 
to the ones that a Cyr wheel can get. German wheel was invented in 1925 by the German Otto 
Feick (1890-1959). Thus, we could assume that both designs emerged during the same creation 
process, being the German wheel famous from an earlier time. The Cyr wheel owes its renown to 
Daniel Cyr’s performances since 1998 during a production of Cirque Élize entitled Excentricus.

At the end of the XX century, a new circus movement appears in the scene. It combined the 
techniques employed in traditional circus and performing concepts typical of theatre, it’s what 
they call contemporary circus18. It is a movement that appears around 1970, where animals are 
rarely employed and is centered around theatrical development, the overall aesthetic and the 
characters’ evolution. We could say that traditional circus means to be an acrobatic exhibition that 
looks for the biggest level of amazement possible by its spectators. Even the movements chosen 
by the choreography are performed following this logic. On the other hand, contemporary 
circus tries to reach certain atmospheres and performs movements according to the theatrical 
development and its story. It doesn’t look for amazement without reason, but leading to reflection 
and empathizing with its characters, just like in other performing arts such as contemporary 
dance. The musical catalogue is also larger. Traditional circus uses fast rhythm pieces and 
standard waltzes, whereas contemporary circus will employ any other musical pieces that suits 
and expresses the atmosphere pursued. Contemporary circus got to restore the interest around 
circus in countries where Moscow’s School didn’t arrive. This innovation also revived the interest 
in traditional circuses, getting to coexist with each other.

The very first contemporary circuses appeared in countries such as France, Australia, the United 
Kingdom and the West coast of the United States. One of the first ones was the Royal Lichtenstein 
Circus in San José (California), founded in 1970. SoapBox Circus and the New Circus were 
also founded in the same year, when both merged in 1977 renamed as Circus Oz. Some other 
contemporary circuses worth mentioning are: Pickle Family Circus in San Francisco, founded in 
1975; Ra-Ra Zoo in London and Nofit State Circus in Wales, both founded in 1984; Cirque Plume 
in France founded in 1984, a specially prosperous year for contemporary circus; and Archaos in 
France, founded in 1984. The famous Cirque du Soleil was also established in this time, more 
specifically in 1984 in Quebec (Canada), maybe being the most representative example and 
known by the present-day general population about the circus itself.

18 Leroux, L. P. (2014). Contemporary circus research in Quebec: Building and negotiating and emerging 
interdisciplinary field. Theatre Research in Canada.

Figure 12. Russian Circus Photography.

Figure 13. Royal Lichtenstein Circus  Photography. Figure 14. One of the first Cirque Plume
Promotional Posters.
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The birth of the contemporary circus was a success, and many others joined this movement. It 
had a more accessible environment for every circus artist in general, since traditional circuses 
were usually kind of a familiar enterprise where techniques were transmitted from generation to 
generation, things that complicated the education of new acrobats and performers.

Beginning the XXI century, we can pinpoint how contemporary circus keeps growing on an 
international level. In fact, highly interesting and new acrobatic apparatuses keep appearing. 
Some artists even base their work in the creation of new acrobatic apparatuses and their usage 
in circus stages. One of the most distinguished is the French Yoann Bourgeois (1981), whose 
work (started in 2010) is based in what he defines as the search of the ‘suspension point’. It’s 
about the “furtive moment when the object that has been thrown to the sky reaches the peak of 
the parabola, just before it begins to fall”. One of his most remarkable works is Celui qui tombe 
(2013)19, where the stage itself becomes an acrobatic apparatus. The square-shaped stage gets 
suspended in diverse ways by cables or poles that make the stage spin around itself or stop 
spinning to allow the performers on it to distribute their body weight around the stage, creating 
balance tricks. Another of his apparatuses, that appears in his piece La mécanique de l’histoire20, 
is based on a stage with some stairs, where the acrobat can jump from and let himself fall into a 
trampoline hidden in the center of the stage. The trampoline allows the performer to go back to 
his original position, letting him choose if he falls again, goes upstairs or downstairs.

One of the pieces attributed to Bourgeois is also what we call a predecessor of a wearable 
apparatus. We are speaking about his piece Culbuto (2013)21, which is based on the concept of 
a roly-poly toy. The acrobat is fastened with a metallic harness to a 250 kg weight semi-sphere, 
the counterweight induced by this physics’ trick allows the acrobat to drop by any direction and 
come back into his original position, just like a roly-poly toy. This piece was produced next to 
Pierre Pelissier, from Dynamogène (2001), a company that already used this wearable apparatus 
before Bourgeois under the name of Monsieur Culbuto22. It’s actually difficult to pinpoint who 
was the actual author, since some events in China used it before Bourgeois too. However, it was 
Bourgeois the one who achieved the actual impact and was attributed with its usage.

The definition of what an wearable apparatus is has a close relation with the logic achieved by 
Culbuto, pieces where the performer cannot get inside and out of the apparatus by choice. 
The own apparatus offers new movements to the performer at the same time that it limits other 
movements because of the same apparatus. As a result, the choreography is also influenced by 
the movements of the apparatus, being even determined by itself. Both companies, employing 
the same apparatus, reach the concept of a wearable apparatus through the usage of costume 
design. They create the illusion that the performer is part of the apparatus, just like if they were 
parts of a single body. This is known as the ‘expansion of the corporal self’ and becomes a master 
key for the creation of wearable apparatuses.

19 BOURGEOIS, Yoann. (2013). Celui qui tombe. Paris, France: Yoann Bourgeois.
20 BOURGEOIS, Yoann. (2011). La mécanique de l’histoire. Paris, France: Yoann Bourgeois.
21 BOURGEOIS, Yoann. (2013). Culbuto. Paris, France: Yoann Bourgeois.
22 DYNAMOGÈNE. (1997). Monsieur Culbuto. Paris, France: Dynamogène. Figure 16. Mozart’s Requiem by Yoann Bourgeois, 2019.

Figure 15. Culbuto by Yoann Bourgeois, 2013.
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• Fashion dialogues: a multipurpose façade.

The first question we shall answer when we speak about attire and clothing, is about how human 
beings felt the need of covering themselves with diverse elements. The most immediate and 
underdeveloped answer is thinking that this need appeared due to climatic causes. However, this 
is disproved by the size of the first samples of preserved prehistoric clothing. Another repetitive 
answer is shyness about being naked, but nudity awareness is a relatively new concept close to 
our times. In fact, we can pinpoint how ancient civilizations connected nakedness with a high social 
status (classic Greek athletes, ancient Egyptian royalty…). Costume history’s scholars declare how 
the origin of human clothing is most likely to be related with social differentiation1. 

