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				Archipelago

				“Welcome”—is unlikely to be the word readers expect to find first in an ebook on Varieties of Imagination, Creativity, and Wellbeing in Australia (VICAW), perhaps because that title implies a conventional overview, distanced from the everyday contexts and interactions on which it depends; an overview that can be neatly carried away in one bag by readers. This impression is not entirely incorrect, given that VICAW assembles, inside a single volume, views on imagination, creativity, and wellbeing in Australia as seen from First Nations, Disabled, and European/settler perspectives, understandings, and traditions, but as will soon become obvious it sets out to do much more than that. In brief summary: this collection aims to question the assumptions and point of view from which overviews of imagination, creativity, and wellbeing are typically drawn. It does this by broadening, disrupting and reinterpreting the “usual” sources while also changing the conversation in which these terms are commonly discussed and policy on these matters is developed. To this end, the following pages function as a form of common ground, which host a variety of voices, heard in an array of media and genres, with each speaking from places different from the others. Together, they evoke the mix of proximity (similarity) and distance (difference), agreement and debate, 
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				Figure 1. Olafur Eliasson, “Model Room” (2003), in collaboration with Elnar Thorstein (detail). Photo: Peter Otto, Tate Modern, London.
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				that is characteristic of open enquiry, but without rapidly resolving what is said into the abstract forms, no longer responsive to multiplicity, that are all too often characteristic of the detached observer. 

				In contrast to the inert categories deployed—and flat world projected—by conventional overviews, these voices together evoke what one might call “a non-hierarchical … domain where the horizons of the parts intersect,” overlap, and engage with each other.1 In this environment, which includes verbal, visual, musical, and performative elements, our organising terms (imagination, creativity, wellbeing) can be recognised as multiple rather than singular, each overlapping the other, and the lines drawn between them can be seen as contingent. Rather than a place used only for representing the varieties of imagination, creativity, and wellbeing, with “variety” understood as an inflection of what we already know, this common ground or space can become a vehicle for re-visioning those phenomena, by critically examining, dismantling or just putting to one side dominant frames of reference and exploring/demonstrating/revealing alternative ones. In other words, VICAW invites readers/viewers to remain immersed longer than is usual in a state one might describe as ambiguous, in the sense of being open to more than one interpretation; and in so doing the book becomes, one might say, an invitation to what Édouard Glissant calls “archipelagic” rather than “continental thought”2:

				[C]ontinental thought … makes us think that we see the world as a bloc, taken wholesale, all-at-once, as a sort of imposing synthesis, just as we can see, through the window of an airplane, the configurations of landscapes or mountainous surfaces. With archipelagic thought, we know the rivers’ rocks, without a doubt even the smallest ones.3 

				In this context, the word “welcome,” which we now extend explicitly to you, includes you in a conversation that is extended each time this ebook is opened and readers step inside an environment—a common ground—filled with voices speaking variously from a wide range of places, some may be familiar, some distant, but all addressed to you. This is a type of conversation long overdue and increasingly necessary for the creative arts, the humanities, education, architecture, medicine, cybernetics—indeed, wherever it is crucial to engage with a world that is now manifestly multiple rather than singular. To quote Glissant once more, we dwell in a world where, “for the first time, the semi-totality of human cultures are entirely and simultaneously put in contact and in effervescent reaction with one another” and there is consequently “no legitimizing transcendence,”4 no point from which the whole can be ordered without radical loss of diversity and complexity. 

				For those inclined to continental thought, archipelagic thinking can 
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				occasionally prompt a degree of anxiety, perhaps even hostility. This is in part because modern styles of the former (continental thought), with their emphasis on categorisation, predictability, abstraction, and universality, are still marked by their emergence during the Enlightenment (1687–1789) as a defence against the waywardness of the particular—a waywardness heightened by social upheaval, rapid cultural change, and, perhaps most importantly, by the discovery that Europe was merely one “in the sum total of civilizations.”5 Continental thought, notwithstanding its many virtues, is therefore shadowed by a hierarchical binary opposition between the universal and the particular, with the latter functioning as the naïve and/or benighted world from which the former struggles to extricate itself.6 In contrast, although Glissant privileges archipelagic over continental thought, he places them in a relation to each other of apposition rather than opposition, suggesting that their exchanges need not be hierarchical or antagonistic.7 This transforms conventional understandings of both terms, as Glisson argues in books such as Poetics of Relation (1990; trans. 1997), Introduction to a Poetics of Diversity (1995; trans. 2020), Philosophie de la Relation. Poésie en Étendu [Philosophy of Relation. Poetry in Extension] (2010),8 and so on. The implications of this revision of conventional terms could waylay us for some time, but for the purposes of this “Introduction” it is sufficient simply to say that it opens the possibility of seeing the world, perhaps in the here and now and not only in a utopian future, “as a dynamic totality of interacting communities, all aware of each other and constantly changing.”9 

				Openings

				But perhaps we have moved too quickly to what sounds like a conclusion. You might be demurring that archipelagic thought is barely worth announcing in a volume that takes “imagination” and “creativity” as two of its three key terms. Both are commonly associated with the new, particular, and diverse rather than the conventional, universal, and uniform, and to that extent can be placed at the antipodes of continental thought. Further, these “archipelagic” associations help explain why imagination and creativity are increasingly understood as key ingredients in the experience of wellbeing,10 which typically attempts to heal by restoring to the individual, group, or community a sense of agency in their own life. With all this in mind, it would be reasonable to look for the archipelago of imagination/creativity first in the traditional genres with which they are most closely associated: art, literature, music, architecture, design, fashion, and so on. And second, in the cultural locales where they have since at least the late 1970s become prominent, as seen for example in discussions about creative economies, cities, and institutions;11 in a wide range of academic disciplines;12 and as 
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				keywords in education, economics, healthcare, urban design, and industry.13 

				Many of these traditional genres are represented in this volume, but they are nevertheless not the archipelagos with which it is solely concerned. It can be argued that, notwithstanding their importance, they frequently reflect the dominance of Anglo-European traditions, which typically assume able-bodied rather than disabled agents14 and downplay the relevance of non-Western cultural traditions and contexts.15 At the same time, although it is often assumed that the notions of productive imagination on which they are based are universal, they in fact emerge only in the late-eighteenth and early-nineteenth century, as one amongst a variety of understandings of the imagination, many of which have powerful (even if not widely recognised) legacies in the present.16 The use of the word “creativity” to describe a human rather than divine power occurs still more recently. It appears in this sense first in the 1870s but enters mainstream discourse only in the 1950s, with its popularity steadily increasing every year after that, alongside related words such as creative, create, imagine, and imagination.17 Seen in this light, what had at first seemed like an archipelago, can in some moments and from some points of view look like the fruit of modern doxa and some would say commercial empire.18 

				If we want to foster “a dynamic totality of interacting communities, all aware of each other and constantly changing,” it is crucial to have an at least rudimentary understanding of the varieties of imagination, which includes the tradition/s on which they draw, the contexts which they engage and of which they are part, and the manifold ways in which they differ from, but also overlap, combine, and/or interact with each other. This is arguably all the more crucial in the twenty-first century where, on the one hand, computer-mediated communications have in effect compressed time and space and, consequently,19 “[t]he influences or impacts of cultures on one another are immediately felt as such” rather than stretched out across long time frames.20 And, on the other hand, creativity, narrowly conceived as a mix of “originality” and “task-appropriateness,”21 has become so dominant that it now “counts as something everyone is obliged to achieve.”22 The first, which brings varieties of imagination into proximity with each other, is eclipsed by the second, which by enabling the “convergence between artistic labour and post-Fordist, immaterial or cognitive labour”23 leads to what has been called the “creativity complex.”24 This in effect draws the varieties of imagination apart again, short-circuiting the dialogue between them and, therefore, moving out of sight its implications for our understanding of wellbeing.

				Time-space compression has a long history, beginning with the formation of global colonial and trading empires in the sixteenth century; taking recognisably modern form in the late eighteenth and early nineteenth centuries, in the wake of the Industrial Revolution; and then accelerating in 
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				the late-twentieth century, owing in large part to advances in computer-mediated communications.25 It is surprising therefore that academic study of the relation between creativity and culture is so recent. Just how recent is suggested by the first chapter of The Palgrave Handbook of Creativity and Culture Research (2016), entitled “Introducing Creativity and Culture, the Emerging Field,” which its editor, Vlad Petre Glâveanu, describes as “among the first large-scale publications to consider creativity and culture as a unitary research area.”26 

				This emerging field is enabled by what Max Helfand, James C. Kaufman, and Ronald A. Beghetto, in the first sentence of the first chapter of The Palgrave Handbook, describe as the “broad consensus on the definition of creativity” that has been in place “for more than 60 years.” This definition is the narrow view we mentioned earlier, which sees it as involving both “originality” and “task-appropriateness.”27 The second term (“task-appropriateness”) places creativity inside culture, which because it determines both the “task” and what counts as original can be viewed as the enabling frame for the first term (“originality”). At the same time, “originality” maintains enough of a link with the productive imagination for creativity to be presented as the ultimate source of culture and as that which opens spaces of possibility in the given. These superficially contradictory claims turn culture into a processual rather than static domain, which as it advances changes the contexts that determine both what counts as original and whether the potential for originality is widened or narrowed. Originality and task-appropriateness/culture are accordingly so closely entwined with each other that it makes little sense to study the one without the other. 

				Varieties of Imagination, Creativity, and Wellbeing contributes to this emerging field, even though it does so with a twist that we can introduce by noting that the contrary terms (originality and task-appropriateness) defining conventional notions of creativity does a lot of work. First, it divides studies of imagination from those of creativity, with the former focused on the solitary genius and the latter on more everyday individuals inside social, cultural, and professional contexts. Although in some contexts this distinction is useful, it tends to obscure the complexity and multiplicity of European histories of imagination, in which the entwining of imagination and culture in the everyday lives of “ordinary” people, the relation between individual and social modes of creation, and the extent to which imagination and commerce are entangled with each other are of more than passing interest.28 

				Second, although the “broad consensus on the definition of creativity” provided a useful first frame for studies of creativity and culture, it has also worked to eclipse the variety of imaginations/creativities and to occult the dialogue that in everyday life continues between them. And third, the emergence of “creativity and culture as a unitary research area” is roughly coterminous with the emergence of research analysing the extent to which 
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				dominant notions of “creativity” are themselves products of a particular culture that are aligned with neo-liberalism; inflected by Cold War discourse; powerfully oriented to the market; and involved in the aestheticisation of the social, a phenomenon endemic in late capitalism.29 When seen through this lens, creativity seems closely allied with “a type of economic, political, and social organisation in which all that matters … is efficacy, adaptability—unfailing flexibility” rather than, for example, with interactions where “participants exercise transformative effects on one another though the demands of recognition, of non-domination, and of liberty.”30

				The realisation that our understanding of creativity is the product of a particular culture, rather than a universal form differently realised in different cultural contexts, situates rather than dismisses the discoveries that take it as their starting point, while opening the field it had previously seemed to contain. In so doing it foregrounds the importance of archipelagic thought about imagination, creativity, and wellbeing—the catalyst for which in this ebook is conversation. 

				Talking With Each Other

				Varieties of Imagination, Creativity, and Wellbeing in Australia—the project and the ebook you have opened—is a collaboration between the Indigenous Knowledge Institute (University of Melbourne), Disability Studies, the Research Unit in Enlightenment, Romanticism, and Contemporary Culture (ERCC) (Arts Faculty, University of Melbourne), and the “Creativity and Wellbeing Research Initiative” (CAWRI). It brings together First Nations, migrant, and settler artists/writers/musicians, as well as people interested in the history of imagination (in whatever tradition) and those interested in creativity and disability, to explore what creativity, imagination and wellbeing might mean in different Australian traditions and contexts.31 The project set out to identify and examine points of contact and/or interaction between these different traditions and contexts, as well as any shortcomings in academic and/or dominant understandings of imagination, creativity, and wellbeing insofar as they are relevant to Australia. However, precisely because this project involved bringing sometimes radically different points of view and ways of knowing into proximity with each other, it soon became clear that if we wanted to avoid (or at least defer) the abstractions of continental thought, the best way of proceeding was via the to-and-fro of conversation. Although the last word in the previous sentence might sound anodyne, “modes” and protocols of conversation can differ dramatically from each other, opening the possibility of misunderstanding, so that “conversation” opens a space of both possibility and risk.

				The first stage of VICAW accordingly began with three separate group discussions, each involving artists, writers, performers, activists, and 
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				academics, which focused on notions of imagination, creativity, and wellbeing as experienced and understood in different communities, demographics, social groups, and professions. The first group drew together people living with a disability; the second First Nations; and the third those involved in academic study of art, literature, music, and so on. These categories were not exclusive and were understood to be in this context artificial, given that many participants could have belonged to two and sometimes to all three of these groups. These conversations were in themselves remarkable and “complete”; but they were also preliminary because they were turned towards participation in the second stage of the project, which brought people from each of these groups together in roundtable discussion. In this regard, the questions for each group were as simple as they were demanding: “What topics are crucial for a conversation about imagination, creativity, and wellbeing?” and “What do you want to share with others in this larger discussion?” 

				The roundtable was held on December 9, 2021, with 29 participants, at the 20th annual Symposium on Indigenous Music and Dance, which formed part of the 44th annual National Conference of the Musicological Society of Australia. It provided an opportunity for participants to learn from each other, build on earlier discussions, establish relations and networks, and develop a sense of what the next steps in this project might be. The discussion focused first on the traditions/cultures/understandings of imagination, creativity, and wellbeing that informed/inspired participants and/or from which they drew strength. It then turned to representation, understood as an omnibus category that included the role of medium (voice, ritual, genre, and so on); the environment/audience on which the work depends; what can, should not, or cannot be represented; and the power of stories, for good and for ill. This was followed by remarks on archive/memory, which explored what is needed to support, safeguard, and/or communicate (where appropriate) cultural stories. And, although we were by then running out of time, the discussion turned to “Futures,” during which exchanges centred on the role of the varieties of imagination/creativity in a world disentangling itself from colonial social imaginaries, marked by social inequalities, and threatened by climate change.

				The conversations and roundtable were unusual in at least three ways. First, they occurred in a research environment in which the relation between participants was one of exchange rather than extraction of knowledge, in which listening was at least as important as talking, and where the aim was to build understanding between people and groups. Second, each participant was considered to be a chief investigator, who owned their own story. And third, following from the previous points, it was agreed by all participants that they would not publish what was said by others. Although somewhat contentious in a research environment wedded to speed and 
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				quantifiable outcomes, these conditions help explain the active generosity of participants, the intimacy of what was discussed, and the sense of trust that developed during the conversations and roundtable. 

				These first stages of the project provided the foundation for the next, in which our many chief investigators were invited to develop what they had said in the conversations and/or the roundtable, for inclusion in the ebook you are reading. This broadened the conversation in four ways. First, some of the contributors drew in, as co-authors, their collaborators on projects that had informed their views on imagination, creativity, and wellbeing. Second, each contribution was read by two anonymous referees, some of whom engaged in an extended to-and-fro with contributors, bringing a new set of voices into play. Third, it brought us to Practice Lab, the student-led graduate design studio based at the Victorian College of the Arts, where we met three of their team, the talented designers Ethan Tsang, Mia Murone, and Georgia Hodgkinson. The design of Varieties of Imagination, Creativity, and Wellbeing—from fonts, colours, and ornaments to ordering devices, layout, and overall form—is their response to a brief, refined in a workshop with our contributors, which invited them to fashion an open rather than closed form, which could house a variety of voices, evoke a sense of roundtable conversation, and yet easily be navigated by readers/viewers. And fourth, when Haydie Gooder took on the role of copy editor, a fascinating conversation began with her about how best, in dialogue with authors, to edit contributions that were divided from each other by voice, genre, medium, and point of view and yet belonged to the same conversation. The object of this rapidly widening conversation was to realise, at least to some degree, even if only within the virtual covers of an ebook, the possibility entertained by Glisson of a relation between the whole and the particular that is one of apposition rather than either opposition or appropriation.