If a paleolithic individual got to hunt a great buffalo, this individual would keep its horns or its 
fur to dress himself with them, demonstrating in a visual way how strong he was compared 
to the rest of the group. If another individual was the clan’s leader, we would wear decorative 
elements exclusive for this position. If two clans were in a war for territory or other reasons, both 
would try to dress their warriors with different colors or a specific garment, with the purpose of 
distinguishing enemies from allies during the battle. If somebody is socially repudiated, people 
would mark this person somehow, with tattoos, piercings, burns… Thus far, this is the most logical 
reasoning offered by scholars to explain costume’s origin. In fact, nowadays we still keep this 
costume capacity of creating social differentiation. There are diverse ways to visually obtain this 
social distinction through clothing. For instance, colors which extraction is specially expensive 
or exclusive for some elites (the Spanish black after the European colonization of the Americas; 
purple as an exclusive color for the pope, sovereigns or power elites), richly manufactured textiles 
(Egyptian translucent linen, fine raw silk…), the usage of cosmetics or tattoos, or even causing 
corporal deformation (corsets, lip plates…). However, the most employed way through history to 
obtain this social differentiation is what they call ‘expansion of the corporal self’.

The expansion of the corporal self is one of the concepts defined by Nicola Squicciarino in his 
work entitled ‘Clothing speaks’2. According to Squicciarino, the expansion of the corporal self 
“constitutes a costume’s effect of psychological nature” which is “got through clothing elements 
that maintain close relationships with the human body, where our visual and tactile perceptions 
are prolonged beyond our natural figure, creating an augmenting illusion” (Squicciarino, 2015, p. 
104). In other words, adding clothing that creates a volume beyond the human body, is understood 
by the human brain as part of that body. Our subconscious knows the basic shape of a human 
body, but our brain interprets these added volumes as one and only thing. Marshall McLuhan 
defines clothing as a ‘skin’s extension’3. This phenomenon is also explained beyond clothing by 
Gestalt principles4.

From ancient times, we can pinpoint how human beings have sought the way to change their 
physical appearance, either in a real way or in an illusory way. Relatively close samples can 
be pinpointed with the use of crinolines, hoop skirts and farthingales, structures that create 
oversized skirts. They amplified the bearier’s figure in an illusory way that involved an augmented 
socioeconomic status given by that time’s situation.

1 FOGG, Marnie. (2017). Fashion: The Whole History. Barcelona, Spain: Blume.
2 SQUICCIARINO, Nicola. (2015). El vestido habla (Clothing speaks). Madrid, Spain: Cátedra.
3 McLuhan, M. (2017). The medium is the message. Routledge.
4 LEWIN, Kurt; WERTHEIMER, Max; KOHLER, Wolfgang; KOFFKA, Kurt; KATONA, George. (2010). Gestalt 
Psychologists. Memphis, E.E.U.U.: Books LLC.

Nevertheless, this is not a recent practice. We can also pinpoint in Antiquity how Egyptians already 
practice permanent corporal extensions5. Amarna princesses went through practices based on 
lengthening their skulls by the usage of a crown from an early age. When their bodies were fully 
developed, these crowns would have caused a directed growth of their skulls. Same happened 
with Minoan people, who performed similar procedures in their waists by the usage of metallic 
sashes. 

Since ancient Mesopotamia we can pinpoint how Babylonian and Assyrian already wore a 
precedent of dresses that enlarged the space around their legs, known as the Babylonian dress. 
The expansion of the corporal self is even more clear in the following ages, such as China during 
Tang dynasty (618-907) in womenswear as ‘hufu’, traditional costumes whose long skirts wouldn’t 
make their legs visible, besides creating sometimes tailed gowns. In this case, their body would 
be enlarged backwards creating a lengthened figure. 

It’s even obvious how human beings have sought the expansion of the corporal self during 
millenia through clothing in order to reach the social differentiation that it offers. In the case of 
wearable apparatuses, the expansion of the corporal self will be the key that creates the illusory 
union between acrobat and acrobatic apparatus.

5 LAVER, James. (1969). Breve historia del traje y la moda (Brief history of clothing and fashion). Madrid, 
Spain: Cátedra.

Figure 18. Design by Issey Miyake, 
photographed  by Irving Penn. 1995.

Figure 17. Minoan waist trainer.
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• The creation of a Wearable Apparatus.

The concept of wearable apparatus is applied to the dialogue created by the union of an 
acrobat to an acrobatic apparatus through clothing. The aforesaid dialogue is possible thanks to 
psychological knowledge applied to costume design. The work based on optical illusions through 
concepts like the expansion of the corporal self creates a common thread between acrobat and 
acrobatic apparatus, creating one and only dancing being. The creation and development of 
new acrobatic apparatuses becomes essential for this connection, where its operation is based 
on a fixed fastening to the acrobat, opposite to other traditional apparatuses where the acrobat 
would go through and use at his will. We could tell that the necessary apparatus for this kind of 
creation makes the movement conditional through space, considering that dividing acrobat and 
apparatus is not possible so that both perform properly. The essential relationship between both 
is required for the achievement of a wearable apparatus. 

Wearable apparatuses will not be complete in any case without the intervention of clothing, since 
its appearance is essential for the creation of the illusion where the acrobat and the apparatus 
are one single and undividable being. Without clothing, wearable apparatuses would be simple 
acrobatic apparatuses, buildings without façade. This need of having a façade named clothing 
offers the opportunity to adapt the creation of wearable apparatuses to the diverse genres inside 
circus and performing arts fields in general. Creating interchangeable façades makes possible 
the adaptation of our wearable apparatuses to any kind of production, from terror genres to 
opposite productions that are relaxing and induce meditation and reflection.

Figure 19. One Breath is an Ocean for a Wooden Heart, by Lisa Bufano and Sonsherée Giles

Figure 20. The Artist Who Swallowed the World 
When it was still a Disc, by Erwin Wurm.  2006.

Figure 22. Design by Issey Miyake, 
photographed  by Irving Penn. 1995.

Figure 21. The Artist Who Swallowed the World,
by Erwin Wurm.  2006.
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• Emotional operation. Psychological intervention through exposure.

The study of emotions and its relationship with this research is based on the idea that, widening 
the catalogue of emotions to base circus productions, will also widen the variety of tools available 
to innovate in this performing art.

Traditionally, the circus would look for entertaining their spectators through emotions such as 
amazement and mental tension. This is achieved with the performance of complex acrobatics that 
are visually dangerous for the performer. It is certain that the usage of acrobatic apparatuses or 
the performance of acrobatics through the human body requires excellent physical capacities by 
the circus artist. Although it is also certain that they have developed numerous techniques that 
ensure their security and corporal integrity1, as explained before.
The proposal is based on directing circus productions to other emotions that are not usually 
pursued in this field. Feelings such as melancholy, rage or loathing are not usually handled 
by circus themes and stories. In fact, as we explained before, when somebody handles these 
emotions, it is usually done in theatre or physical theatre that employs acrobatics. However, what 
we are proposing is to maintain the concept of circus at the same time we are inducing different 
emotions in the spectators. 

To make this possible, we research emotional operation, its classification and the possibilities 
available to induce it in a spectator in a predetermined and conscious way. This is necessary to 
properly control our communication with spectators and to know how they will understand this 
communication.

It is worth mentioning that our knowledge topic is not psychology, but how it affects people in 
basic levels in order to apply it in design fields and its usage in the creation of circus productions. 
Therefore, we won’t speak in depth about neuroscience or other related fields. We will offer an 
explanation complete enough to treat this theme and acquire it as a creative tool.

Definition of an emotion

First, it is necessary to define what is an emotion and what we understand by it. Robert Plutchik 
(1927-2006) was professor emeritus from Albert Einstein School of Medicine and a psychologist 
that conducted numerous researches and works treating the emotional field2. According to 
Plutchik, emotions are “psycho-physiological processes of our behaviour that induce acting. They 
work as signals or drivers that show us what is happening in our environment, so we can answer 
the situations where we are involved. These states of mind imply a large mental activity, not only 
mental but organic and they assign speed to our thinking to adapt ourselves to the environment, 
either for external or internal causes.”

Plutchik’s argument explains how emotions are natural reactions of our body and brain as a group 
and they are not exclusive to human species. It is a recognized fact how dopamine has a clear 
relationship with depression. The lower the dopamine level in an individual, the greater is the 
possibility of him showing emotions related to depression. However, when dopamine levels are 
stable or higher than normal, the possibility of showing emotional and physical welfare. Another 
sample can be pinpointed in the relationship between anxiety and norepinephrine, which is a 
hormone-neurotransmitter that regulates our answers to stress, state of alertness or the regulation 
of sleep and state of mind.
The fact that specific hormones and neurotransmitters and their activity is related to emotions and 
their impacts conducts the thought that we can induce emotions through them. In psychotherapy 
words, this is something that has been experimented under the name of ‘exposure therapy’.
1 VAN RENS, F. E., & HERITAGE, B. (2021). Mental health of circus artists: Psychological resilience, circus 
factors, and demographics predict depression, anxiety, stress, and flourishing. Psychology of Sport and Exercise.
2 PLUTCHIK, R., & KELLERMAN, H. (Eds.). (2013). Theories of emotion (Vol. 1). Academic Press.

Figure 23. Brain Illustration by Mount Mary University.
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Exposure therapy

Exposure therapy is a cognitive behavioural procedure usually employed to treat post-traumatic 
stress disorders3. It is based on the direct or partial exposure of the patient to a certain environment, 
memory or experience related with the situation that causes him conflict or fear. The exposure 
to the aforesaid situation is usually conducted in a gradual, secure and controlled way. The goal 
of this kind of therapy is to ‘reeducate’ the patient’s negative feelings linked to the situation that 
stresses him and show him the way to link the situation with neutral or even positive feelings. It’s 
what they call desensitization.

Traditionally, this therapy is conducted through an in vivo exposure, involving the fact that 
the psychotherapist has a smaller control of the situation. However, the appearance of new 
technologies, and especially when speaking of virtual reality, have allowed an increased control 
of this therapy and the patient’s evolution, making them feel safer and therefore he is most likely 
to receive exposure therapy, which requires an effort by the patient due to the conflict that it 
provokes.

The existence of this kind of therapy shows us again that it’s possible to induce emotions through 
people’s environment. Thus, we can assume that it is possible to design a product or service in a 
way that it induces a predetermined feeling by the designer. In order to help us create a tool, we 
take examples in some research about the classification of emotions.

The classification of emotions

Robert Plutchik identified eight basic emotions that he also identifies as eight primary categories 
of emotions, which are: joy, sadness, fear, anticipation, trust, surprise, anger and disgust.

The proper eight basic emotions would have different levels of intensity. For example, serenity is 
an emotion originated from joy in a lower intensity, and ecstasy is the most intense expression of 
joy. Furthermore, these eight basic emotions can mix between themselves, creating secondary 
and tertiary dyads. Plutchik exposed this classification in a graphic similar to a traditional color 
wheel. In the same way cyan and yellow are primary colors, the mix of them lead to a secondary 
color, green. The mixture of a primary color as cyan with a secondary one as green will give room 
to a tertiary color as blue. Plutchik explains how it is the same for emotions, mixing joy with trust 
(basic emotions) will lead to love (secondary dyad’s emotion). Blending joy and fear will give 
room to guilt (secondary dyad’s emotion) and mixing joy and surprise will lead to delight (tertiary 
dyad’s emotion). Of course, in the same way that complementary or opposite colors exist, there 
are opposite emotions that create conflict in an individual’s mind, such as mixing joy and sadness 
or blending anticipation with surprise.

In conclusion, there are eight basic emotions with three different levels of intensity, and the mixture 
of basic emotions gives room to advanced emotions classified in different dyads. We can tell that 
the eight basic emotions are also the most common emotions and that advanced emotions are 
less usual considering that the participation of two or more emotions is needed. For sure, we 
must take into account that emotions don’t appear by themselves, there is always a sender agent 
that sends information to induce an emotion in the individual, it could be an external, an internal 
or an environmental one, or it could even be the individual by his own thoughts. The information 
can be a memory, a song that is playing in a cafeteria or an announcement in a newspaper.

3 ROTHBAUM, B. O., & SCHWARTZ, A. C. (2002). Exposure therapy for posttraumatic stress disorder. 
American journal of psychotherapy.

Figure 24. Robert Plutchik’s Emotions Wheel.

Figure 25. Robert Plutchik’s Dyads
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Methodologies to induce basic emotions

If emotions need a sender who induces them into a receiver, we must learn which are the 
mechanisms that we can use to induce emotions during a circus production so our spectators 
and also receivers will be induced with the emotion we intend to induce.

Thomas F. Denson, professor in the School of Psychology of the University of New South Wales, 
explains in his research4 how five main ways to induce emotions are identified: visual stimuli, 
music, autobiographical recall, situational procedures and imagery. A study shows the results of 
each method and its performance when trying to induce each one of the basic emotions, which, in 
the case of Denson, are classified as six basic emotions: joy, sadness, anger, surprise, disgust and 
fear (Table 1). In contrast to Plutchick’s classification, trust and anticipation are not considered as 
basic emotions. Although there is no consensus yet about which are the basic emotions. We can 
even find some studies that define only four basic emotions given by facial muscles’ movement 
given by each emotion5.