				Uncertainty, Imagination/Creativity,and (perhaps) Drastic Reorientation

				We are, of course, now deep inside another conversation, which broadens each time a reader/viewer opens this ebook. For those new to this group, a question is likely to arise for which we have no single answer, namely: “If Varieties of Imagination, Creativity, and Wellbeing in Australia  is akin to an archipelago, on which island should I begin?” Some will want to travel from the first chapter step by step to the end. Those with more peripatetic inclinations, will wander here and there inside it. And those more attuned to image than text, might turn first to the remarkable visual works re-presented in the volume, by Safdar Ahmed (figs. 11.15–17), William Blake (19.4–8), Lyndell Brown and Charles Green (28), Olafur Eliasson (1.1), Tim Ferguson (14.1–8), Iswanto Hartono (11.2), Glenn Loughrey (3.1), Thomas Risler (12.1–
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				6), and Melinda Smith (4.1), amongst others. Together they constitute a multi-dimensional gallery within the book—an expanse in which some of the most striking landmarks are: 

				Loughry’s “Treaty”—a painting that explores wellbeing in Australia as dependent on the strategic reimagining of self and country, which is “used by the Islamic Council of Victoria in 23 mosques, as well as in St Paul’s Cathedral, Melbourne, and other major institutions.”

				Works by Safdar Ahmed, Iswanto Hartono, et al., that together offer a glimpse of (amongst other things) the collaborative curatorial-practice of the Indonesian artist collective ruangrupa; the role of individual and community wellbeing in its work; and the transformation of art world institutions proposed by ruangrupa—as seen in 2022 at documenta fifteen (11.1–17). 

				Risler’s mapping of the architecture at the now decommissioned residential institution, Kew Cottages, where he lived, which by mixing documentary, interpretation, and self-expression evokes a realm usually hidden by the binary opposition between continental and archipelagic thought.

				Brown and Green’s panoramic “100 Years of Turbulence,” the original of which is fifteen metres long, which presents the artist in one of their many important roles, namely as witness, which is evoked in this work by “photographs taken across 100 years of catastrophic (and terrible) post-Enlightenment history,” from 1918 to 2018.

				Smith’s simultaneously focused and expansive meditation on the exchanges between imagination/creativity, embodiment, trust, communication and wellbeing, as seen in the video titled “AirDancer,” use her experiences as a dancer who uses Augmentative and Alternative Communication (AAC) as a result of her disability, to explore the topics of this book through the many forms of communication she utilises, including movement, touch, pattern, her voice, and technology.

				Ferguson’s expressive paintings of everyday life, rippling with the joy of active seeing, which culminate (for us) in the swirling blue and black lines of the wheelchair and the wry expression of the rider in “Never Stop Moving” (14.8).

				And, shifting to an earlier era, William Blake’s iconoclastic “ הי & his two Sons Satan & Adam,” which continues to challenge assumptions about what imagination is, the traditions to which [European notions of] imagination belong, and their involvement in the logics not just of liberty but unexpectedly also of domination.

				But no matter in which group you find yourself, you might find it helpful to know before you proceed further a little more about what is being discussed 
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				inside VICAW. For the first group, this will provide a glimpse of the landscape through which they will be travelling. For the second, it introduces a few of the many paths that they might like to take. And for the third, it foregrounds some of the ways in which the visual works illuminate or engage with other contributions. In the interests of economy, we will mention only four topics of conversation, with each followed by a list of contributions in which it is explored. Given that each of the chapters in this book engages with more than one and in some cases all of these topics, while branching out to other areas of interest, it is worth saying that these lists are not intended to pigeon-hole anyone or anything. We offer them only as doorways through which readers/viewers can step inside a still more wide-ranging conversation. 

				Traditions

				“Creative Responsibility: Shaping Purposeful Communities through Ceremonial Performance” (Chap. 3)

				“An Imagined Tradition: Varieties of Imagination in Enlightenment and Romantic Thought” (6)

				“Re-envisioning Imagination: Revisiting Kant” (13)

				“The Source of a Haunting and Authorial Survival in Aboriginal Australian Literature” (17)

				Archive/Memory

				“The Groove of Raypirri’: Following the Clapsticks into a New Generation” (8)

				“‘Minus Plus’ and The Art Project, 1975–1980” (16)	

				“Creating an ‘Archive’ that Centres the Legacy of Artists with Disability” (18)

				“100 Years of Turbulence” (19)	

				“Romanticism, Capitalism, Wellbeing, and the Long Age of Imagination” (1)

				Opening Spaces/Worlds/Possibilities

				“Designing Common Ground: Layout, Typeface and Media” (2)

				“The AirDancer: The Rhythm of My Body Shapes” (4)

				“AirDancer” (video) (5)

				“The Rockchick Files” (7)

				“Loneliness, Music and Gay Men: A Reflection on Darren Hayes’ Homosexual (2022)” (9)

				“Opera in a Time of Social Crisis: Developing a Community of Creative Care, Melbourne 2020” (10)
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				Futures

				“Lumbung as Method: Community, Wellbeing, and the Participation of Safdar Ahmed and Refugee Art Project in documenta fifteen” (11)

				“Untitled” [with eight paintings] (14)

				“A Transition to Crip Lit: A Plea for Disability Literature to be Included as Compulsory Reading for Secondary and Tertiary Students” (15)

				“Highlighting the unseen to co-create another reality” (20)

				Readers/viewers might be put off guard by our description, in the preceding pages, of a book unwilling to combine its points of view into a single view. The productive power of uncertainty generated by the multiplication of traditions and points of view should however not be underestimated. Readers/viewers should be warned that to enter the space opened by this volume, a space that lies midway between the absolute and the arbitrary, “may have severe side-effects, including drastic reorientation.”32

				Peter Otto, Anita Archer, Aaron Corn, Frederic Kiernan, and Anthea Skinner 
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				Form must on no account ever be considered as something to be got over with, as a result, as an end, but rather as genesis, growth, essence. Form as semblance is an evil and dangerous spectre. What is good is form as movement, as action, as active form. What is bad is form as immobility, as an end, as something that has been tolerated and got rid of. What is good is form-giving. What is bad is form. Form is the end, death. Form-giving is movement, action. Form-giving is life.

					Paul Klee, The Nature of Nature1

				 

				Ethan Tsang, Mia Murone, and Georgia Hodgkinson

				Designing Common Ground: Layout, Typeface, and Media is the title provided by Peter Otto and Anita Archer for the text they invited Practice Lab to contribute to the corpus of Varieties of Imagination, Creativity, and Wellbeing in Australia (VICAW). Visible behind or rather through that corpus is its “common ground,” an environment where traditional disciplinary barriers have blurred, as indicated most obviously for us by the inclusion of design as discipline in the academy. The inclusion of text from Practice Lab, introduced here by Peter Otto, embodies designers as characters themselves—a team of four, in this case, who are in their own practice working to find disciplinary common ground.

				 

				Peter Otto, Editor

				The philosophy of creativity developed by Paul Klee in the early decades of the twentieth century, summarised in the epigraph to this chapter, looks back to Romantic-era distinctions such as those between “mathematic” and “living form,” the explicit and that which “rouzes the faculties to act” (William Blake); form, sense, and play drives (Friedrich Schiller); and mechanical and organic form (Samuel Taylor Coleridge).2 At the same time, it anticipates more recent contrasts between, for example, the actual and the virtual (Gilles Deleuze); root-book and rhizome-book (Deleuze and Félix Guattari), the book and the book-to-come (Jacques Derrida), analytical and processual form (Michel Serres), design and meta-design (Tony Fry), and so on.3 Rather than picturing form as imposed on compliant matter, in this long tradition attention shifts from product to process and milieu, and consequently from form and matter to materials, flows, forces, and potentials. It is hardly surprising, therefore, that for those engaged with this tradition “the book” is both poison and cure.

				The organising forms of a conventional book—pages bound between two covers; contents in linear sequence; determinate beginning (the first word) and end (the last full-stop); author’s name as testament to origin and 
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				as sign of authority; font, ornaments, and images deployed to amplify its conceptual and material unity and autonomy; and assertion of copyright, which presents the book as intellectual property and commercial commodity—combine to produce “form … as a result, as an end,” and, with regard to the book’s content, as “something to be got over with” or looked through. In Derrida’s neat summary: “[t]he idea of the book, which always refers to a natural totality, is profoundly alien to the sense of writing. It is the encyclopedic protection of theology and of logocentrism against the disruption of writing, against its aphoristic energy, and … against difference in general.”4 As this quotation admits, Derrida has in mind an ideal book rather than actual books. It follows, therefore, that he tends to understate the frequency with which the latter contests and/or escapes the authority asserted and the unities conjured by the former; and, we can add, much the same can be said about Deleuze, Guattari, and Serres when they write about the book.

				But even if these remarks are true, they falls short of critique because by stepping back from actual books Derrida enables the ideal book (“the idea of the book”) to appear as ghostly backdrop for attempts to re-vision that medium, the type of argument with which it is commonly associated, and its relation to the external (what lies outside its covers). One thinks, for example, of Derrida’s Glas (1974), which dismisses nearly all of the conventions listed above, including beginning and end, linear sequence, unity, autonomy, and undivided voice of authority; Deleuze and Guattari’s A Thousand Plateaus (1980), an experiment in the creation of a rhizome- rather than root-book, which is organised non-sequentially, in “plateaus” rather than chapters, which although each is numbered and dated can be read in any order; and Serres’s books, which have been described as “honeycombed with tunnels and passages leading to other places, other topics, in other books,” and as together forming “a structure in which the local contains the global, and the global contains the local.”5 A key leitmotif in late twentieth-century developments like these can be heard in Deleuze’s claim, in the third chapter of Difference and Repetition (1968), that “true thinking consists in problem-posing, that is, in framing the right problems rather than solving them.”6 Seen in this light, thought necessarily takes form not as result or conclusion but as “genesis,” with its conclusion a beginning point.

				These last sentences introduce the conclusion/beginning of The Varieties of Imagination, Creativity, and Wellbeing in Australia (VICAW), the leitmotif of which has from the start been immersive roundtable rather than distanced overview, ongoing conversation rather than summary conclusion, welcomes rather than goodbyes. As mentioned in the first chapter, “Welcome, Introductions, and Acknowledgements,” the brief accepted by Practice Lab, refined later in a workshop with designers, editors, and 
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				contributors, was to design an open rather than closed form, a type of common ground, which could support a variety of voices, evoke a sense of roundtable conversation, and yet easily be navigated by readers/viewers, who would be invited to join in. Rather than “something to be got over with,” for the editors of this volume design was therefore understood as enabling ground and as such could be considered a “view” or rhythm/voice in our roundtable. More expansively: in this volume of twenty “contributions,” design was imagined as the twenty-first, which as ground touches and as rhythm/voice speaks to all the others and, in so doing, brings all into relation with each other.

				If you are at this moment reading these sentences, Practice Lab’s response to this brief can be seen all around you. When this volume appeared on your screen, you will have noticed first the image that introduces it and perhaps then those in the spaces between contributions, each markedly different from the others and yet belonging to the same set—as if they were bodies/voices distinct from each other, yet sharing the same humanity and seen/heard/felt in the same conversation. In these largely non-representational designs, colours and forms that are variously earthy, organic, spiritual, and geometrical combine to form: first, the shifting landscapes and skyscapes of the book’s common ground; second, a visual syntax that evokes the rhythms and metamorphoses of roundtable conversation; and third, a non-verbal frame that, from time to time, by nudging text into the background and image into the foreground, turns VICAW into a gallery of visual works, media, and forms.

				Amongst many other features, it is worth mentioning that Practice Lab chose left-aligned rather than justified spacing, making the eBook look less “finished” and, for this reason, more hospitable to multiple bodies/voices/medias and more open to re-vision. Much the same could be said about the underlined subtitles, a “retro” touch, and the white space that surrounds images and text, in which they sometimes seem to float. Rather than pages filled to the brim, there is space in the margins of VICAW for annotation, reflection, retrospection, movement, and conversation. The volume’s font is equally fascinating. As described in more detail by Ethan and Mia below, its history; links to modern technological and arguably democratic developments, which date back to the eighteenth and nineteenth centuries; and its contemporary re-visions, which add glyph support for Aboriginal words—make it a visual echo, albeit in a very different key, of VICAW as a whole. On almost every page, this echo quietly tugs the readers/viewers’ attention from the whole to its parts, from textual argument to its material bodies, which bring with them their own material histories, impulses, and community of forms.

				To turn from part to whole, its chapters, although numbered from 1 to 20, can be read/viewed in any order. And, still more broadly, the book’s 
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				common ground is framed by other elements of the design. First, by our choice of “Unlikely” as publisher (an innovative arts journal and ebook publisher), which links VICAW to the place (Naarm/Melbourne) where it began and slowly grew. And second, its publication under an open-access license makes it available free-of-charge to all, distancing it at least to some degree from the commodity and its spectres. And third, most importantly, the creation by our designers and contributors of a book that is complete when the roundtable is joined by you and the conversation starts anew.

				As is perhaps obvious, in the preceding paragraphs my voice has shifted from that of academic and reader/viewer to editor, a metamorphosis that tells me it is time to stop talking so that we can hear from the designers themselves.

				 

				Ethan Tsang, Studio Lead

				As a doctoral student researching and practicing in the field of graphic design, I often feel that the ways design and graphic design are understood by designers and non-designers are limited. Measured against the long academic traditions of the natural, social, and hard sciences, academic discourse about design and graphic design are in their infancy, with its characterisation as an academic field still often debated.

				Despite disagreements on the fundamentals of design, designers engaging in design discourse commonly agree on the need to: 

				distinguish more clearly the concepts and approaches appropriate for “design” and “design research”

				cultivate an inclusive design-research community and to garner support for including, in design research, knowledges drawn from the wide range of disciplines relevant to the field.

				These aims are urgent because without a community of reflection, a disciplinary sense of design, and appropriate means to work towards both, designers and design researchers are often left feeling lost or “unwell.”

				For us, Varieties of Imagination, Creativity, and Wellbeing opened a space to engage with all these aims and to think about what they are designed to foster, namely research. Indeed, in the context of this project research took on its basic meaning, namely “to search anew,” which in this case began with the search for design choices appropriate for the variety of textual, visual, and media forms this eBook includes. This took us into the community at hand, in Naarm (Melbourne), where we found the graphic design collective Counter Forms, founded by Dominic Hofstede, Vincent Chan, and Robert Janes and launched in May 2023.7

				Chan often speaks about the workability of graphic design through 
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				the perspective of the emerging graphic designer. In its financial model, Counter Forms issues local designer typefaces at a flat licensing model with the aim to provide purchasing power at parity for emerging (as well as established) graphic designers. As they explain on their website: “Counter Forms is a platform that champions emerging, discursive, antipodean type designers. Driven by typographic research, education and advocacy, we publish original typefaces and texts towards a more accessible, diverse and equitable future.”8

				Quadrant, designed by Vincent Chan, was selected as the primary typeface for this project because it supports the unique glyphs of Aboriginal words, but also because of its long history. Chan describes it as “a contemporary Ionic, amalgamating aspects of the well-known Clarendon genre across different continents with freedom and affection.”9 At the same time, it evokes a moment in graphic design and modern media history when “Ionic” began to describe a genre of typefaces that broke off from the headline-popular Clarendon typeface to meet the increasing body-text needs of modern distributed media as it shifted through the late-eighteenth and nineteenth centuries. 

				For a media platform, the project engaged Jan Hendrik Brüggemeier, coordinator of Unlikely, a transdisciplinary creative arts journal with an online publishing space. Jan provided information about the ebooks they had previously published and offered key insight into the context of online research publication and important advice on the medium of the ebook.