During the study of emotions’ induction employing the aforesaid five methods, Denson collects 
data about cardiac rhythm and its variation, blood pressure, breathing rate, muscular answer, 
corporal temperature, metabolic operation, level of skin conductance and its answer, reaction to 
starts and cardiac consumption. We can tell that every of these measures are physiological, which 
lets us observe which is the human body’s answer to each emotion induced by each method, 
achieving the resolve about which is the best method to induce each emotion (Table 2).

As we will explain further on, the application of this research will be employed while looking 
for the induction of the emotion of serenity. Serenity is a lower level of intensity of joy, a basic 
emotion. We choose this emotion because it’s interesting to look for serenity during a circus 
production, since traditionally they look for almost the opposite: amazement (highest level of 
intensity of surprise, basic emotion). The corporal answers are really different, as we can observe 
muscular tension due to amazement, accelerated cardiac and breathing rhythm… In contrast to 
serenity, where muscles are relaxed, added to stable cardiac and breathing rhythm.

Taking into account the emotional classification of Plutchik, which establishes serenity as a lower 
level of joy’s intensity, we can follow the examples given by Denson about which are the best 
methods to induce joy (Table 3), being his recommendation: “employ visual stimuli, following 
imagery, music and autobiographical recall to induce joy”. Like this, he establishes how visual 
stimuli is the most effective method inducing joy, mentioning anyways that the combination of 
those four methods is even stronger than any method by its own. He also recommends employing 
static images.

Thus, we can conclude that it is possible to induce joy (and by consequence, serenity) in our 
spectator through the elements traditionally present in any performing arts’ stage: space, 
decoration, lighting, music, costumes...

4 SIEDLECKA, E., & DENSON, T. F. (2019). Experimental methods for inducing basic emotions: A qualitative 
review. Emotion Review.
5 JACK, R. E., GARROD, O. G., & SCHYNS, P. G. (2014). Dynamic facial expressions of emotion transmit an 
evolving hierarchy of signals over time. Current biology.
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• Hyper-Personalization. Trends that allow access to new experiences.

For a while, we can observe a trend that the media name as ‘hyper-personalization’1. This is about a 
strategy based on offering products highly customizable or services specially created for specific 
customers. It could seem as if we are speaking of luxurious products, but it doesn’t necessarily 
have to be like this. It means offering enough flexibility in our design to allow the consumer 
being part of a process of co-creation. This leads even to consumers discovering new uses for our 
product, different from the original purpose it was created for.

It doesn’t only lead to the consumer owning a more polyvalent product, but also leads to their 
personal development as an individual. On a bigger scale, we can even speak about how a 
community of individuals that enjoy a product is born, even reaching the point where they show 
initiative to the enterprise that is behind that product. We can find a great example of this in 
Nutella, which, after reaching such a high level of loyalty by its consumers, they have created by 
themselves the ‘international Nutella day’2. They are a complete co-creation community where 
they share recipes and diverse creations with this product. This is due to the highly customizable 
capacity of a nutritional product as cacao cream. 

That doesn’t mean that hyper-personalization is complex to achieve in other kinds of products. 
We see it everyday without maybe noticing3. We can pick any mobile phone and organize the 
apps that appear in the main menu to taste. We can even buy a bed and pick which bedding we 
want to use. Even buying sports shoes that we can customize online to receive them later at our 
home’s door.

If we speak about circus and hyper-personalization, we find a great example of it in what they 
call ‘acro-yoga’. It’s based on performing poses and exercises originally practiced in yoga while 
combining acrobatic sports as aerial sling. Acro-yoga can even include Thai massage techniques. 
This trend is reasoned by the great acceptance of yoga in the last decades and a step given by 
people related to acrobatic fields. It is a case of hyper-personalization we could explain with the 
questioning of how to move the spectators closer to the circus and its diverse activities. Taking a 
recently trendy activity as yoga that is also compatible with acrobatics, they were able to create 
one new trend that is being really welcomed by yoga performers or even people who wanted to 
try it due to its novelty.

This kind of strategy could make the circus closer to their spectators, in a way that they are part of 
the spectacle. For this research, hyper-personalization is key, since,  as we will see afterwards, one 
of our main work tools is based on how we can create highly customizable experiences, even for 
people outside the circus environment. The goal is to obtain a tool that increases the possibilities 
of bringing the public’s attention and creating popularity for our innovative products.

1 JAIN, G., Paul, J., & SHRIVASTAVA, A. (2021). Hyper-personalization, co-creation, digital clienteling and 
transformation. Journal of Business Research.
2 MAURO, J., & STUMPF, J. Nutella: US vs Europe.
3 SHUKLA, P. S., & NIGAM, P. V. (2018). E-shopping using mobile apps and the emerging consumer in the 
digital age of retail hyper personalization: An insight. Pacific Business Review International.

Figure 26. Hyper-Personalization Illustration.
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INNACROBATICS: Design in Motion

• Emotional direction: managing User Experience through spectacle.

The key to turn emotions into circus lies in the stage environment. We must employ the audiovisual 
communication tools delicately in order to control the message we are sending and the way the 
spectator understands it, ensuring the emotion which we intend to induce.

From simple logics such as the relationship between warm and cold colors and happiness and 
sadness from more complex processes induced through the theatrical development. In addition, 
we must highlight that we are able to induce combined and complex emotions. Employing warm 
colors won’t ensure emotions related to happiness by themselves. If we employ a warm color 
palette in our scenography but we choose poor lighting and a musical piece with fast rhythm, 
it could happen that we end up inducing emotions as suspense and anticipation. Every of the 
elements that compose the stage environment and the actions performed in it will affect the 
emotion that the spectator will be induced.

However, it is equally important to offer a good base where artists can perform adequately. It’s 
notoriously easier to induce an emotion through performing when it is concordant to the stage 
environment, even if the theatrical development ends up offering a different emotion in the end 
of its storytelling. Everything will have an impact on the user experience, therefore we need to 
be cautious with every element introduced in a spectacle. Moreover, it is important to offer an 
easily absorbed visualization for our spectator, since we need to take into account how they will 
remember us and the experience provided.

Figure 27. Scenography by Eric Simonson, Stage Director for Rusalka in Boston Lyric Opera 2008.

Figure 28. The Weather Project by Olafur Eliasson in 2003.
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• Innovation Management in Circus.

Traditionally, the circus works as an almost self-sufficient enterprise. Bigger enterprises will count 
on financial, logistic and legal support. Nevertheless, it is more interesting to design a way to 
manage the growth of emerging artists and small enterprises that don’t count on this kind of 
support. The very first step is to work flexibly, since we are facing startup projects that can end up 
being successful, or not. The work life in performing arts is not based on long lifespan contracts, 
since its existence depends on if there’s any production in process or not. Our design must be 
versatile enough to face this work reality, thus, we will design around the flexibility needed for 
each artist that resorts to our enterprise. They could even want to hire just some of our services 
since they already count on other workmates for other services. In the end, we will work as an 
external enterprise, in the same way a management company or a design studio. Thus, our clients 
will only hire the services that they actually need.

This approach is no other than the one that eases innovation development. The less obstacles 
individuals find in his way, the more probable it is that they will invest time and resources in 
developing innovation. The other way around, it provokes that they will invest on what essentially 
makes their enterprise survive, without noticing that innovation doesn’t only bring subsistence but 
also an added value that increases the value of their effort. Our target customer is an emerging 
circus artist that owns projects and ideas but doesn’t have the knowledge or resources to carry 
them out. Our job is to guide them through the development of their projects at the same time 
that we offer new possibilities and tools to increase the overall value.

Figure 29. La mécanique de l’histoire by Yoann Bourgeois, 2017. Figure 31. Celui qui tombe by Yoann Bourgeois, 2013.

Figure 30. Trajectoire by Diavolo. Los Angeles, E.E.U.U.., 2017.
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• Design Statement. How InnAcrobatics works.

InnAcrobatics works as an enterprise focused on helping out the projects of emerging circus 
artists and small circus companies. It’s about supporting them in a way that they can acquire 
every basic aspect that any circus company should have. It is habitual that the same circus artists 
are the ones who try to manage from logistics and financial aspects to costume and storytelling 
creation. This makes them unable to work fulltime as performers, needing to invest their time to 
other labours.

Our design proposal addresses the possible solution to this problem that emerging circus artists 
face. We work as an external enterprise that not only manages the essential processes to carry 
out a circus spectacle, but we also offer tools and support to help these artists increase the value 
of their work and make them more viable, interesting and, above all, innovative. Direct contact 
between our enterprise and the circus artists is a must. They must transmit to us their vision and 
the performing desires. We will manage its production in the most feasible way possible. From 
designing marketing campaigns to human resources. The essential requirements that any circus 
production must meet to ensure their execution are the following:

•  Human resources management.
•  Financial resources management. Investors hunting.
•  Logistics. Traveling or permanent formats.
•  Marketing and advertising. Social media presence.
•  Theatrical developments’ elaboration. Storytelling.
•  Scenography, lightning.
•  Sound producer, musicology.
•  Choreographic composition.
•  Costume design and production. Make-up and hairdressing.

InnAcrobatics will count with a team of specialized experts in each one of these fields, essential 
to carry out any circus production. This way, the artist will be able to produce their projects in a 
much easier way. The way we are hired by the circus artist is flexible due to the nature of the field 
we are working on. We can be a subcontracted enterprise hired for years by the same artist, or 
we can be an enterprise that carries out a specific production for once. It is really important to 
understand the flexibility that the performing arts industry needs. Our mission is to offer ease and 
not obstacles.

What’s more, InnAcrobatics is not only a management and business company, we are also a 
design studio specialized in circus development. We offer diverse tools that make the success 
and innovation development easier inside this field. Our main tools are focused on the basis of 
‘Direction of Circus Innovation’, being the main ones:

•  Design of acrobatic apparatuses and wearable apparatuses
•  Emotional Direction. Comprehensive User Experience Management.
•  Hyper-Personalization.

Marketing

Human Resources

Music Storytelling

Scenography

Logistics Choreography

Marketing

Human Resources

InnAcrobatics

Apparatus Design Emotional Direction Hyper Personalization

Figure 32. InnAcrobatics’ components.

DIRECTING CIRCUS INNOVATION
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-  Design of acrobatic apparatuses and wearable apparatuses.

One of the simplest ways to innovate in the circus field is to invent new acrobatic apparatuses. This 
offers the possibility of creating your own signature and product. Many circus artists develop their 
own acrobatic apparatuses. Nevertheless, the knowledge that an acrobat has about design and 
manufacturing concepts are usually not wide. We put at their disposal a team of designers who 
will help them develop the ideas in their mind, at the same time we manage security measures in 
the apparatuses created, easing the use for the circus artists.

In addition, our own signature product as an enterprise is found in the development of wearable 
apparatuses, which offer an extra innovation and value for their productions. This doesn’t only 
differentiate them from other circus artists, but also differentiates us from other design studios or 
management companies.

-  Hyper-personalization. 

The third tool offered by InnAcrobatics is based on observing and applying emerging trends and 
innovative circus strategies. Currently, what we named aforesaid as hyper-personalization could 
be a trump card for any circus company. The first step is to pinpoint the potential way to exploit 
the artist’s production. Afterwards, we must offer totally hyper-personalized experiences to our 
customers. This can consist from letting them try our acrobatic apparatuses with our supervision 
or even to offer guided visits inside our backstage. There are diverse ways to apply hyper-
personalization, since it depends completely on each project’s nature.

-  Emotional Direction. Comprehensive User Experience Management.

The second tool offered by InnAcrobatics is based on the treatment of emotions during a 
circus spectacle. As aforesaid explained, we can find a classification of emotions and specific 
methodologies to induce particular emotions. This tool will offer the artists a diverse emotions’ 
catalogue which are not usually employed in circus themes. This entails innovation and an 
added value for their productions. Furthermore, emotional direction collaborates with traditional 
departments such as art direction and creative direction, easing the final visualization and 
unification of the work of every of the circus departments.

A team of psychologists, sociologists and audiovisual communicators will be able to take this 
labor, defining our emotional direction department. Thus, this department will mainly handle 
how the user experience will be designed, in the way that they will control and guarantee that the 
emotions will agree on what was designed first. Some of their main tasks would consist on:

•  Scenography and sound production. Overall audiovisual message.
•  Choreography’s bodily expression.
•  Costume, color, textures…
•  User Journey. How the spectators interact with us from the beginning.
•  User Experience. How the spectator will feel and remember us afterwards.
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LUX ÆTERNA: An acrobatic fairground

Lux Æterna is based on the creation of an acrobatic fairground where people of any kind can try 
wearable apparatuses, feeling part of a circus production without needing to gather exceptional 
physical demands. The wearable apparatuses that we will employ were designed as part of a 
Final Bachelor’s Thesis by the same author of this document. It was also called Lux Æterna, but 
it consisted in a costume collection based on the development of the wearable apparatuses’ 
concept. Our aim by employing this wearable apparatuses collection is to show an example of 
how InnAcrobatics works, since these wearable apparatuses haven’t been employed yet in any 
circus production.