				And, finally, for layout it was natural to consult the contributors. Highlights here were, first, the discussions with Charles Green on the layout of his 100 Years of Turbulence, a photographic panorama, which gave us a sense of agency in relation to the presentation of the work. We felt like we were curators talking with an artist about an exhibition. Crossing back and forth over the gap that all too frequently separates artists and designers, Charles encouraged us to play with the treatment of his work while trading artistic suggestions for our developing assets and cover page. And second, the meeting convened by the ERCC on November 28, 2022, at the University of Melbourne campus, which brought together all available contributors, including Danny Butt, Mia, Georgia and myself. Here again gaps were being crossed, this time between designers and editors, writers, and artists. As we shared the progress we had made in our work, for comment and exchange, it felt like a research project developed by peers, quite unlike conventional relations between designer and client. 
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				Mia Murone, Publication Designer

				The regular and extended conversations in VICAW reminded me of the research discussions in RMIT’s Master of Communication Design, particularly the subject “Typography for Publication Design,” which was coordinated by Ziga Testen. Discussion of classic graphic design texts—such as The Crystal Goblet (1955) by Beatrice Warde, the first essay of which is subtitled “PRINTING SHOULD BE INVISIBLE,”10 and The New Typography (1928) by Jan Tschichold, which championed functional as opposed to ornamental design11—would often end by questioning the relevance, for contemporary design practice, of historical graphic design philosophies like these, in which the designer and the creativity of design work vanish. The VICAW project enabled me to push this questioning further, through notions of the designer as author, which implies agency and responsibility, and of design as a process in which the creative work of the designer is collaborative but not hidden, visible but not dominant—notions that have come to underscore my practice more broadly. 

				In this project, the process of design included choosing design areas to push towards experimental forms and those where a more conservative approach was appropriate. Construction of the grid (columns, gutters, margins, and the relation between them) was a clear thought and research exercise, with line length and leading/line height (the distance between lines of text) approached in terms of accessibility and reading fatigue: when the text was academic and dense, I worked to display text in an easy-to-read manner, particularly when it stretched over many pages. Similarly, creative texts that are short and powerful are depicted simply or matter-of-factly. 

				As this suggests, rather than imposing a set of strict rules, as graphic designer in this project I approached each piece of writing individually, in order to ensure that the content/voice/feel of each was reflected in or assisted by design outcome/expression. This work subverted the most ambitious claims of designer authorship in the Modernist tradition (the designer as solitary genius) and the Modernist mantra that a good design should speak for itself (the designer should stand apart from their work and should not speak), as well as the egoist assertions of some contemporary versions of graphic design (the designer becomes a voice in its own right). Instead, graphic design had here clear functions: it acted as a medium in-itself, the common ground on which the book’s multiple voices could be heard and multiple forms could be seen in roundtable conversation with each other. Indeed, one might say unique to graphic design (along with its orthographic quality) is its essence as a medium. As graphic designers, it could be said that we embody the medium.
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				Georgia Hodgkinson, Asset Designer

				The development of the book’s assets was a journey in itself, which was encouraged by the enthusiasm with which editors and contributors responded to the icons that were initially developed. Despite this enthusiasm, I felt that they were not yet complete. For me, the most important thing was to convey the particular nuances of each textual or visual contribution, in ways that indicated their individuality and yet their equality with each other. They needed to be individual but belonging to the same family, together and yet separate, unique and yet similar.

				Within Practice Lab, individual and group feedback was ongoing, with Danny, Mia, and Ethan all contributing; but after these sessions I always wanted to develop the designs further. I felt that the iterations as they then stood did not suit my experience of the group of contributors or their writing. Along the way this was something I did not feel I could adequately communicate, even after sitting down and discussing what we would say in this text. Eventually, I settled on a spiritual aesthetic that came from diving into/reading these works, which seem to me to be “spiritual” and “inner-mind.” They were so personal and so far from my own circumstances and lived experience that I felt I was not in a position to assign/distil a shape for them, preferring instead to leave the designs more ambiguous.

				As the design evolved, I became dissatisfied with the term “icon,” which conveys a sense of uniformity, and moved to something more organic. An icon tends to represent something concrete, whereas the assets now bring out the ephemerality of interpretation, of the writer-to-reader relation not as expressing something definite, but more like initiating a feeling, as opening a graphic/creative/interpretive space.

				Being a part of this e-publication project has felt more like a collaboration between peers, rather than clients or disciplines.

				 

				Mia: That’s true. It is amazing how inherently collaborative these processes are. No matter how much we’re told to see design and artistic practice as individual pursuit, it is never that.

				Georgia: Ultimately, it all goes back to the roundtable!

				 

				Ethan:	And much of what this project is about is what we were looking for and aiming to build in Practice Lab.
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				Abstract

				Across Indigenous Australia, traditions of ceremonial performance shape purposeful communities through formal, educative processes in ancestral law. However, more than encoding abstract moral codes in creative forms like song, dance and design, performance generates attentiveness to the living connections of people and place that constitute experience. Creativity within ceremonial traditions is therefore inseparable from responsibilities to generations past, present and future. In this article, we give definition to nuanced intersections of creativity and responsibility by foregrounding distinct yet related voices on Yolŋu, Warlpiri and Wiradjuri ceremonial and artistic practices. We explore the formation of leaders through ceremonial processes, the impact of creative practices on physical and spiritual health, and the creation of harmonious relations through performance. Through these varied scenes, the imperative to create and to do so responsibly, emerges as a challenge to those seeking vibrant community in contemporary Australia.
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				Introduction

				Across Indigenous Australia, creativities of song, dance and design connect the present generation with the “old people” and “the way of the ancestors” they followed.1 Song, dance and design shape purposeful communities through ceremony as a formal, educative process in the “right way” of doing things by “following the footprints of the ancestors.”2 Moreover, performance is held to enliven original patterns of creativity the ancestors brought about. These patterns interweave variegated people, places and stories into lifegiving communities, held together by responsibilities of nurture, as between a mother and child,3 and patterns of ecological movement, as in the formation of clouds which eventually fall as rain, watering the land through flowing streams.4 

				Expressed with such poetic beauty in a variety of ways across Australia,5 ancestral laws concern obligations of marriage bestowal and the care of kin, political structures, ecological management, pathways of trade, and roles within initiation and funeral ceremonies. We might therefore adduce a responsibility to create, in assiduously working to sustain present life within ancestral law; and an obligation to be responsible in creativity, in giving appropriate expression to the complex associations that coalesce in the creative event.6

				For Yolŋu people from northeast Arnhem Land, rom is a common term that refers to the body of ancestral law handed down from the original ancestors over countless generations. Rom is informed by observations of the Yolŋu homelands that the original ancestors made to guide their living descendants in the “right ways” of doing things. The term also connotes culture, proper practice and the correct way.7 The performance of sacred manikay (song) and associated buŋgul (dance), miny’tji (design) and yäku (naming), carry important clan identities and patterns of affiliation between family groups and country. Performance reveals a “way of moving through life”8 and to follow the steps of your forebears is perhaps the greatest of Yolŋu virtues: those who follow the law are considered responsible, dependable and trustworthy.9

				Creative forms like song therefore fulfil an important role in shaping purposeful communities. Song does not simply encode an abstract moral code or body of doctrine but fosters qualities of respect and discipline, through the various responsibilities of different groups in coordinating and performing ceremony. For Warlpiri ceremonial leader and educator Wanta Jampijinpa Pawu, whose father’s country is Kulpulurnu in the Mt Barkly region, Northern Territory, gatherings like the Jardiwanpa ceremony are about learning to live together, to become an interdependent and dependable palka (body), working to nourish and sustain one another.10 The ways different people, stories and places are brought together in such 
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				events are also related to aesthetic considerations. For Yolŋu, ceremonial performances give expression to madayin¸ the deep beauty of the world as shaped by original ancestors.11 In manikay, singers improvise simultaneously, utilising rich vocal timbres to create a thick and brilliant texture that enlivens the lifegiving connections of people and place.12 Brilliance, complexity and the evocation of emotion through poetic juxtaposition revitalise connections through laws and ceremonies that, in Ngarinyin elder David Mowaljarlai’s phrase, keep everything “standing up alive.”13 

				As a gathering of different voices, stories and generations, ceremony also holds an important celebratory function. In performing, one learns about and strengthens what Yolŋu call ḻuku (footprints) of ancestral identity, expressed in gamunuŋgu, the sacred designs and narrative repertoire belonging to every clan; for Warlpiri, whose language, ceremonial forms and ways of life differ significantly from the Yolŋu (Warlpiri are a desert people), these designs are known as kuruwarri (ancestral designs, narratives, law)—a birthright that bestows rights and responsibilities (see below). For Yolŋu and Warlpiri, such ancestral designs are celebrated through contemporary media and within everyday life. If you are in North-east Arnhem Land, for example, and you see a Yolŋu person wearing a printed T-shirt with a porpoise or a shark on it, it is likely that the species depicted features in the ceremonial names, songs, dances and designs of their homelands.14 Similarly, in overlaying family photographs on social media with different filters, designs and colours related to ancestral identities, Deger writes of the absent subject becoming present: family who are sick, far away or deceased are recognised through thick connections of narrative that such techniques can generate.15 More than postmodern bricolage, these examples indicate an intentional foregrounding of relational connection: to figure ancestral designs through performance is to attend to responsibilities concerning the vitality and wellbeing of living communities.

				In what follows, we continue to give definition to these nuanced intersections between creativity and responsibility, focusing on perspectives from Yolŋu ceremonial leader Brian Djanirrawuy Gumbula-Garawirrtja and Warlpiri scholar Wanta Jampijinpa Pawu, as well as considering the experience of artist Glenn Loughrey, for whom artistic practices have been integral to discovering and engaging with Wiradjuri connections, country and law from central New South Wales. We explore the formation of leaders through ceremonial processes, the impact of creative practices on physical and spiritual health, and the creation of harmonious relations through performance. Through these varied scenes, the imperative to create and to do so responsibly emerges as a challenge and possibility for the formation of vibrant communities in Australia.
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				Responsible Leadership: Trust, Diligence and Märr

				For Yolŋu, leaders emerge as those entrusted with ancestral knowledge because of their demonstrated diligence in giving expression to that knowledge; this is the responsibility to attend to one’s elders and the raki’ (stringline) of ceremonial performance passed through the generations.16 By attending to the many different voices and stories that coalesce on the ceremonial ground, individuals demonstrate raypirri’ (respect, discipline), in seeking the appropriate expression of ancestral identities within the present context or, as Wägilak ceremonial leader Daniel Wilfred puts it, “for a new generation.”17

				Ceremony structures stages of educative development and public ceremonies are important in all aspects of social and political life. For instance, there is a wide array of legal processes enacted through garma ceremonies, including the initiation of boys into bachelorhood, healing and palliative care, extensive funeral and purification rites, diplomatic exchanges between clans, and resolving disputes and disciplining offenders. Leadership within the ceremonial system requires decades of diligent study. The terms dalkarramirri and djirrikaymirr are also specifically attributed to mature men, respectively of Yirritja and Dhuwa clans, who are trained to lead public ceremonies and are authorised to sing likan yäku (literally “elbow names” or words that express a sacred connection) invocations on behalf of their clans.18

				Yolŋu leader and ceremonial director Brian Djangirrawuy Gumbula-Garawirrtja reflects,

				It’s not easy to become a Yolŋu leader. It’s very hard. It’s very hard and I fought all through my life to become a leader, since I was a boy. I worked very hard. I had to prove that I am a good person and have good judgement, and that I will be responsible—for the good of the community. To earn this responsibility, my formal education was through ceremony. This started when I was little. So it’s very important for me to pass on everything that I know to people who can carry on my responsibility, with the same good judgement. When I run a big ceremony, my role is to give everyone their jobs. In the real world, this has many challenges. It is hard work. We have to have a very clear understanding of what needs to be done and who needs to do it.19

				Within Warlpiri ceremony, there are nine initial levels, identified by progressively bigger and bolder birds of prey who hunt their own ascending layers of airspace in the big sky of the Warlpiri homelands. Grade one is named after the small Karr-karnpa (Brown goshawk), who flies through the underbrush to flush out small prey, and grade nine after the Warlawurru (Wedge-tailed eagle), who can hunt from two kilometres above the Earth’s surface.20 Pawu explains how these stages relate to social responsibility:

			

		

	
		
			[image: ]
		

		
			
				44

			

		

		
			
				It’s all to do with different stages, all these so-called certificates. But eventually, you get this last one and it’s the main one. Whoever wants to receive all these levels of ceremony, these are what we call yapa-mardarnu [literally ‘people-keeper’], someone who helps to bring others back onto the right track if they go astray. This has to do with law. You have to do this last test to attain that one, which we call yuwuwarlpiri or ‘high standing.’ We give all people high standing through ceremony, in the sense that older men become yuwuwarlpiri to the young initiates, who in the future will pass this on. Yuwuwarlpiri looks after things for a lot of people. And he’s a good character and makes sure people’s wellbeing is looked after. That’s the last level—yuwuwarlpiri. They explain, that’s a yapa-mardarnu, what I call a ‘people’s people.’21

				Ultimately, Indigenous elders and ceremonial leaders are responsible for upholding ancestral law. That is, continuing their peoples’ traditions, maintaining peace and social order, and sustaining workable relationships with related groups, while simultaneously negotiating newer challenges and opportunities across a much wider array of present-day entities representing extraneous government, commercial, educational, cultural and other interests. As seniority in Indigenous law grows, so too do responsibilities to provide, negotiate and arbitrate on behalf of other citizens. This places a great burden on leaders like Gumbula-Garawirrtja and Pawu, especially in the context of declining engagement with traditional forms of creativity, language and connection to country, where there are few remaining singers who can perform ceremony properly and to a high standard. 

				Efforts to revitalise the educative processes of ceremony, as in Pawu’s work engaging with youth in Lajamanu through the Milpirri Festival,
22
affirm the importance of creativity in maintaining holistic health and wellbeing, both physically and spiritually, across personal, social and environmental domains. Despite the centrality of ceremonial learning to the Warlpiri way of life, by the twenty-first century, an entire generation of young Warlpiri people had been raised at Lajamanu with no access to regular annual ceremonies, reduced understanding of the classical Warlpiri language needed to learn traditional songs, and no clear understanding of Warlpiri social organisation; all these interwoven systems were on the verge of lapsing completely.23 

				The Milpirri Festival, which joins men’s purlapa and women’s yuwalyu (ceremonial songs) with hip-hop and multimedia production, envisions a new future for Warlpiri society in which traditional knowledge, processes and values can continue to exist in the contemporary world and even be understood to hold important lessons concerning balance, respect and responsibility. These traditions of song and dance are particularly suited to such development, as they represent two gendered forms of ceremonial 
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				performance open to public audiences and utilised in open educative and celebratory contexts, whereas other song traditions across the desert can differ in purpose, with functions ranging from initiation, child birth, healing and participation in ancestral renewal. Milpirri began in response to a youth suicide in Lajamanu. The young man was from a clan who hold the wataya-warnu (seed) tjukurrpa (dreaming). As the elders gathered to grapple with why this had happened, they decided that they needed to plant something new, a seed out of which new life would emerge. Milpirri is that seed, an opportunity to “start looking at each other’s stories and valuing one another. Because eventually, you are your ngurra (home) and your ngurra has the story and history of you. That’s why I think some people need to go back and be who they’re born to be.”24 

				For Yolŋu, ceremony also strengthens people, teaching them how to get along with one another and builds resilience in the face of social and cultural challenges. Yolŋu hold that diligently working to prepare and participate in ceremonies, and being respectful and helpful to others in everyday life, is a primary way to accumulate märr.

				The term märr has no direct equivalent in English but it connotes a sense of the inner strength, enlightenment and wellbeing that can be derived from ancestral power. James usefully notes that märr “always refers to the inalienable relationships of the bäpurru, to its sites, language and ancestral essences.”25 Märr is strengthened over time by being a generally good person and diligently following law, and it can dwindle if a bad lifepath is taken. Those who accumulate greater märr are thought to be more stable, fruitful and fulfilled, hold better prospects for marriage and parenthood, and be suited to positions of authority and leadership.26

				Märr also relates to qualities like trust. To be entrusted with something and to live up to that trust is to demonstrate that one belongs to märr, that this quality of ancestral power is sustained through one’s action. To fulfil one’s responsibilities, whether those are the care of ceremonial objects, people or country, is to sustain märr. To go against those responsibilities—by breaking law or social mores—is to set things out of kilter or provoke conflict, jealousy or other social and ecological ramifications. 