In consequence, the goal behind the creation of this acrobatic fairground is to show our operation 
as an enterprise based on directing circus innovation and the application of the tools we provide 
to our clients. Therefore, we will offer three wearable apparatuses designed by an emerging 
circus artist. Afterwards, we will employ our emotional direction tools developed to design an 
experience around the emotion of serenity. This way we will show how the tools present in any 
performing environment in order to exemplify how circus productions can induce new kinds of 
emotions in their spectators. Moreover, we will take advantage of the hyper-personalization trends 
to design a space where any kind of person can be part of our spectacle and try our wearable 
apparatuses by themselves.
All of this will consist of a sample of how InnAcrobatics seeks and directs circus innovation to 
improve emerging circus companies’ operation. Not forgetting that the wearable apparatuses 
that we will use were self-developed and they give us the opportunity of being our own ‘circus 
artists with ideas, but they don’t know how to get them off the ground’.

Figure 33. Culbuto by Yoann Bourgeois, 2013.
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• Designing Acrobatic Apparatuses.

When acrobatic apparatuses are designed, the first thing one should take into account is the 
movement they are aiming for. Most acrobatic apparatuses are immutable objects that allow 
the performance of movements of a cyclical nature and it will be the acrobat who through its 
manipulation the one that breaks that cycle, being able to perform movements employing his 
own strength on the apparatus. Therefore, one should find a geometrical figure or material that 
will allow the performance of this movement.

Inspiration can be pinpointed in any movement. The spin of a coin, the way a glass rolls when it is 
tilted… We also find inspiration in the mechanics of traditional children’s toys such as seesaws or 
rocking horses. Almost every movement can be translated into a new circus apparatus, we only 
need to choose which are the most interesting ones for an acrobatic performance.

Figure 34. Acrobatic movement study by Hyo Bin Kangom
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• Evolution to a Wearable-Apparatus.

What differentiates a wearable apparatus from an usual acrobatic apparatus is the fixed connection 
of the acrobat to its own apparatus. This fixation aims to take advantage of human anatomy, 
structures and tricks of physics; offering an extension of the acrobat’s body that will provide him 
with a new scope of movements. The hypothesis that explains this fact is explained by how the 
human scope of movements is limited to our morphology and anatomy. Therefore, if an acrobat 
only owns one arm, he will be provided with a different scope of movements than an acrobat 
who owns two arms. We show an example of this with animals, since they employ dancing to 
approach their partners. If we compare a spider with a bird, we can obviously see how their scope 
of movements are different since a spider owns eight legs and a bird owns two wings. So, it is 
conclusive that we can change the human scope of movements by adding corporal extensions.

However, if we make visible how this actually is a corporal extension, the spectator will visually 
understand this fact and will know that apparatus and acrobat are different things. Therefore, 
we find it essential to employ clothing in order to create an optical illusion where the acrobat 
and apparatus are part of the same being. This doesn’t only add visual interest to wearable 
apparatuses, but also provides new theatrical and performing possibilities. It even permits the 
possibility of employing textile as acrobatic elements, augmenting the performing potential.

Another differential element of wearable apparatuses is about taking advantage of human 
anatomy since they connect to it, making their operation  semi-automatic. The acrobat’s movement 
will cause a physical reaction in the apparatus thanks to the usage of physics and structural tricks. 
This provides to almost anyone the possibility of using wearable apparatuses without needing to 
gather the high physical demands that traditional acrobatic apparatuses need for their usage.  This 
highlights the possibility of letting our spectators employ wearable apparatuses. Of course, their 
usage must be supervised by acrobatic bearers that will show the way to cause reactions in the 
acrobatic apparatus. Although their design ensures the integrity of the user by its own structure.  
It could also happen that some wearable apparatuses end up having high physical demands, 
but this won’t be our case. Our acrobatic fairground will be accessible for both acrobats and the 
general public. Just like in any other fairground, our customer’s physical integrity is guaranteed 
independently of their morphology or their physical abilities.

Figure 35. Serpentine Dance by Loïe Fuller in 1890. Figure 37. Table Dress by Hussein Chalayan, February 2000.

Figure 36. Rei Kawabuko in 2017.
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• Wearable apparatuses catalogue. Physical operation and Security measures.

ROCKING CHAIR:TUTU:

Figure 38. Catalogue of Wearable Apparatuses available in the acrobatic fairground.

DIABOLO:
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• Wearable apparatuses catalogue. Physical operation and Security measures.

DIABOLO:

It is composed by thirteen main divisible parts:

•  A shaft that works as a doubly reinforced beam.
•  Two big disks whose centers find the attaching points of the shaft that joins both disks.
•  Two small disks which pierce the shaft through the square-shaped holes that they present.
•  Eight T-shaped cross-pieces that reinforce the connection between the small and the big 
disks. 

The union of these thirteen pieces is done in a mechanical way through screws and reinforced 
metallic angles.

This wearable apparatus works as a ‘human diabolo’, where the acrobat is sitting on the center of 
the shaft and fixed into position thanks to a security harness made out of reinforced polypropylene 
straps, fastened by velcros strategically located. These straps go around the body horizontally, 
vertically and crisscrossing; going through and out the shaft, which presents eyelets where the 
aforesaid straps can go through.

The acrobat takes main advantage of his abdominal strength and his torso inclination to offer 
impulse for the whole structure. This reaction makes the apparatus twirl forwards and backwards, 
while the acrobat follows its movement in 360º twirls. The acrobat’s height is decisive, since his 
upper body length must be shorter than the radius of the disks located to each end, avoiding any 
risk that the acrobat’s head touches the floor during the performance. 
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Figure 39. Diabolo Apparatus Blueprint.

M=Ma

a

Ray= Q·x
2

Q·x
2

x

b Rby=

M=Mb

When this apparatus is made of highly weighted wood, one or two acrobatic bearers must provide 
extra propulsion, since the weight of the whole apparatus will notoriously increase, making its 
manipulation harder for the acrobat sitting on it. In this case, we employed MDF, (also known as 
medium-density fiberboards) in order to perform slower movements that induce a more serene 
feeling. 
Structurally, the shaft works as a doubly reinforced beam, whose embeddings show how the 
reactions in the point a and in the point b will be equal. There is a bending moment that will 
be the same in both points a and b because we are speaking about a symmetrical beam that 
supports a distributed load through all its space. Therefore, the reaction between points a and 
b is equal to the load (Q) multiplied by its total dimension (x) divided by two, because there are 
two reactions.