				Because märr concerns the ongoing efficacy of ancestral precedent and law, we might also consider its aesthetic dimension within expressions of song, dance and design. Märr is recognised in the vitality of many voices combining in manikay, creating a thick, heterophonic texture that produces a quality known as bir’yun (shimmering brilliance).27 Manikay performances begin slowly, perhaps with just a few singers and, as the hours progress, many others come to join in. The songs become faster and more energetic, and singers are spurred on by cries of “one more, one more.” The singers huddle together in a tight circle and the aural texture can become so thick that identifying individual lines is nearly impossible. In this complex aural 
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				brilliance, the present generation discern the power of their ancestors, giving vitality to present life. As brows glisten with sweat and voices crack with emotion, märr can be felt as a force that sustains vibrant community. It is a feeling of happiness that comes about when everyone is involved, and a sense of resolution that any antipathies are put to rest and relational harmony restored.28

				Strategic Reimagining: The Praxis of Creativity

				The Wiradjuri concept of yindyamarra (respect) from central New South Wales also conveys the dynamic interplay of wholeness, beauty and responsibility seen in Yolŋu ontology, and which will be explored in relation to Warlpiri ngurra-kurlu (home-having) below. In Yindyamarra Yambuwan (Respect Everything), a short film directed by Bernard Sullivan in collaboration with Flo Grant, Stan Grant and other Wiradjuri elders, mutual respect is explored as a concept that entails practical responsibilities to give honour, go slow, take responsibility, and think before acting.29 Recently, with the consent of Wiradjuri elders, Charles Sturt University, which has campuses on Wiradjuri homelands, has adopted yindyamarra winhanganha as an expression of its core ethos. Yindyamarra winhanganha has been translated for this purpose as “the wisdom of respectfully knowing how to live well in a world worth living in.”30

				Qualities such as mutual respect and responsibility can also be seen in contemporary Wiradjuri artistic expressions, especially where these are understood to strengthen a sense of balance and wellbeing. Practices like painting, writing and filmmaking can enliven a deeper understanding of human relationality and wholeness. For Wiradjuri artist and priest Glenn Loughrey, creative practices like painting and writing have been an important part of discovering and engaging with Wiradjuri connections, country and law.31 Through his artistic work, Loughrey considers how wholesome relationships might be brought about in a context of dispossession and the negotiation of treaty, and in which wellbeing depends on creativity and the strategic reimagining of self and country: 

				Dispossession from our country and loss of language, law and spirituality has shattered lives; our sovereignty has been discarded for an imposed sovereignty. A strategic reimagining allows us to recalibrate how we have thought about ourselves and how we respond to others, who often begin with a view of Aboriginal people as deficient—we are ever the victims of others’ perceptions. We are not what they see: we are the unceded people, embedded within country. We belong to no-one but ourselves—we are country. This identification is at the heart of our creativity.32 
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				Loughrey has described how his creative process begins by attending to country, in seeking to discover ancestral “patterns and stories that are lost in where we are.”33 As he paints, connections emerge through the canvas; images “begin to appear as I walk across this space, giving me permission to tell it’s story.”34 This is a living, relational process, “a conversation with country—it’s listening to country and it’s allowing country to tell stories.”35 Sometimes this can be surprising, like realising there is “an elephant on country” that just “popped up.”36 As a painting takes shape, the emergent narratives and connections also shape the painter. Loughrey recalls,

				One of my first memories as a three-year-old child was this circus train that went about 40 metres past the back of our house, stopping to allow my brother and I to get close to see the elephant that was on the back. But it’s also the elephant on country, about land use, caring for land, caring for country—how we ignore one whole set of knowledge and understanding and replace it with technology and western thinking, that we don’t understand the knowledge and wisdom and the practices of the peoplewho were here first.37

				In a similar way, Pawu has spoken about creativity in ceremonial and intellectual contexts as a process of hunting, both an exploratory activity and one in which the hunter, attending carefully to the environment he or she is in, assiduously works their body into country. Attending to country is also observing the complex interactions of people that are inseparable from place—negotiating who we are in relation to others.38 In this sense, creativity is a continual reworking of identity as we listen and respond, always becoming who we are alongside those who are diffrent. In this way, Loughrey describes the praxis of creativity as a strategic reimagining, which relates to our relational responsibilities: 

				Strategic reimagining is the praxis of creativity. More than a range of ‘creative practices’ per se, creativity is this work of listening, hearing, and reflecting that allows us to adapt, adjust and bring into being what the old people also heard. It is a deep listening, with all the senses, that allows you to embrace the unexpected, unwanted and the unnameable. 

				I come to these questions of creativity recently unpacked and presented to the world as Aboriginal, not so much as an artist who paints but as a person who participates in healing and emerging wholeness. I haven’t had the ceremonial processes that some Yolŋu and Warlpiri carry on today. But what I have been given is the capacity to communicate through art. While there are always temptations to do other things, I understand my responsibility to practice my practice, that genuine respect and truth might emerge through my work.
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				My experience of becoming through creative practice is a pathway from what I was to what I will be—when I live among the ancestors. Once I recognised my responsibility to create, the dysfunction in my life began to disappear. I’m a lot more able to deal with things and I’m able to controlthose things that would make me dysfunctional. This is a very important, not only for the self but for the wellbeing of others. In whatever way you are creative, whether that’s ceremony, art, dance or something else, it is important that you create with respect and with the intention to engage genuinely with others. 

				Within my own painting, I seek re-existence through country, from which so many have been dislocated, and which is mother, home and heart. If, as a people, our life-giving relationship with country has sustained us since the beginning of time, it is through a deep strategic reimagining of self and country, that we might reaffirm this sovereignty.

				Loughrey’s painting “Treaty” (2017) (see fig. 1) encapsulates many of these ideas, in seeking to affirm Indigenous sovereignty in the ways we come together and create something new. “Treaty” is a creative reimagining of who we are through the ancient laws of this land: “Only when deep dialogue occurs between equals” will “true sovereignty” emerge and be recognised.39 This painting has been reproduced electronically and used by the Islamic Council of Victoria in 23 mosques, as well as in St Paul’s Cathedral, Melbourne, and other major institutions. Loughrey explains,

			

		

		
			
				Figure 1. Glenn Loughrey, “Treaty” (2017). Reproduced with the kind permission of the artist.
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				The piece uses red to signify the bloody history of our country, the black lines as the fences and policies we have used to further that history, the black and white squares as the way we view our selves in opposition. The tentative yellow lines and the meeting place reminds us that we have only just begun and that this process is fragile and can collapse at any time.40 

				In “Treaty,” the criss-crossing lines also reflect the many intertwining people, places and generations that constitute country. These multiple dimensions coalesce in the creative event. In a similar way, Loughrey understands the Uluru Statement from the Heart as an example of creativity being utilised to chart a course of hope.41 More than assuaging guilt or demanding recompense, it is a call to return to wholeness and offers restorative justice by forging a new way of walking together. As in the Yolŋu Makarrata—in which animosity is put to rest when the offender stands to receive the punishment of a spear in the leg42—we are to stand and face our past so that the future emerges as one grounded in integrity and respect.

				Embracing Your Birthright, Embracing the Future

				For Pawu, responsibility to one’s birthright is essential to shaping healthy communities. By birthright, Pawu refers to hereditary rights to land, ancestral narratives, kuruwarri (designs), purlapa and yuwulyu (ceremonial song, for men and women respectively). The younger generations learn about these rights by participating in ceremonial processes which, more than a celebration of difference, encourage maturity and responsiveness to the different social obligations that these rights entail. For instance, the Milpirri Festival in 2016 celebrated Kurdiji, the time of initiation when young boys become men. Kurdiji also means “shield” and initiates carry shields decorated with the different kuruwarri belonging to their four grandparents, each representing a different group within Warlpiri society (see below). Responsibility to the laws and traditions represented on the kurdiji provides a malkarri (map) that helps Warlpiri navigate life and “become guardians and protectors of our homeland.”43

				As a formative process, ceremony is a call to maturity: “Ceremony is really saying, ‘It’s time to embrace your birthright.’”44 Rather than fostering partisan identities, this is a celebration of connections and relationships as integral to healthy communities. Your birthright gives you coordinates through which you can relate to others, and the opportunity to “live your own story”—to have a place, identity and purpose. These ideas are encapsulated in the concept of ngurra-kurlu (“home-having” or “home within”), a pattern for living laid down by the walya-jara ancestors and which shows us how everything is related, and which affirms five elements necessary to a flourishing society: walya “land,” kuruwarru “law,” manyuwana “ceremony,” 
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				jaru “language” and warlalja “kin.”45 We will only live healthy lives when we look after these hereditarily bestowed gifts.

				Within this system, each of the four main groups in Warlpiri society are equal and responsible to each other under Warlpiri law. These groups are represented by the cardinal directions and the fourfold categorisation of descent, from mother’s mother, mother’s father, father’s mother, father’s father. The formal learning process of ceremony is governed by senior elders who represent each group and negotiate decisions and agreements that seek to maintain balance within the whole. Because all groups are closely related through family structures, each has a vested interest in delivering good outcomes for other groups as well as their own group.46 These relationships are strengthened through ceremonies that require each group to take responsibility for different component parts.

				The following narrative, recounted by Pawu, conveys the importance of responsibility to one’s birthright, an inheritance which gives you all the necessary tools for survival:47

				I could tell you a story about where this responsibility comes from. In the dreamtime, there was a warrior coming up through Devil’s Marbles. He was a Jangala [name of a patri-semimoieties; “skin name”]. And when the Jangala comes through, he found some honey up a tree. And because he had an axe, a special axe—it seemed to be made of meteorite or something, so it’s really special—every time he made connection with the wood, it gave this resonant sound. That’s all in the songline. 

				There was another being, a demon, walking across. He hears the sound of the axe connecting to the wood and the vibrations are beautiful. He just knew, ‘That’s a special axe that fellow is using.’ So he goes and follows the sound of the axe making connection with the wood. And the demon sees a young warrior trying to get honey and he goes up to him and says, ‘Hey, let me have a look at that axe.’ The young man said, ‘Oh, no. I’m not finished.’ So, he keeps on hacking the wood.

				The demon comes closer and he goes around on the side to try and snatch it off him because he’s getting angry: he’s not allowing him to look at the axe. But he had another plan, just to try and snatch it and run away with it and disappear with it. But the young man is very clever: he knows he’s about to try and take it off him. So he changed it to another hand, like that, away from him, and keeps hitting. When he comes around, he just took it back to his other hand, and kept cutting the tree.

				Well, that annoyed the demon and eventually he just had to rush him, trying to take it off him. But the young man somehow evaded him, you know, always keeping that axe the furthest away from him and changing it like that, hand to hand. So eventually, they’re chasing each other round and round, and it happened for days and weeks, just chasing. Eventually, both of 
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				them fell down exhausted. Both of them died and the young man, he died with his axe in his hand, still away from the dead body of the demon. 

				You can see, that’s responsibility because if you’re going to live in the desert or anywhere, the first thing you have to know is to how to make an axe. That’s going to give you a boomerang; that’s going to give you spears; that’s to let you chop the wood; that’s going to make your humpy. It’s that responsibility: it’s called kurrwa [stone axe]. That’s short for kurawarri. Wielding your stone axe is wielding your kurawarri.48 It means responsibility for your stories. That’s what it means. Never give you kurrwa to another person. That’s your responsibility and that’s your birthright.

				Emphasising the dynamic interactivity of ngurra-kurlu as a system that enfolds all things, Pawu’s teaching encourages us to become responsive and responsible to the birthright of others. The above story also tells us that one’s birthright is also to be cherished. Like the kurrwa (stone axe), it is a gift from the ancestors that can sustain us—something which we have not created but, as we learn to use it, resonates with beauty and yields what we need to survive. Creativity is knowing how to use our kurrwa with responsibility and for the wellbeing of others and to embrace our birthright to embrace the future.

				Importantly, holding tightly to your birthright does not preclude collaboration and sharing. Indeed, Pawu understands the law of ngurra-kurlu—the dynamic interactivity of different people and country—to be the Warlpiri gift to the nation, through which all who live in this land might learn to become Australia, bound together as Yapa (Aboriginal) and Kardiya (non-Aboriginal) people.49 When it comes to collaborative engagements across cultural and ancestral differences, 

				This doesn’t mean you can’t share your knowledge: you have to find out how your kurrwa is a gift to others. The demon represents aggressiveness. You know, forcing. But sharing comes through your ceremony. It’s a way of learning from each other. That’s why we have Jardiwanpa [ceremony], so everyone can learn from each other. If you come into a group that’s singing a song, you have to hold a shield or a boomerang over your head to show respect to that mob, because you want to feed off them. So it’s like coming to a dinner table: when you learn knowledge, you’re actually feeding on it. It shows like that. With that respect, people can share. If you become aggressive, if you are a troublemaker, you can’t be allowed to learn all these ways. 

				Pawu encourages us to understand the relational quality of wantarri (gift) as the original character of this land.50 This is the lifegiving blood that flows through the veins of the kangaroo, recognised in ceremonial connections of exchange and reciprocity that criss-cross people and place, from New South Wales to the Kimberly.51 Following this law, we understand that the responsibility to create—to sing, dance and paint — is nothing short of the responsibility to sustain life in all its vibrant beauty and generative possibility, by becoming “a gift to one another.”52
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				Abstract

				Melinda Smith is a professional dancer. She also has cerebral palsy that affects her movement and speech. “The AirDancer: The Rhythm of My Body Shapes” explores Smith’s collaboration with instrument designer Alon Ilsar utilising the AirSticks; a wearable musical instrument that responds to three-dimensional movements that can be programmed to respond to the unique abilities and musical needs of the performer. As someone who relies on Augmentative and Alternative Communication methods (AAC) as a result of her disability, Smith used the AirSticks to create a composition that incorporated not only music and dance, but also poetry, overlayingmusical notes with the electronic voice of her communication device and her own speaking voice (which many find difficult to understand). The resulting performance blurs the lines between artforms to explore concepts of communication, disability and representation. The “AirDancer” will be a publication in two parts, featuring a video of the final performance ofThe Rhythm of My Body Shapes with interviews with the collaborators,and a written essay explaining the processes behind the composition in more depth.
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				Introduction

				Melinda Smith is a professional dancer living with disability. Her movements and speech are affected by cerebral palsy, and she is also hard-of-hearing; elements of her identity that are key to her performance practice. Thisarticle discusses Smith’s collaboration with composer and instrument designer Alon Ilsar and the resulting performance, The Rhythm of My Body Shapes, which premiered at Melbourne Design Week in 2022. In this multimedia performance, incorporating dance, music and poetry, Smith played a gestural controller co-designed by Ilsar known as the AirSticks.As a dancer with disability, Smith had long dreamed of being able to create and perform her own music but could not find a musical instrument thatwas accessible to her until being introduced to the AirSticks. This paper outlines the creative process behind The Rhythm of My Body Shapes, focusing on Smith’s experiences of being able to actively engage in music making as a professional performer for the first time in her career.

				By using the AirSticks to create music and poetry in direct response to the movements, both planned and involuntary, of her disabled body, Smith’s work explores embodied creativity through the lens of someone whose body very noticeably plays a role in not only shaping cognition, but in shaping the very performance itself.1 Smith’s movements, sometimes deliberately manipulating the sound, sometimes spasming in reaction to it, demonstrate in ways that non-disabled performers cannot, the corporeal reality behind the rejection of the idea that we as humans must automatically move directionally from perception to cognition before finally reaching an action.2 Throughout the performance, she embraces the unpredictability of her body and the tensions that it creates, including the broader implications on her life such as her reliance on diverse forms of communication.

				This project began as part of a broader study into the application of 3D printing technologies to musical instrument design funded by the Australian Research Council and led by Aaron Corn (LP190100419). As an expert on disability music culture and adaptive instrument design, Anthea Skinner’s role in this study was to explore applications for creating musical instruments for people with disability, and at the suggestion of grant co-investigator Jon McCormack, Ilsar’s co-researcher at Monash University’s SensiLab, Skinner began consulting with Ilsar about the AirSticks project. One of the major limitations of many musical instruments designed specifically for people with disability is that, in an attempt to be inclusive, many designers simply look to create instruments that are simple to play.3 While simplicity is not a problem in and of itself, it can limit a performer’s creative control if it does not allow for more complexity as a player’s skills progress. As a result, few of the available adaptive musical instruments previously on the market have been used by professional performers, with 

			

		

	
		
			[image: ]
		

		
			
				66

			

		

		
			
				disability or otherwise.4 To that end, in order to assess the usefulness of the AirSticks for performers with disability, it was necessary to conduct a trial that explored their possibilities for use by a professional performer with disability. Smith, who had worked with Skinner in previous performances seemed the perfect choice. She had an extensive dance performance practice as well as a love of music, but had never had a chance to play an accessible musical instrument before. She brought Libby Price to the project as her long-time artistic collaborator and support worker. Although this project originally grew out of the broader 3D printing project, it quickly took on a life of its own, attracting funding through the Australia Council for the Arts. This paper outlines the first phase of what will become a broader longitudinal study in which our collaborative team continues to explore both research and artistic goals around adaptive and inclusive music and dance.

				At the outset, our team conceived of this project as focusing on a musical instrument, albeit one that was utilising Smith’s skills as a dancer. However, Smith quickly began incorporating her extensive experience using speech generating devices and other forms of Augmentative and Alternative Communication (AAC) into her use of the AirSticks, so that they could produce not only music, but also spoken words. While there is some existing research on the way that participation in performing arts can support language use and acquisition in AAC users,5 this is, to the best of our knowledge the first study exploring ways that AAC users use their unique skills to create new artworks. In their study of expressivity and emotion in artificial speech technologies, Pauletto et al. state that for AAC users intent on clear communication, “aesthetic or amusing expressivity is of little interest.”6 Smith’s work clearly calls that assumption into question. 
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				Melinda Smith—Dancer, Poet, Artist

				Melinda Smith is a professional performer with a passion for expanding access to artistic spaces for people with disabilities (see fig. 1). She is also a lecturer at Deakin University, where she teaches into the Disability Inclusion Graduate Certificate and Masters programs. She works extensively in education for children and young adults with disabilities who use assistive technology to communicate, technology which she herself utilises in day-to-day life. Smith currently performs with the Footscray Women*s Circus7 where her performance practice explores ideas around gravity and motion combined with time.
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				Figure 1. “Melinda Smith, Dancer, Poet, Artist.” Photo: Nic Tsourenes.
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				Smith’s creative and performance practice is unique. She uses her necessarily slow and often jerky movements to explore the relationship between movement and time, juxtaposing them against those of thedancers around her, both disabled and non-disabled, in a celebration ofand collaboration between diverse bodies.8 She aims to constantly challenge and exceed her audiences’ expectations of what it means to be a dancer with limited movement, who can neither walk nor talk in the same way that many of us take for granted. Smith’s artistic practice encompasses a range of media, including dance, poetry, visual art, and circus arts. Her wide-ranging skills, including her familiarity with diverse communication methods, would go on to have a major part in shaping the eventual performance of The Rhythm of My Body Shapes.

				The AirSticks

				The AirSticks are a new gestural musical instrument that facilitates expressive and accessible musical control over sound elements through physical movement (see fig. 2).9 The instrument uses movementsanalogous to playing acoustic instruments such as drums, shakers and string instruments, to initiate a sound, but extends these through various gestures to give fine control over pitch, volume and timbre. 

				These wireless devices are capable of transmitting real-time information about their movement in three-dimensional (3D) space up to 100 times per second and can be held, strapped onto objects or worn. They feature an Inertial Measurement Unit (IMU) with 9-Degrees of Freedom (9-DOF) which is used to detect the devices orientation and movement. Low-latency data is sent over the Bluetooth Low Energy (BLE) protocol to custom built software 
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				Figure 2. “The AirSticks 2.0 Prototype.” Photo: Jon McCormack. 
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				which receives and analyses the orientation and linear acceleration data, identifying gestural features from the continuous movement of the device that can be used to trigger and manipulate sounds.

				For this project, the data from the custom software in the form of MIDI was sent to Ableton Live, where the sound design and composition was mapped to movement. The beginning of this project occurred, frustratingly, in the middle of Melbourne’s extended Covid-19 lockdown, leaving team members limited to Zoom communications.10 Not to be discouraged, Ilsar asked Smith to download a mobile app his team had designed called AirTunes, which was based on AirSticks technology.11 This app cross-faded between six different musical tracks, depending on which direction the phone was pointed, and allowed Smith to begin to explore creating sound through gestures. With Ilsar’s support, Smith created a sound-world utilising some of her poetry and music composed for her for a previous dance piece. Although the intention was for the app to be a practice tool for Smith while in lockdown, she immediately embraced the technology, using it as the basis of her first post-lockdown performance at Melbourne’s Dancehouse in December 2021.12 In that same month, the team were finally able to meet in person and Smith was able to get the full AirSticks prototype into her hands. For Smith’s first session with the AirSticks, Ilsar created a drum and harp mapping for her to explore. The MIDI output included “Note Values” depending on the orientation of the AirSticks (going higher in pitch by pointing further up, restricted to a pentatonic scale) and “Note Velocity” depending on the Energy put into the AirSticks. Synching the MIDI notes with the tempo in Ableton allowed Smith to play perfectly timed dynamic musical phrases controlled through her dance gestures. 

				As Smith’s exploration of the AirSticks continued, our team began to modify and adapt the instrument, its sound-worlds and playing techniques, to meet Smith’s needs. In doing this, we had two main goals: 

				To ensure that the Smith could physically handle the instrument in a way that supported her dance practice.

				To ensure that the sounds it created met her artistic requirements.

				Handling the Instruments

				As the instrument’s name implies, Ilsar originally conceived of the AirSticks as a percussive drumstick analogue. The prototypes we were usingin our project were especially designed to be taped onto standard drumsticks (see fig. 3). In our earlier workshops Smith used the AirSticks strapped in this configuration, experimenting with using either one or two controllers at a time (with one in each hand). Musically, this technique was 
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				extremely effective, with the drumsticks providing the possibility for extended techniques by creating an extra “flick” beyond the wrist. Smith also particularly enjoyed the sonic possibilities created by picking up the instrument and putting it down in her lap or on the floor for different effects, or by handing the instrument to Ilsar for a duo.

				While strapping the AirSticks to drumsticks was an effective musical choice, it proved limiting for Smith from a dance and movement perspective. While a non-disabled performer may be able to easily grasp a drumstick and continue dancing with little thought to the matter, for Smith the act of grasping the drumstick required ongoing concentration and as a result was limiting her ability to move freely.13 To compensate for this, we first discussed creating a glove to hold the sticks for Smith, but eventually decided simply strapping the AirSticks directly to parts of Smith’s body would allow her maximum freedom of movement. 

				We then conducted a series of tests in which Smith danced with AirSticks controllers strapped to various parts of her body in order to ascertain which positions were most effective. We trialed both arms andlegs as well as the torso on the breastbone. Just as using a drumstick had provided an extra pivot point beyond the wrist, increasing the range of 
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				Figure 3. “Alon Ilsar holds the AirSticks 2.0 in their original configuration.” Photo: Jon McCormack.
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				movements, we found that the further down the limb we strapped the controllers, the greater the range of control. For example, hands provided more movement than forearm, and forearm more than upper arms.Attaching a controller to the torso had limited effect, but could be usedto make changes based on broad, directional movements, in much thesame way as the original AirTunes app had.

				We also experimented with combining multiple controllers for added effects. This began with duets between Ilsar and Smith and continued with Smith playing one with each arm. However, for Smith’s first performance she decided that the best and most effective course of action was to maintain the simplicity of using a single controller which she strapped to her dominant left arm, just above the wrist (see fig. 4). This allowed her to focus on making music with a single part of her body, allowing the rest of her body to respond to the music.

				Creating the Sound-Worlds

				As mentioned above, Smith’s first interaction with the AirSticks allowed her to trigger drum and harp sounds synched to a particular tempo. This resulted in her playing two different instruments with two hands that were synched with each other, or handing one of the sticks to Ilsar to perform a duo that focused on dynamics and phrasing. With Smith’s dance background and eagerness to explore, this initial mapping was a great success and was only redesigned a little before being used in the middle section of the resulting composition.

				As Smith had enjoyed dancing in the past to the accompaniment of a solo cello, we also explored a “cello” mapping of the AirSticks, where Smith could trigger different samples of bowed cello music by moving through an imaginary point in the x-rotation, controlling the attack and release through her velocity, while controlling pitch through pointing in various directions. Though this created a very different set of movements and musical textures, we did not explore this mapping further in the creative development forthis piece. 

				Adding Poetry

				Although our team had originally conceived of this project as a music and dance collaboration, Smith, with her multimedia performance practice and lifelong experience of using speech generating devices, quickly embraced the broader possibilities of the AirSticks controllers and began exploring the possibilities of programming her poetry into the system. The first poem that she experimented with was titled Spasms:
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				Spasms

				By Melinda Smith (2021)

				A spasm is like a twist A spasm is like sudden heat A spasm is like a quick hit A spasm is like a drop A spasm is like a shout-out A spasm is like a direction change A spasm is like turning a corner A spasm is like looking the other way A spasm is like a shooting star A spasm is like a crying muscle A spasm is like broken glass A spasm is like music note untimed A spasm is like splashing water A spasm is like spitting peas A spasm is like an accidental jump A spasm is like a scribble A spasm is like watching fireworks A spasm is like a cat jump A spasm is like an unintentional rude gesture A spasm is like a mouth skip A spasm is like an urgent remark A spasm is like a timer going off A spasm is like an unplanned event A spasm is like not helping A spasm is like a wakeup call 

				Reflecting on the decision to explore poetry through the AirSticks, Smith made the following fieldnotes: 

				Poetry is a strong form of self-expression and there is no right or wrong way to put words on a page or into concepts. Using poetry in my performance practice takes the audience deeper into my soul. I always feel that I write differently than what I speak, so when I write a poem, I can take high level concepts and emotions and put them together in a way that the audience is able to put themselves in my shoes. Writing about Spasms, for example, is much easier for me than talking about spasms. Some poetry flies out of me, whereas if I were to sit here and tell someone all that, I would give up after the first two lines.
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				Spasms was recorded from Smith’s communication device imported onto Ilsar’s computer. Cutting up the text, different phrases could be triggered in a similar manner to the drum and harp mappings, but insteadof changing the pitch of the instrument, Smith could trigger the poemfrom different lines: pointing down and shaking would trigger a line towards the start of the poem, while pointing up would trigger a line towards theend. This added a very unpredictable nature to the performance, asit was impossible to know what exact line of the poem would be played. Continuous shaking would create rhythms made up of various syllablesfrom the poem, but once Smith paused her movements, a line would play out, and she would respond.

				Although Ilsar had explored the use of words and poetry as inspiration for performances with previous iterations of the AirSticks, this was the first time that he had created a mapping like this which flowed easily from or into the drum and harp mappings.14

				After exploring improvisations around the Spasms poem, Smith eventually decided to write a new poem specifically for this performance that reflected on her explorations on the interaction between movement, music, poetry and communication in her performance practice. The result was The Rhythm of My Body Shapes which would become both the poem’s title, and that of the overarching performance.

				The Rhythm of My Body Shapes

				By Melinda Smith (2022)

				Listen to the beat of my heart.

				Move my body.If my body was a musical instrument, what would it be saying?

				My body travels to the next direction.Every muscle is important.Listen to the beat of my heart.

				Intertwined.The music, the words, the movement.

				My speech creates individual notes.

				Feel the rhythm that the shapes of my body create.

				Every muscle is a song, my bones are the threads.
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				I am the same but different. 

				The motions are the emotions. My motions are your emotions. 

				Involuntary moments, are my treasures. I never know until it becomes my motion.

				I use what I have to invite you into my soul.

				What do you use? What do you have?

				I visualise the sound. Imagine. Water. 

				Playing in my brain. Can you hear my thoughts?

				The inclusion of the poetry text within the music for The Rhythm of My Body Shapes resulted in a sound-world created by layering tracks inspired by Smith’s own communication practices. The first layer consisted of Smith reciting the poetry in her own speaking voice. Extremely slow, with long, drawn out syllables, her spoken language can be difficult for strangers to understand. However, with practice, context and a bit of guesswork, her friends and colleagues quickly learn to decipher her meaning. The controllers are set to trigger this layer incredibly quickly, scrambling Smith’s voice to make it even more difficult to decipher. As with the Spasms mapping, there’s a large degree of randomness as to which lines from the poem are triggered, and in performance some of these surprising line combinations added to the performance by inspiring Smith to laugh and verbalise in the moment. Smith also controls the pitch of the voice through rotating her wrist and various effects through pointing around the room, including panning the voice between the speakers placed to her left and right. At the beginning of the piece, it is unclear whether the sound the audience is hearing is even a human voice, but slowly, as programmed into the timeline of the piece in the musical software, the effects fade out, Smith’s voice becomes clearer and more in time, and a second layer fades in. 

				It is worth noting that all the automation of the piece—that is, sounds and effects fading in and out, tempo changes—occurs in the timeline ofthe musical software, but Smith is also playing the instrument in real time. There is no backing track. If Smith stops playing, no sound is heard. These changes could have been programmed through a series of cues, but we decided that this timeline was appropriate for Smith’s performance, asshe is accustomed to working within timed scenarios in her improvised dance practice. The more times Smith rehearsed the piece, the better her timing with the automation became, but she was still free to improvisewithin those constraints.
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				The second layer was another version of the same poem, this time recited by the electronic voice in Smith’s communication device that she affectionately calls “Dottie.” While Dottie’s computerised voice lacks any natural tone or inflection, it does create words that are easily understood, even by people totally unfamiliar with communicating with Smith. This layer brings in a more structured rhythm that later moves to more conventional musical instruments. These first two layers of sound represent Smith’s day-to-day “verbal” communication, the speech she uses with those close to her, and the computerised voice that facilitates her communication with the wider world.

				The third layer in the sound-world, that of a harp and later a drum, represented Smith’s non-verbal communication. As her speech difficulties have been present since birth, Smith has developed masterful skills in non-verbal communication, consisting of facial expressions, body language, sounds and some Auslan (Australian sign language). These expressive communication skills are a vital part of her unique dance practice as, essentially, she has used movement as her primary form of communication all her life. After experimenting with numerous instrumental sounds for this aspect of the composition, Smith and Ilsar eventually settled on a combination of celeste (instead of a harp) and pitched frame drums to express the broad range of communication possible through non-verbal means.

				After a drum solo section which speeds up, Smith undoes her safety belt, and moves from her wheelchair onto the floor (see fig. 5). She times this with the return of the initial two layers, ending with just the sound layer of Smith’s own voice as she dances intimately on the floor. The performance ends with a return to the stripped-back sounds of Smith’s own, solo voice. Having heard the computerised voice, and seen her movements made into music, the audience can now more easily make out phrases from Smith’s natural speaking voice before it is once again enveloped in effects as it fades out.

				 As we built this collaborative performance based on Smith’s movement and communication, our varying familiarity with her communication style impacted our interactions with and understandings of the artwork we were jointly creating. For Smith, naturally, we were attempting to portray a communication style that is her first language, albeit one that is not necessarily spoken by the larger community within which she lives. Price and Skinner are both longtime friends and collaborators with Smith, and are both experienced in interacting with people with varying communication styles. Ilsar, on the other hand, met Smith for the first time at the beginning of the project, but worked closely together with her for over a year, while Corn, who came to the project late, is still relatively new to Smith’s communication style. As such, an exploration of the thoughts of Smith and Corn, coming from 
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				opposite ends of the communication spectrum, provide contrasting insights into the process. 