PERFILPERFIL INTERIOR

Figure 40. Diabolo Operation Diagram
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Figure 41. Diabolo’s Design Illustration
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ROCKING CHAIR:

It’s composed of one sole piece that defines a big rocking chair. The acrobat sits on the center 
and he is fixed in this position thanks to a security harness made out of reinforced polypropylene 
straps, fastened by strategically located velcros. These straps go around the body horizontally, 
vertically and crisscrossing; going through and out the shaft, which presents eyelets where the 
aforesaid straps can go through. The acrobat takes advantage of his abdominal strength and his 
upper body inclination to offer impulse for the whole structure.

Structurally, the rocking chair shows its center of masses in the element’s center of mass. The 
reaction B represents the point where the rocking chair makes contact with the floor. When a 
force (caused by the acrobat sitting on it) acts on the rocking chair, it inclines and comes back to 
its original position, since the center of mass is still in the same place and what has moved is the 
point B, point where the rocking chair touches the floor. This reaction against the floor, taking 
into account the center of mass, the force is rejected in an opposite direction and coming back 
to the initial position. This is how we can pinpoint three motion phases: repose, inclination and 
recovery to repose phase. After an instant, it goes back to its initial position thanks to a continuous 
center of mass and a reaction against the floor in the point B. Finally, an equilibrium that makes 
the rocking chair always coming back in its initial position is established. Therefore, to avoid it 
from overturning in any other direction than forwards or backwards, the rocking chair presents 
a trapezoidal shape in its side view. This lets the acrobat go forward and backwards but never 
sidewards, guaranteeing his physical integrity.

B

G

1. REPOSE

B

G

2. INCLINATION 3. RECOVERY TO
REPOSE POSITION

B

G

Figure 44. Rocking Chair Operation Diagram
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Figure 45. Rocking Chair Apparatus Blueprint.
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Figure 46. Rocking Chair’s Design Illustration



Figure 47. Rocking Chair’s Photography in Performance.
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TUTU:

It’s composed of one single piece in a ring shape. The acrobat locates his waist in the hole of the 
ring and the apparatus stays in the waist thanks to a mechanical locking system that is integrated 
in the proper apparatus. This locking system also allows the adjustment of the apparatus to 
different waist sizes. It takes advantage of the human anatomy, since it is supported on the pelvic 
bones (concretely, on the iliac crests) working as a cantilever. The radius of this ring is equal to 
the distance between the acrobat’s waist and the floor. When this apparatus is made out of heavy 
weighted wood (such as MDF), its usage must be restricted to professionals, since its usage during 
long and continuous periods could cause haematomas. On the other hand, when the apparatus 
is made out of light materials (such as thin aluminum sheets), it can be employed by anybody 
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without any risks due to its notoriously lower mass. The acrobat can stimulate the apparatus 
thanks to his pelvis’ movements, provoking orbital pendular movements. If an acrobatic bearer 
offers external help, the ring can turn from a horizontal position to a vertical one, making contact 
with the floor on one point and letting the acrobat hang as long as he is supporting and balancing 
his bodyweight in the back of his waist. This way, the bearers will be able to manipulate the ring 
so it can, for example, spin around itself. It is not possible for the acrobat to support his body 
weight on his abdomen or on his side, since balancing one’s body weight while not supporting 
in an osseous body part could cause haematomas in addition to complicating the performance 
of any other movement.

VISTA INFERIOR

VISTA INFERIOR

Figure 48. Tutu Apparatus Blueprint.
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Figure 49. Tutu’s Design Illustration



72 Figures 50 and 51. Tutu’s Photographies in Performance.
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• Fairground Design: Inducing Serenity through the Stage Space.

The reason behind choosing serenity arises from the original theme that the wearable apparatuses 
collection ‘Lux Æterna’ was based on. This studied Gregorian chant’s world and its environment, 
giving room to a visual translation of sound. Gregorian chant, beyond its liturgical function, has 
another main function to induce relaxation to who listens to it. It incites physiological signs of 
relaxation and regeneration, stimulating reflection and meditation. Serenity, besides coinciding 
with the collection’s theme, is also a challenge as a circus theme and innovation. It is due to 
seeking mental peace and stability that is not traditionally done in circus environments, when the 
common emotions found in it are amazement and stress. As aforementioned, Plutchik defines 
serenity as a lower intensity level of happiness, that is: an emotional state close to a neutral state 
of mind, being most likely to be positive and comforting to the one who feels it. Thus, it is logical 
to employ mechanisms used to induce happiness in a way that is induced in the proper level 
to accord with what serenity feels like. Of course, it is essential to mention that it is difficult to 
manage one hundred percent what emotions will appear in the user. A user that uses an acrobatic 
apparatus for the very first time is most likely to present emotions such as amazement, anticipation 
or even fear. However, we can manage the environment in a way that the user will be most likely 
to feel serenity as a main emotion during the whole time.
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Figure 52. Barcelona’s Fira - Montjuïc: 8th Pavilion’s Blueprint

Therefore, we decided to keep the original theme up with Gregorian chant as a visual translation 
of sound and a way to create a complete experience around serenity, since it shares its nature with 
Gregorian chant. The place where this acrobatic fairground will take place will be Barcelona’s Fira 
located in Montjuïc’s district, concretely the eighth pavilion. This decision stems mainly from the 
pavilion’s architecture, which is industrial and is prepared for this kind of activity. It’s equipped with 
adequate lightning equipment and its floor is prepared for the weight of our heaviest wearable 
apparatuses. Aesthetically, the central space of the pavilion is covered by a big dome made out 
of steel, accompanied by a row of windows and an oculus in the dome’s peak. We could even 
find a certain degree of similarity with the interior of the St Paul’s Cathedral in London and we 
could even tell that it is an updated version of the 21th century. This pavilion gives room to its 
transformation to a big space where we can induce serenity, since we can make the user feel like 
he is performing inside a cathedral, contributing with the perception of serenity during the usage 
of the facilities.
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Figure 53. Barcelona’s Fira - Montjuïc: 8th Pavilion’s General View.
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In order to achieve this effect, we will mainly employ lightning techniques to modify the stage 
space configuration. As it was aforementioned, one of the most effective methodologies 
employed to induce happiness or serenity is visual stimuli. However, it is essential not to add that 
many elements to the environment in order to avoid overwhelming the user. Adding too many 
elements in a composition complicates concentration and is more likely to stress the user. We 
will look forward to simplicity so the environment is easily absorbed and understood by the user. 
The presence of wearable apparatuses by itself defines a big quantity of information that the user 
needs to absorb visually, therefore we will center the scenography’s configuration around their 
exhibition, making the stage elements blend and unify with the apparatuses. Lightning, since it 
is a scenographic element that is intangible, economizes the information that the user needs to 
absorb and not needing to read any shapes or information beyond the light’s color, direction or 
brightness. This is how we find a tool with great potential to induce serenity through the stage 
space.