				For Smith, the process of bringing both her poetry and speaking voice to this project was eye opening. She felt that recording her speaking voice gave Ilsar as composer a deeper insight into her thinking patterns and helped focus the project in a new direction. She reflects that expressing herself primarily through a speech generating device allows her to set the foundations for more depth of expression when she later uses her natural speaking voice. She feels that using both her speech device and natural speaking voice in combination to recite poetry takes the audience deeper into her thinking.

				In her field notes, Smith reflected:

				It is an ongoing experience which has allowed me to push the boundaries of control of words. If I were to recite a poem using my device it would be quite stiff and constructed, but doing it with the AirSticks allowed me moments of being more spontaneous and playful. I get to laugh at my words. And make fun of myself. Which is what I want my audience to enjoy. I remember in the very early days when I started to dance, and I would start giggling so I kept apologising. The dance trainer looked at me and said “Mel, please don’t apologise. Your giggling and laughter are so much a part of your expression for your audience to enjoy, it is infectious.” That was a real turning point in my dance and performance career.

				As an outsider coming into the project late, Corn had the benefit of learning Smith’s communication style at the same time as becoming familiar with the performance. On entering the rehearsal space for the first time, Corn joined a group who had already been working and communicating with each other regularly for some months and which included decades-long associations. On watching the team interact with Smith for the first time, he remembers feeling the sense that everyone in the room shared a foreign language that he did not understand. Although he could hear Smith speak, she spoke so slowly that he did not, at first, recognise the sounds she made as words, and yet the people around her responded as if she spoke perfectly clearly. To communicate effectively, Corn went through the process Smith outlined above, the same process our team were also depicting through performance. The computerised voice (or translations from other team members) set the foundations for his understanding, while Smith’s non-verbal communication humanised the interaction, adding humour and expression before finally allowing a deeper depth of understanding through an understanding of her natural speaking voice. In his fieldnotes Corn reflected: 
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				The machine (Dottie) isn’t her but it is her. It sets up a second voice in the composition that is still hers and creates a human/robot schism between what you hear and see. The result is almost like a duet with yourself. Or even a trio with yourself once you add movement and music.

				Showtime

				The first performances of The Rhythm of My Body Shapes occurred at the performance space at Jolt Arts as part of Melbourne Design Week over three nights in March 2022. It consisted of a ten-minute dance performance by Smith with music Sound Worlds composed by Ilsar and Smith and was part of a program featuring various performers utilising the AirSticks controllers.

				As noted by Corn when he first joined the team, to someone unused to seeing professional dancers with disability, Smith’s performance was, from the start, deeply absorbing, with slow, sometimes almost imperceptible movements as she laboriously pushed her wheelchair into position accompanied by long, indistinct vocal sounds curtly translated by a crisp, robotic voice. It evoked a sense of otherness compounded by that fact that we, as audiences, are not used to seeing someone with Smith’s body shape and movement ability creating art using their body at such a high level. Throughout the performance, Smith’s high level of control and the strength in her dancing is evident and, as an experienced performer, Smith understands that people, in real life as in the theatre, often underestimate her abilities. This allows her to build tension and play on that fact to thrill the audience. She creates a level of suspense: Will she fall? Can she do it? Smith played with this most dramatically at the point in the performance where she took herself out of her chair. She released her safety harness with great dramatic aplomb in full knowledge of the tension that that could create in people unfamiliar with her physical capabilities. Indeed, the first time she performed that move in rehearsals, members of our own team jumped up to catch her. 

				During the performance, as Smith successfully lowered herself to the floor the tension was also lifted sonically, as the sound-world she is playing on the AirSticks shifts from the duelling voices of her poetry to a purely musical sound-world of celeste and drums. Gone is the struggle to communicate in words and for the first time we are conversing in Smith’s natural first language—that of movement. On the floor, relying on neither mobility nor communication aids we now must focus on her body, the story she tells through music and dance, and Smith now moves with a joyous freedom. However, as the performance winds to an end, both Smith’s voice and Dottie’s began to return, seeping in over the music created by her movements in an attempt to remind listeners that to be heard by the world, 
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				Smith must constantly juggle multiple forms of communication in ways that most of us take for granted.

				As audiences, we are conditioned to think that when we see performers with disability we are seeing a vulnerable invalid with a production around them to make them feel good about themselves. Instead, with Smith they find a professional performer with strength, stamina and powerful creative agency. She speaks to people in a way that challenges what is possible. Many of these thoughts are true of all of Smith’s dance practice, however, The Rhythm of My Body Shapes takes this one step further by not just showing audiences the grace and agility of her movement and physical presence, but also by inviting them to partake in the imaginative, complexand layered way she communicates with the outside world. Learning to communicate fluently and easily with Smith can be a time-consuming process that requires patience and understanding on both sides, but The Rhythm of My Body Shapes provides audiences with an immersive crash course in the beauty and complexity of her internal world.
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				Abstract

				In the form of an “imagined tradition,” the varieties of imagination in Enlightenment and Romantic thought have through the process of colonisation knowingly and unknowingly shaped the contemporary landscape of Western traditions. Johann Tetens, Immanuel Kant, Johann Fichte, and Samuel Taylor Coleridge, for example, have defined, challenged, and redefined the question of what it means to be human by describing the imagination as an “indispensable” function of the human soul associated with all acts of perception, cognition, fantasy, and creation. By returning to the variety of these epistemological and ontological claims, this article will progress the idea that wellbeing can be envisaged as a state of being that knowingly and purposively utilises the creative and indeterminate power of the imagination. Presented in this way, this conception of the relationship between imagination, creativity, and wellbeing provides the ground for the creation of a new “imagined tradition.” A tradition not grounded in the process of colonisation but rather, in the diverse perspectives, dimensions, and traditions of indigenous and non-indigenous ways of being and of thinking about the relationship between imagination, creativity, and wellbeing.
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				Introduction

				It is easy to forget that modern Western traditions—their grand ideas and prevailing ways of being and of thinking—have grown from the seeds sown by Enlightenment and Romantic thought. Diverse in nature and all-encompassing in ambition, these seeds were scattered in a wide variety of soils where through the process of colonisation they were cultivated, contested, modified, or rejected by indigenous and non-indigenous notions of being, of place and of history. In the course of this history, these seeds of Enlightenment and Romantic thought have knowingly and unknowingly shaped the contemporary landscape of Western traditions by defining, challenging, and redefining the question of what it means to be human.

				Forgetting these Enlightenment and Romantic legacies comes, however, at a cost. It conceals the historicity of modern Western traditions by condemning the past, the present, and the future to the confines of Platonian thinking—viz. a world framed through the lens of opposing and hierarchical forms where humankind is pitted against nature, light against dark, reason against imagination, determinacy against indeterminacy, and finally, knowledge and beliefs against perception.1 The dialectical nature of these binary pairs, where the first term is valued more than the second, covers over the idea that the concepts of nature, of darkness, of imagination, of indeterminacy, and of perception have—since Enlightenment and Romantic thought—been entangled with the notions of creation, creativity and of course, of wellbeing.

				Returning to the seeds of Enlightenment and Romantic thought provides, therefore, an important ground upon which to envisage anew the relationship between the imagination, creativity, and wellbeing. As argued in the writings of Johann Tetens (1736–1807), Immanuel Kant (1724–1804), Johann Fichte (1762–1814) and Samuel Taylor Coleridge (1772–1834), the imagination is an “indispensable” power of the human soul.2 Associated with all acts of being—including, for example, acts of perception, cognition, fantasy, and creation—the power of the imagination was defined in a variety of ways. It was variously a reproductive, a productive, a creative, an illusionary, an absolutely incomprehensible, a primary, a secondary, a constitutive, and an esemplastic (unifying) or a synthesising power of the human soul.3

				In the context of the diversity of these claims, the varieties of imagination portrayed in Enlightenment and Romantic thought present as an “imagined tradition.” “Imagined” in the sense that these various depictions of the form and function of the power of the imagination are a product or a creation of the philosophical ruminations of Tetens, Kant, Fichte, and Coleridge—of their perceptive, cognitive, fantastical, or creative imaginations. While imagining and reimagining responses to the question of 
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				what it means to be human, Tetens, Kant, Fichte, and Coleridge promoted and enacted the view that being in and thinking about the world of others and of nature and creating new ways of being in and thinking about the world of others and of nature involves the active and purposeful use of the creative power of the imagination. A revision of the seeds of Enlightenment and Romantic thought can, therefore, release Western contemporary imaginings from the dialectical nature of Platonian thinking allowing, in the process, new ways of thinking about the relationship between imagination, creativity, and wellbeing. 

				Tetens’ Laying of the Imagined Ground…

				It would be fair to say that the imagined ground of Enlightenment thought was laid, so to speak, by Johann Tetens’ ground-breaking series of empirical observations on the representational capacity of the human psyche.4 In his major work, Philosophical Essays on Human Nature and its Development, Tetens challenged the dominant rhetoric of empiricist traditions through his leading observation that the human psyche embodies three divergent powers of “representation [Vorstellungskraft].”5 The psyche could produce representations, it could reproduce representations, and it could create representations as images in the mind, shaping in the process the very objects and ideas of thought itself.

				The capacity to produce, reproduce, and create representations revealed that the representational power of human psyche comprised three different levels or faculties, all of which play varying epistemological roles. 

				Tetens defined the first level or power of representation as the “faculty of perceiving [Perceptionsvermögen].” In the form of a perceptive representational power of the psyche, the faculty of perceiving simply functioned to order and unify perceptual impressions into the coherent form of a representation, as an image in the mind.6 The faculty of perceiving played, therefore, a foundational role in the possibility of all forms of experience—it formed, as Tetens argued, a “constituting representational power [Fassungskraft]” of the human psyche producing original representations in the mind in direct response to physical stimuli.7

				The Imagination is a Re-representing Power of the Human Psyche…

				Although the human psyche could actively produce representations as images in the mind, Tetens also observed it could maintain and reproduce representations even in the absence of external sensations.8 Representations could be reproduced according to a previous relationship with the senses, they could be reproduced according to psychological rules of association, 
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				or they could be reproduced in relation to an association of ideas. 

				Based on these series of observations, Tetens defined the second level or power of representation as the “imagination [Einbildungskraft]” or “fancy [Phantasie].”9 In the form of a “re-representing power [Wiedervorstellungskraft]” of the human psyche, the imagination played, for Tetens, a crucial role in the joining and the development of ideas. Tetens’ reference to the representation Pegasus provides one mere example.10 The creature Pegasus does not reside in nature, nor is it given form or representation through the faculty of perceiving. On the contrary, and in line with the empiricist view, Tetens regarded Pegasus as a representation of the imagination. By reproducing or re-presenting prior images of past experiences or sensations—which in this case is the representation of a horse and a set of wings—the imagination could represent in the mind the image of a winged or flying horse. The imagination was defined, therefore, as a representational power of the human psyche which functioned much “like the curator of a gallery of pictures.”11 By bringing together a series of previously unrelated representations through psychological laws of association, an association of ideas, or by re-representing a series of previously related representations, the power of the imagination could lead to the development of a new idea, such as Pegasus.

				The Imagination is a Forming or Creative Power of the Human Psyche…

				Although the re-representing power of the imagination played a crucial role in the joining and the development of ideas, Tetens challenged empiricist’s conceptions by suggesting the psyche could also create new representations as images in the mind. Closely linked but not exclusive to the work of the genius, the capacity to create new representations was attributed to the third level or power of representation defined as the “forming or creative power [Dichtungsvermögen or Dichtkraft]” of the human psyche.12 

				Interestingly, and in contrast to empiricist depictions of poetic creation, Tetens described this representational power of the psyche as another dimension of the imagination—a dimension which was, as he described, “self-activating.”13 Reference to the term “self-activating” endorsed the idea that this dimension of the imagination spontaneously dissolves, reunites, blends, diffuses and draws together representations creating in the process new representations, new points of connections, or new series of representations.14 Tetens thus described the forming or creative power of the imagination as “itself a painter” who “invents and construct new paintings.”15 Paintings were “simple” in the sense that they do not arise out of the combination of several representations or ideas, 
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				like that of Pegasus as a winged or flying horse.16 Rather, these paintings present an entirely new representation, an idea that is whole unto itself. The image of Pegasus’s shoulders provides an important example. As Tetens argued, the image of Pegasus’s shoulders is a representation that has been spontaneously created out of a blending or a fusing of representations, and yet what is created is not present in the representation of the horse or the set of wings. The forming and creative power of the imagination could, therefore, disrupt and intrude upon the rules of association enabling the creation of an image unto itself—an image which disappears once the representation of the horse and set of wings are separated. Tetens thus highlighted the fact that the self-activating power of the imagination must be regarded as a force unto itself—a force that could challenge and extend the mind’s capacity by creating an entirely new representation.

				Kant’s Transformation of the Imagined Ground…

				In no uncertain terms, Tetens’ empirical account of the representational powers of the human psyche played a founding role in shaping the ongoing evolution of Enlightenment thought, as exemplified by Immanuel Kant’s thought-provoking reflections on the form and function of the imagination.17 Across many of his texts, Kant openly acknowledged Tetens’ reflections played a crucial role in the development of his own thinking.18 However, and in contrast to the subjective nature of Tetens’ empirical account and the vicissitudes inherent therein, Kant endeavoured to travel down a “path” that had “thus far” been “entirely unexplored.” 19 Moving beyond the domain of empiricist, rationalist, and psychological traditions, Kant strived to provide an objective or transcendental account of the faculties or powers of the human soul. 

				The Imagination is a Synthesising Power of the Human Soul…

				Orientated in the form of a “deep penetration” into the primary grounds of the possibility of all forms of human cognition, Kant’s journey into the depths of the human soul significantly developed the ground laid down before by offering—what has been regarded to be—a series paradigmatic or “modern” reflections on the form and function of the imagination.20 

				Remarkable in nature for their breadth and audaciousness, Kant’s series of critical reflections developed Tetens’ empirical observations on the form and function of the imagination in two notable directions. 

				The first direction promoted the view that the imagination was not simply a re-representing or forming and creative power of the human psyche, as Tetens had argued. Rather, the imagination played an 
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				indispensable function in the possibility of all forms of experience.21 Kant based this radical proposition on the central claim of the Critique of Pure Reason; that all cognition “arises [Entspringt]” from two “fundamental sources in the mind.”22 

				The first fundamental source of all cognition was defined as the faculty of sensibility. Representative of a receptive representational capacity of the soul, the faculty of sensibility functioned to receive sense impressions. Much like Tetens’ faculty of perceiving, the faculty of sensibility played, for Kant, a founding role in the possibility of all forms of experience allowing the immediate impression in the mind of an object of the senses.

				In contrast, the second fundamental source of all cognition was defined as the faculty of understanding. Representative of a spontaneous representational capacity of the soul, the faculty of understanding functioned to bring forth an objective representation in the form of a concept. Playing a founding role in the possibly of thought itself, the faculty of understanding allowed the perceptual representation of an object of the senses to be cognised or thought about as something objective and as something real.

				Although acknowledging that all cognition arises from these two fundamental sources, Kant highlighted the fact that the capacity to bring forth a sensible representation in the mind required something more than mere receptivity.23 The receptive nature of the faculty of sensibility may allow the mind to be affected in a “certain way” but, and as Kant went on to argue, it does not have the power to determinatively organise sense impressions into a cognisable form.24 Another action of the mind was required—a determinative and constitutive action which functioned to synthesise the synopsis of sense impressions into the “form” of a sensible representation conducive to the objective rules of the understanding. As this action of the mind allowed the unification of the realms of sensibility and understanding rendering possible all forms of cognition, Kant defined this primary action of the human soul as the “necessary ingredient” of all perception.25 

				Accordingly, Kant challenged and extended Tetens’ empirical account of the representational nature of the human psyche by declaring that the necessary ingredient of all perception was “the imagination [Einbildungskraft].” In fact, the imagination was defined by Kant as a “blind though indispensable function” of the human soul—a declaration which offered the view that the possibility of any form of experience was contingent on the power of the imagination.26 The imagination was not, as Tetens had argued, a representational power of the human psyche. Rather, the imagination was, for Kant, a transcendental power of the human soul—a faculty in its own right indispensable to the possibility of all forms of experience.27 
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				The Imagination is a Productive Power of the Human Soul…

				Kant’s revelation that the imagination formed a fundamental source of all human cognition not only transformed the imagined ground of early Enlightenment thought it also, and perhaps more importantly, defined the imagination as a productive power of the human soul capable of giving form to consciousness of self and the world. Kant opened onto this revolutionary proposition by introducing the idea that there must be a “condition” which precedes all forms of experience and accordingly makes experience possible.28 The capacity to have before one’s own “eyes” all the objects of one’s own actions must be grounded in an original and transcendental condition which—in the form of the “transcendental apperception”—was a unified state of being that renders possible all forms of experience.29 Kant thus advanced the view that the fundamental sources of all human cognition—of sensibility and understanding—could only be unified through the transcendental function of the imagination. In this regard, the power of the imagination was, for Kant, essentially “productive.” Bringing together the disparate realms of sensibility and understanding through a transcendental act of synthesis, the imagination produces the unified and coherent form of consciousness of self which is, at the same time, consciousness of the world. 

				Although acknowledging the imagination played an indispensable function in the production of all forms of experience, including the experience of oneself, Kant unashamedly admitted the capacity to form sensible representations as cognitions in the mind remained a “hidden art [Kunst] in the depths of the human soul, whose true operations we can divine from nature and lay unveiled before our eyes only with difficulty.”30 Endeavouring, however, to resolve this difficulty, Kant offered the proposition that all images or representations within the mind must be produced in accordance with the presence of a schema. In the form of an a priori sensible representation presenting in the mind as a “figure in space,” the schema was, as Kant went on to argue, “always only a product” or a “monogram” of the power of the imagination.31 The use of the term monogram proposes the imagination is productive because all images in the mind must be produced in accordance with the series of “individual traits” embodied within the representational form of the monogram or schema.32

				Interestingly, however, Kant was faced here with the very limits of his own critical system for he was unable to explain how the imagination produces these individual traits or how these traits impart a sense of form to all representations in the mind. All that he could concede was that in the form of a “wavering sketch” or an “incommunicable silhouette” in the mind, the monogram was incapable of providing any determinate 
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				rules—the schema was incapable of determining the figure of a particular dog, for example.33 

				And yet, by producing the form of a schema, the productive power of the imagination makes possible all empirical and a priori figures of a particular dog. In the presence of the rules of the understanding, the model form of a four-footed animal confers the understanding with a series of individual traits making possible the production of all a priori and empirical representations of a particular dog. Kant thus promoted the view that the productive power of the imagination produces the form of the schema and for the mind, the schema was forming producing consciousness of self and of the world. In other words, the self could only have before its own eyes all the objects of its own action once representations have been produced in accordance with the schema.

				The Imagination is a Productive Power of the Human Soul that is Creative…

				Having defined the imagination as a productive power of the human soul, Kant developed Tetens’ empirical observations on the form and function of the human imagination in another notable direction by introducing the idea the imagination is also capable of creating new forms. However, and in contrast to Tetens’ description of the imagination as a self-activating and creative power, Kant regarded the imagination as a spontaneous productive power that at times could create a model form. 

				For the most part, Kant developed this description of the creative capacity of the productive power of the imagination through a sustained and compelling critique of the realm of aesthetics and of the role of the genius, defined in this instance as “artistic talent” or as the “talent for fine art.”34 The genius was of particular interest to Kant principally for the fact that the genius has a talent for inventing.35 A genius knows how to “make something”—not through the act of imitation but rather, through the natural disposition to produce an original work which, due to its innate originality, provides a model form. The capacity to produce an exemplary form to be copied and imitated by others involves the productive power of the imagination because, and as Kant went on to argue, the imagination is “spontaneous” and “creative.” The imagination is spontaneous because it is the “originator” of all possible forms—the imagination confers all representations with a certain form. 36 And the imagination is creative because, and in contrast to the understanding and reason, it is less constrained by rules—the imagination can freely create a certain form rendering it “all the more capable of originality.” 37
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				Although capable of creating original forms, Kant was acutely aware of the injurious capacity of an involuntary or an unruly imagination.38 Forming the least tameable power of the human soul, the imagination could—when left to its own devices—produce wild fantastical dreams or conjure fanatical moments of insanity.39 

				For Kant, therefore, the imagination creates a model form when residing in a harmonious and unfettered form of movement with the other mental powers of the soul.40 For example, the harmonious movement between the imagination and understanding presents the imagination with a “great playroom” of concepts.41 Residing within this playroom, the imagination is productive because it could provide a “wealth of undeveloped material” for the understanding allowing the creation of a new way of thinking about something. Kant thus accords the genius with the natural predisposition for the discovery of ideas and for the expression of these ideas in an exemplary form. However, and as Kant went on to acknowledge, the unfettered power of the imagination was not “a light that can be kindled at will and kept burning for as long as one pleases.”42 The “momentary phenomenon” that appear before the genius’s eyes in an “explosive flash” could only be lured from the imagination by the genius’ capacity to animate a harmonious form of movement between the imagination and other mental powers of the human soul. 

				It is interesting to note here that Kant’s depiction of the imagination as essentially creative was based on the idea that the genius’ freedom to create art also draws on the “hidden art [Kunst]” of the human soul.43 It is hidden for, and as Kant went on to argue, the genius is unable to explain the rules involved in the act of creation.44 Unlike the rules given through the discoveries of a scientist such as Newton, for example, the rules of art “cannot be couched in a formula and serve as a precept.” Nor can the rules of art be described or scientifically understood. Rules lead to the production of art, and yet as Kant made clear, these rules can only ever be transmitted through the imitation of the models of fine art. The hidden art of the work of the genius is attributed, therefore, to the realm of natura naturans for, and as Kant went on to argue, the skill of the genius is gifted at one’s own birth. The skill of the genius is “conferred directly by the hand of nature”—by the hand of a “guardian and guiding spirit.”45 

				Fichte’s New Presentation of the Imagined Ground…

				Kant’s depiction of the human imagination as a productive power of the human soul which at times could be creative not only transformed the imagined ground of Enlightenment thought it provided the inspiration behind the philosophical reflections of Johann Fichte. Forming one of the early proponents of German Idealism, Fichte stands as an important, albeit 
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				complex interlocuter in the transition from Enlightenment to Romantic thought due to his astute reimagining of the central tenets of the Kantian Critiques. Intent on creating a new and enduring presentation of what Kant truly had to say, Fichte propelled the imagined ground of the form and function of the imagination into a new and revolutionary domain.46

				The Imagination is an Absolutely Incomprehensible Power of the Human Soul…

				Fichte based his new presentation of the form and function of the imagination on the foundational proposition that “all human beings possess spirit” because to be without spirit or to be without representations in the mind would suggest that one is “unconscious or dead.”47 Presented in this way, spirit represents the capacity to produce representations in the mind—spirit is, as Fichte went on to argue, given form through the work of the productive power of the imagination. However, and moving both with and against the Kantian thesis, Fichte described the productive power of the imagination as “completely creative.” The productive power of the imagination is “creative” because it “creates something from nothing”—“it alone shapes everything that is found within empirical consciousness and is the creator of this consciousness itself.” 

				Accordingly, and in one small declaration, Fichte embraced and moved beyond the Kantian thesis by grounding this proposition on the primary ontological claim that an original and unknowable “Act” of theself “lies at the basis of all consciousness and alone makes it possible.”48 Prior to any form of empirical activity or empirical consciousness, the self must, as Fichte argued, posit itself through its own pure activity. The self is at once the agent and the product of its own action; action and deed are one and the same.49 

				Fichte’s introduction to the necessity for an unknowable Act of the self, introduced the idea that the self is comprised of opposing forms of activity—the self is free and capable of acting for and out of itself and yet, in the process of its own acting, the self can only ever posit an action in opposition to this free and spontaneous act. Moreover, by positing an action in opposition to the infinitude of its own acting, the self experiences a shock [Anstoβ] which presents as a check or as a limit to the infinitude of its own action.50 In this regard, the self is constituted by opposing forms of activity—by unfettered and infinite activity and by constrained and finite activity—both forms of which can only ever be represented as activity through the act of representation. Consciousness arises, therefore, through the conjoining or the synthesis of opposing forms of representation made possible in the presence of a shock [Anstoβ]. 
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				It is in the context of this primary ontological claim, that Fichte presented a reimagined view of the epistemological and ontological powers of the human imagination. As the possibility of consciousness was premised on the conjoining or synthesis of opposing forms of representations, Fichte accorded the imagination a primary role. As he explained, the power of the imagination accommodates the presence of opposing forms posited and represented through the unknowable Act of the self. In this regard, the imagination is the power of the human soul which “wavers [Schwebt] in the middle between determination and no determination, between finite and infinite.”51 The use of the term wavers highlights the fact that the power of imagination is unable to posit any “fixed boundary; for it has no fixed standpoint of its own.” The imagination simply wavers between irreconcilable forms embodying the “unattainable idea of determination, but not determination itself.” Evoking the feeling of an incessant and unceasingly form of interplay, the wavering of the imagination holds together opposing forms conferring, in the process, the possibility of consciousness itself. 

				Based on this conception, Fichte promoted the view that the power of the imagination forms the “basis for the possibility of our consciousness, our life, our existence for ourselves, that is our existence as selves…”52 The power of the imagination holds together and allows the clashing of opposing and irreconcilable forms and through this activity something is produced.53 The power of the imagination is, therefore, productive because in the presence of the understanding and reason, it produces the intuitable form of a representation. Furthermore, it holds, preserves, and carries forward representations allowing, in the process, the production of the unified form of consciousness.54 

				However, and as each representation is premised upon theinfinite activity of the self, the power of the imagination cannot produce, hold, preserve, or carry forward representations in any determinate sequence or order. The power of the imagination confers the possibility for the unified form of consciousness and yet it does not reduce consciousness to one determination. The imagination is defined, therefore, as the “faculty [Vermögen] of absolute indeterminacy”—it forms the condition of consciousness because it can create “something from nothing.”55 It can create something out of the infinitude of the absolute indeterminacy of being. However, and as Fichte went on to argue, the power of the imagination can never be brought to consciousness. The indeterminacy of the imagination, upon which human consciousness is based, necessarily remains “absolutely incomprehensible” because if reflected upon and raised to consciousness, the infinite activity of the imagination would be erased.56
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				The Imagination is a Creative Power of the Human Soul…

				Although Fichte described the absolutely incomprehensible power of the imagination as forming the ground for the possibility of life and of consciousness, he also promoted the view that this ground does not give rise to genuine life, or to empirical existence in time.57 For genuine life to be possible, the self itself must create its own form of determinate reality through an engagement with something outside of itself—with the world—a form of engagement that produces a shock [Anstoβ], or a check to the infinitude of its own representable activity. Genuine human consciousness is, therefore, wholly dependent on the presumption and the experience of the existence of something other than the self itself. The self must interact with something outside of itself but, and at the same time, this interaction is an interaction of the self with itself. That is, by moving out of itself and by engaging with something other—with the world—the self necessarily experiences both the infinitude and the finitude of its own representable activity and through this experience genuine consciousness is rendered possible. 

				The ontological necessity for a form of reciprocity between self and other, between self and the world, opens onto Fichte’s developed proposition that the imagination is essentially a creative power of the human soul. Engaging with and yet moving beyond the Kantian depiction of the indispensable and creative power of the productive imagination, Fichte introduced the idea that the self can only exist in a form of reciprocity with something outside of itself and with something inside of itself by drawing on the creative power of the imagination. In other words, it is the creative power of the imagination which allows an interminable form of wavering between the finite and infinite realms of being, between that which is in the self and that which is outside the self, between the self and the world. In this regard, the self may have the capacity to produce the intuitable form of a representation from nothing and yet it can only create from nothing its own determinant reality by establishing an incessant and indeterminable form of relation to something other, to the world. Fichte thus introduced the “creative imagination” as an ontological power of the human soul which confers the possibility of consciousness of self and of the world.58

				The Imagination is a Purposefully Creative Power of the Human Soul…

				Having provided a new presentation of Kant’s depiction of the productive and creative powers of the imagination, Fichte extended the creative potentiality of the imagination by declaring the imagination plays a fundamental role in the philosophical domain. The creative powers of the 
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				imagination were not, therefore, limited to the artistic domain and the work of the genius, as Kant and to some degree Tetens had argued. On the contrary, Fichte promoted the view that the creative powers of the imagination played a central role in the act of philosophical reflection. 

				Fichte premised this radical declaration on the observation that philosophy obtains its own material by observing and comprehending the way in which the mind acts.59 The philosopher must, therefore, have the capacity to reflect on the material of representation given within the theatre of their mind—they must have the capacity to reflect on their own activity of representing. The act of reflection requires, however, that the philosopher abstract from all immediate representations of the physical world allowing reflection “upon whatever remains.” And what remains is, for Fichte, the series of representations constituted by the own action of the human mind. In other words, when the philosopher reflects upon the vast theatre of their own mind a “required image” may appear like a “flash of lightening.”60 As Fichte made clear, this spontaneous image is a creation of the “creative imagination [Schaffende Einbildungskraft]” which creates “something from nothing.” By seizing, examining, or registering this “required image” for any use, the philosopher can begin to create anew in a “purposeful manner.”

				For Fichte, therefore, the capacity to acknowledge and use these spontaneous images appearing within the theatre of the mind represents the capacity of an enlightened and determinable form of being. Moreover, the capacity to purposively use the power of the creative imagination necessitates the ability to reflect upon the fact that the self as it knows itself is only possible through knowing the other. In other words, the capacity to create in a purposeful manner requires an acknowledgement of the contingency of the human condition. It requires an acknowledgement and an awareness of the fact that genuine human consciousness is only possible in the embodied presence of the other, of the world.

				Accordingly, Fichte’s powerful exposition reveals that the ability to create in a purposeful manner necessitates a deep awareness of the inter-relationality between the self and the world. Whilst the self is for itself, it is also necessarily with others. The capacity to feel this state, to feel what arises out of the shock [Anstoβ] evoked by the presence of the other, the world or the presence of another spirited being is that which allows the self to create in a purposeful manner. Fichte thus presents the creative imagination as an ontological power of formation and of creation that gives determinate form to empirical consciousness and yet, it is a power that can be utilised for the purposive work of the philosopher. The creative imagination unknowingly gives form to genuine consciousness, and yet it always remains a power of the soul that can be knowingly utilised to purposively create from nothing new ideas and new ways of thinking about the self and the world.
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				Coleridge’s New Sense of the Imagined Ground…

				Although directly inspired by the “imagined traditions” of Tetens, Kant, and Fichte, Coleridge willingly challenged the ground laid down before in an enduring attempt to create a “new sense” of the imagination—a sense that emerged out of his fragmentary array of literary, psychological, and philosophical ruminations.61 One such rumination described the imagination as an “esemplastic power”—as a “power to shape into one.” Another proposed that the imagination is a “faculty that forms the many into one” allowing, in the process, the emergence of the “figured language of thought.”62 The imagination was envisaged, therefore, as a “reconciling” and “mediatory power” of the human soul. Allowing the intimate connection with the natural world and the Divine, the power of the imagination rendered, for Coleridge, the human mind as an active and “living” system.63

				In principle, Coleridge premised these series of literary, psychological, and philosophical ruminations on the declaration that the creation of “one thought” or the creation of “one idea” is an innately human activity.64 As Coleridge explained, “I have layed stress on the words, human mind—excluding thereby all results common to Man and all sentient creatures….” The human mind does not, therefore, simply produce and “present” perceptual representations of the natural world, as do all sentient creatures. On the contrary, the human mind is unique allowing that which is “presented” and “re-presented” to be unified in one thought or in one idea. In this regard, the esemplastic, reconciling, and mediating power of the imagination confers, as Coleridge argued, the possibility of thought itself by uniting the presentations and representations of the realms of the natural world, the Divine and the human mind into the form of a one. 