For the purpose of avoiding an overload of information, we will create a richly illuminated 
spot that will be surrounded by shadows. The user will be able to intuit in a certain degree the 
environment he is in, but everything out of the spotlight will be secondary. Those lightnings will 
have a yellowish tone, due to the psychological relationship between yellow light and sunrise or 
sunset, which induce meditation and reflection. Accompanied by this yellowish light as a main 
lightning, it is possible to employ diverse projection techniques to make different animations 
appear on the floor or even on the acrobatic apparatuses. Of course, in order to control the light, 
the activities should be done during the night so we don’t need to worry about natural light, or 
otherwise covering any bays so we avoid the light’s appearance. 

Regarding the sound space, we will display different musical pieces that induce serenity. These 
are usually characterized by using soft and melodic waves whose rhythm is hard to discover due 
to its discontinuous nature. Gregorian chant, for example, has the main characteristic of using 
long melismas1. This means that the piece’s rhythm doesn’t follow a specific tempo, but the 
rhythm is given by the length of the words itself. The Marconi Union’s song entitled Weightless is 
characterized by everything aforementioned, but it doesn’t have any lyrics, a fact that induces even 
more serenity. In fact, the song was composed in collaboration with a group of psychotherapists 
and studies show that the piece has similar effects to consuming anxiolytics2. It is important to 
remember that emotions are physiological answers of our body conducted by hormones and 
others. Anxiolytics help to regulate these answers and so does Weightless. Finally, we offer diverse 
music pieces that have optimal qualities to induce serenity, so we don’t repeat the same piece 
for the whole time since repetition doesn’t contribute to inducing serenity and is more likely to 
induce stress and boredom to the user.

In this way, the environment is mainly configured by lightning, but to ease a visual distribution 
of the stage space for the user, we will also employ white vinyl carpets to do this division of 
the space. White is a really neutral color that doesn’t add that much information to absorb, 
therefore it is a really good screen where we can employ projections on.Each apparatus will have 
a different configuration of the environment and the three won’t appear at the same moment, but 
in different events. This will avoid the user to observe how other performances work while they 
lose concentration in the spectacle they are already being part of.

It is important as well to pay attention to costumes, since it is one of the essential needs for the 
correct operation of a wearable apparatus. The textile façade of the wearable apparatus will be 
attached to the apparatus and it will be produced in a way that makes it easy to be worn in a few 
steps. Usually, this kind of clothing is produced in several pieces joined together afterwards, but 
in order to let the general public use it, we need to shorten the wearing process so we avoid 
waiting time and queues that don’t collaborate to induce serenity.
1 A melisma is defined as the act of singing a phrase of several notes to one syllable of text.
2 RATHER, J. A., & SHRISVASTAVA, Y. (2019). Effect of music therapy on pre-competition anxiety in college 
level soccer players of Kashmir. International Journal of Physiology, Nutrition and Physical Education.

Figure 54. Lightning techniques employed in the Forest of Light by Sou Fujimoto, 2016.

Figure 55. Psychological & Physiological Impact of Sound Waves.
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Finally, it is essential to make professional acrobats join the spectacle secretly. They will keep 
the show in motion to avoid any pauses or the user not knowing what to do. On the other hand, 
acrobatic bearers will also help the management of wearable apparatuses next to the user in the 
case of Diabolo or Rocking chair. This is done so the user doesn’t need any expertise or extra 
strength in order to make the wearable apparatuses move. In addition, we will also need a team 
of psychologists and scenographers that will make decisions during the live spectacle in order to 
keep the serenity emotion alive. They will be able to change any visual stimuli or musical pieces.

•  The Tutu has a really simple assembly and is comfortable to manage for the user. We will 
take advantage of this fact to gather several users in the same space using the Tutu, as if it 
was a ballroom dance. Everyone will be placed under the dome’s diameter and on a circular 
carpet with the same diameter. 

•  The Diabolo needs a space of six meters to perform a complete spin. The dome area 
in the pavilion offers a space of 30 x 75 meters, which is favorable to locate several long 
and rectangular carpets lengthwise. Each carpet can assign one or even two diabolos, but 
assigning only one per carpet is way more serene and effective to avoid any worries about 
colliding with each other.

•  The rocking chair will be placed in the northern part of the pavilion, distributed along it 
and divided in several circular carpets, each carpet will have a rocking chair assigned to it. 
The rocking chairs will be close enough between each other so they can receive a common 
lightning and individual or group projections.

Figure 56. Set Design in Dua Lipa’s Physical Videoclip. 
Use of lightning and carpets as space distribution tools.

Figure 57. Set Design during Rihanna’s lingerie show.
Use of lightning and carpets as space distribution tools.



Figure 58. Lux Æterna’s Acrobatic Fairground. Stage Design during Tutu’s performance.



Figure 59. Lux Æterna’s Acrobatic Fairground. Stage Design during Tutu’s performance. Second possibility of lightning.



Figure 60. Lux Æterna’s Acrobatic Fairground. Stage Design during Rocking Chair’s performance.



Figure 61. Lux Æterna’s Acrobatic Fairground. Stage Design during Diabolo’s performance.
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In the first place, the innovation achieved by InnAcrobatics is not only about gathering and creating 
synergy between every circus production department. The actual main innovation is creating 
interdisciplinary tools specialized in circus productions, easing the launch onto the market of 
emerging circus artists and groups. This design gets to resolve the classic issues when trying to 
get inside the circus industry, which tend to be specific because of the field’s nature. Therefore, 
the unification of all the circus departments and the addition of some new others will make the 
circus productions much faster, efficient, creative and innovative.

Secondly, the innovation achieved by the acrobatic fairground Lux Æterna is based on the final 
launch of wearable apparatuses as a circus product and a hyper-personalized experiences 
managing new emotions which were not usually found in a circus environment that were not that 
accessible for everybody as what is contemplated in this design. This also gives room to a world 
full of new possibilities for the circus application in new fields and audiences.

In conclusion, we can tell that the essential value achieved after this research consists in the design 
of tools that bring innovation to the circus industry, that could be even a tool itself to be applied 
in other fields beyond the spectacle world.

CONCLUSION. Innovation Analysis.

Figure 62. Rocking Chair’s Photography
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