				The Imagination is a Primary Power of the Human Soul…

				Based on this appraisal of the unique attributes of the human mind, Coleridge offered a new sense of the imagination by dividing its powers into primary and secondary forms. The one and only definition of the “primary imagination” can be found in the Biographia Literaria where Coleridge boldly declared that this dimension of the imagination is “the living Power and prime Agent of all human Perception, and as a repetition in the finite mind of the eternal act of creation in the infinite I AM.”65 

				What Coleridge meant by this definition is that the primary imagination is the power of the human soul which unites as one the finitude of human experience with the infinitude of the eternal act of creation of the Divine. Capturing and giving form to the incessant form of interplay between the human form, the natural world, and the Divine, Coleridge defined the imagination as a primary, passive, and constitutive power of the human soul 

			

		

	
		
			[image: ]
		

		
			
				103

			

		

		
			
				which unceasingly replicates the infinite and eternal act of creation through a finite form of interaction with the natural world. The primary imagination thus gives essential form to all perceptual representations and through this finite act, the primary imagination replicates in the mind the infinitude of the eternal act of creation. 

				It is important to acknowledge here that reference to the eternal act of creation draws in principle on the Fichtean conception of the power of the imagination for, and as Coleridge went on to argue, “God created our Being out of Nothing”—a declaration which introduces the idea that there is no finite form, nor any determinate thing that could give definitive form to “Being.”66 Being is created out of Nothing—Being embodies the infinite act of creation of the Divine. But once created, Being embodies a form of finitude for Being involves being unified with the natural world. Being arises, therefore, from the unification of the finite and the infinite introducing the idea that the natural world, the Divine, and Being are all irrevocably entwined, for Coleridge, through the creation of one thought or one idea.

				Although Coleridge defined the primary imagination as an ontological and epistemological power of the human soul it is interesting to note the definition of the term appeared only once in his writings. Perhaps, however, this was intentional. Essentially positioned between the two volumes of the Biographia Literaria, the definition of the primary imagination can be envisaged as playing a dual role.67 It “presents” to the reader Coleridge’s new sense of the imagination. But it also, and more importantly, allows that which is “re-presented” to be united as one. In other words, the primary imagination functions to unite the two volumes of the Biographia Literaria and it is only through this esemplastic, reconciling, or mediating role that Coleridge’s literary, psychological, and philosophical ruminations can be re-presented in the form of one thought or one idea.

				The Imagination is a Secondary Power of the Human Soul…

				Although the concept of the primary imagination certainly resonated with Fichte’s ontological depiction of the power of the imagination, Coleridge’s definition of the “secondary imagination” has been attributed in kind to Tetens’ reflections on the forming or creative power of the imagination.68 

				Accordingly, and in the Biographia Literaria, Coleridge defined the secondary imagination as a power of the human soul which “dissolves, diffuses, dissipates, in order to recreate.” Reference here to the term recreate suggests the secondary imagination dissolves, diffuses and dissipates that which has been presented or re-represented by the primary imagination with the intention to create something new. In this regard, the secondary imagination is, as Coleridge went on to argue, “an echo” of the primary imagination “identical…in the kind of its agency, and differing only in degree, and in the mode of its operation.”69 
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				For Coleridge, therefore, the secondary imagination differsfrom the primary imagination in degree because it recreates the eternalact of creation, not through the act of presentation or representation but through the blending and fusing of the discordant qualities of samenessand difference, of novelty and old, of emotion and order, for example.70And the secondary imagination differs in agency and mode of its action because—and unlike the passive nature of the primary imagination—it can be put into “action” by one’s own “will and understanding.”71 In this regard, the creative potentiality of the secondary imagination was, for Coleridge, central to both the artistic and philosophical domains. Through a freeand deliberate act, the poet or philosopher could draw on the “syntheticand magical power” of the secondary imagination to recreate something new.72 Coleridge thus envisioned the secondary imagination as a “superior degree” of the imagination—as a higher functioning power of the imagination wilfully utilised by the poetic, literary or philosophical prowess of the artistor philosopher.

				The Imagined Tradition of Enlightenment and Romantic Thought…

				Returning to the “imagined traditions” of Tetens, Kant, Fichte, and Coleridge has invariably shown that the concept of the imagination has—since the birth of Enlightenment and Romantic thought—been entangled withthe notions of creation, creativity and of course, of wellbeing. The historical portrayal of the imagination as a reproductive, a productive, a creative,an absolutely incomprehensible, a primary, and a secondary power of the human soul promotes and enacts the view that the capacity for being inand thinking about the world of others and of nature, and the capacity to create new ways of being in and thinking about the world of others andof nature involves the indispensable, creative, and indeterminate power of the imagination. 

				In the context of these epistemological and ontological claims, Tetens, Kant, Fichte, and Coleridge have progressed the idea that wellbeing can be envisaged as a state of being that knowingly and purposively utilises the creative and indeterminate power of the imagination. Wellbeing is a state of being which acknowledges and draws on the ontological and epistemological power of the imagination creating in the process new ways of being and of thinking about the question of what it is to be human. Accordingly, a revision of the “imagined traditions” of Enlightenment and Romantic thought can release Western contemporary imaginings from the omnipresence of Platonian thinking. Not only does this provide the means in which to think anew about the relationship between imagination, creativity, and wellbeing, it also paves the way for the creation of a new “imagined 
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				tradition”—a tradition not grounded in the process of colonisation but rather in the diverse perspectives, dimensions, and traditions of indigenous and non-indigenous ways of being and of thinking about the relationship between imagination, creativity, and wellbeing.
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				Endnotes

				1	Reference here to “Platonian thinking” draws on Plato’s analogy of the divided line and allegory of the cave which both function to high-light the difference between knowledge gained from the faculties of imagination and of reason. The imagination was envisaged as an illu-sionary perceptive power operative within the shadows of the cave whereas reason was envisaged a power of truth operative within the light of the full sun. Accordingly, Plato positioned reason against imagination, light against dark, and perception against knowledge of the realms of ideas. See: Plato, “Book VII,” in Plato, Republic, eds. Chris Emlyn-Jones and William Preddy, Loeb Classical Library (Cambridge, Massachusetts and London: Harvard University Press, 2013).

				2	The use of the term “indispensable” draws on Kant’s description of the imagination as an “indispensable function of the human soul.” See A78: Immanuel Kant, Critique of Pure Reason, eds. Paul Guyer and Allen W. Wood, The Cambridge Edition of the Works of Immanuel Kant (New York: Cambridge University Press, 1998), 152.

				3	As will become clearer across the course of this discussion, these varieties of the imagination are described by Tetens, Kant, Fichte, and Coleridge.

				4	Johann Tetens was a German psychologist who played a fundamen-tal role in the German Enlightenment [Aufklärung]. Although Tetens wrote several treatises, his most famous text was a two-vol-ume work, titled Philosophische Versuche über die menschilche Natur und ihre Entwickelung [Philosophical Essays on Human Nature and its Development], published in 1776–1777. In the absence of an English translation of Philosophical Essays on Human Nature and its Development, the following secondary sources are useful. See: Thomas McFarland, “The Origin and Significance of Coleridge’s Theory of Secondary Imagination,” in New Perspectives on Coleridge and Wordsworth, ed. Geoffrey H. Hartman (New York and London: Columbia University Press, 1972); James Engell, “The Great Metamorphosis: Tetens and Kant,” in The Creative Imagination: Enlightenment to Romanticism (Cambridge, Massachusetts and London: Harvard University Press, 1981).

				5	I 26: Johann Nikolaus Tetens, Philosophische Versuche über die menschliche Natur und ihre Entwickelung (Berlin and Boston: De Gruyter Inc., 2014), 27.

				6	McFarland and Engell provide an English translation of Tetens’ depic-tion of the faculty of perceiving. See: McFarland “The Origin and Significance of Coleridge’s Theory of Secondary Imagination,” 210; Engell, “The Great Metamorphosis,” 120.
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				Victoria Nicole Cini

			

		

		
			
				7.	The Rockchick Files
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				I am a writer and musician who lives in Melbourne. I don’t like the word disability; I just describe myself as unique. I sing and play in a band called The Hackkets, where I’m the only woman in a band full of boys. I’ve written these stories and poems to tell you more about my life and my music. The poems come from my first book “Unique is Me” published in 2020. The stories will be in my next book “Little Dramatic Stories.”
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				One of a Kind

					Music is my HEAVEN. 

				I’ll say this cos I enjoy this so much and to me it’s not just a hobby, this is my life and I wanted this since I was 8 years old. 

				I got into rock music as early as 3 and that was very strange 	at that time. 	I looked up to Kiss, Suzi Quatro a lot. 

				My uncle started dancing with me every time that he went out. It was the best. He bought me my first radio at 11 years old. I was over the moon. 

				I’ll always remember as a little girl going to his bungalow and dancing and singing to “The Wild One” by Suzi Q. That was our favourite and still is cos we are both rebels and both relate to that song. 

				Growing up with a non-musical family is really different and hard. No one can help you. They all supported me in what I always knew I wanted to be—a singer. School and parent-teacher interviews were a waste of time for me. 

				After years of telling them the same story, I did not change my mind. 	I wanted to be a singer from year 7 to 12. 

				Learning to sing and then doing music all throughout high school, 	I’m now in my band, The Hackkets. 	I guess I got into music way too early. 	I like all kinds of music but rock is my favourite by far, 	and heavy metal. 

				I don’t just sing it, I do my own writing of songs. I do like to rock to my own songs on stage. I love it so much. 

				I’m obsessed with music and everywhere I go I put the radio on. It helps me concentrate on my school work. Silence drives me mad and I can’t do my work. 

				I could not play instruments at school. I really tried but nothing stuck in my head. Looking at the keyboard was like, strange, confusing. 
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				I said, how am I gonna divide this to play when I know where just middle C is cos I learnt at my dad’s work when I was little. It took me to my early 40s to learn the keyboard and the drums a bit. 

					People are different. I had to learn to divide my brain, count with my foot and play with my fingers. Air drumming helps too. You’ve got to keep the beat. I guess that playing at school wasn’t for me cos I got everything after school. Musical instruments wouldn’t stick in my mind.

				It’s like that scene from The Simpsons where Homer would learn some-thing new but then it pushes something old out from his brain. From singing lessons, drum lessons and keyboard playing in the band. 

				I practiced that keyboard on my own and the guys in the band taught me, bit by bit, note by note. I didn’t need the added pressure of a music teacher saying “You must practice!” I had enough lol. 

				It’s better to do it your own way and in your own time. How I learned to group the keys of the keyboard was funny but it stuck. The three black keys are one group of three boys and the other keys are two white ones and there are only two twin boys. I came up with that on my own. 

				Oh, another thing is I don’t ask. This is me in general. I find people try and stop me, like that tattoo that I got or that piercing. I didn’t ask, I just did it and then shocked them that I went ahead. 	Listening to your heart is good. 

				A good friend can give you advice if you need it. You can call me a daredevil or a rebel. 

				When I was younger I was overprotected. I really had enough of that. 	I had enough and I wanted out.And I am out. Being scared gets you nowhere, like with singing in front of people. Use sunglasses if you’re shy, you get rid of your shyness. 

				My nickname is Rockchick it’s a kind of an acting/singing persona. Some people do this. Alice Cooper does this: he acts scary. But he is just a normal guy and it’s all acting and adds another level of excitement to their gig and stage presence. I do this when I am on stage playing. I make Rockchick play the keyboard with attitude. 
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				Got to have the attitude and make that statement: Don’t mess with me! Just add together Suzi Q, Cyndi Lauper and Pink. If they could have a baby it would be me: Rockchick.

				The Rock Show vs the Hospital

				Marie, I snap, annoyed as fuck.My tickets are NOT for sale.You can take me to the concertin the hospital bed.I have to go to the rock show.I grip the tickets ever so tightly.Six hours post stomach surgery.The ulcer is gone.

				The pain will not stop me.Out of my wayAnd into a wheelchair.Ready to rock the nightand chase the pain away.

				Unique is the New D-word

				Words don’t always come out how we want them to.

				Being so verbal communication/capability is linked to creativity. Pouring your heart out to the audience in a song or writing.

				Writing is different because you can’t see who has picked up the book and see who is feeling your pain. So there is an “invisible/implied’” audience for creative work that frames how people work. People that are across the world may pick up ur book or hear ur song can relate to what ur feeling if they understand it.

				This is why some people keep a diary. For example, when we r very hurt and can’t think of the words to say. But in time u write what they said that day in ur diary. So when ur ready, u show the people what they said to upset u.

				Write it in the diary good or bad. To get them back most likely they 

			

		

	
		
			[image: ]
		

		
			
				119

			

		

		
			
				forgot what they said but u didn’t, by refreshing their memories and reminding them, this is what u said to me, to hurt me when we got in an argument.

				Staying at home doing no gigs and working from home, really affected me. It made me turn to writing another book. It took me two years to think of a good Catchy name for it.

				After writing the stories and in the middle of editing I called it Little Dramatic Stories. Writing is/was therapeutic for me. Writing can become ur addiction. A good habit for helping u not 

				to get stressed.

				It’s like ur own psychologist that’s what they do while ur in the room saying ur problems all they do is write, pinpointing ur problem. Writing a book is similar and writing a song u don’t have to pay anyone for therapy, lol. When u walk into a clinic that’s all they do. Some musicians become authors too.

				Unique is a word that means a lot to me. It’s how I describe myself. I don’t follow nobody. I think that it should replace that despicable word disabled. Replaced by Unique. Makes more sense to me if we say UNIQUE and has a much better ring to it. First of all, people are all different whether they got a condition or not. It’s not labelling anyone.

				I think Disabled is a word for computers or stuff that don’t work. I believe it’s not nice in fact it’s a stupid word for people to call themselves. I would replace that stupid word.

				Unique. If people started calling people unique cos they r not categorising people. We r all human and all have red blood in our veins. Well, blue really... just look at ur veins. 

				All blood gets red when its sees air. True. Blood is transparent.

				Unique to me has the meaning everyone is different. A cross to bear.
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				Freak

				The word freak has sharp claws

				And big teeth.It ripped my heart out.They saw a three-legged monster.I saw me. Loyal. Loving.	A butterfly coming out of its cocoon.

				 

				Victoria’s Secret

				No, No boys, now… don’t get too excited here. There are no SEX secrets here. 

					Anyway, I am not sharing them. 

				1973: The year I was born I can’t remember when I was born, or the year 1973, but in 1979 my sister Nicola was born. I was so wrapped that I treated her like a doll cos I love babies.

				I didn’t have friends. It was just, Mum and Dad. He was always working but Mum was with me.

				Being the first little kid born, I needed to play with other kids.

				It was lonely and boring when I was waiting for a long time for sister to enter this world to play with me. It was hard waiting. I used to call her egg head cos her face was so small and she had a round head. I just love babies. As most little girls do.

				I thought she was so cute that I had to give her the name egg head. I don’t say that now that she grew. This was just me being obsessed with eggs. This still has not changed, I still eat them every day. Two eggs a day.

				I used to go help at my sister’s kindergarten, cooking and playing. Kids make u happy and stay young.

				I still play with kids being a kid at heart myself. Really that feeling of fantasy that there’s a Santa or playing with dolls.
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				Then my brother Mark came. OMG, what a chubbier! He was one of the stocky, really European olive skin, very cute kids.

				I forgot how many times I pinched his cheeks.

				My family is full of Nicks so I’m gonna mention maybe three. Have u seen that movie My Big Fat Greek Wedding?

				It’s about a Greek family but their daughter is getting married to a non-Greek man and besides all the family drama, the daughter ends up with the Australian (Ian) in a Greek family. The father of the bride (Gus) struggles to accept anyone out of this Greek tradition that has set his ways. 

				Nobody Greek got married to people from other cultures or even went out. Usually, they have to stick to the Greek family to make more Greek babies. This was not the case with her. Then, the daughter proves them wrong.

				Unfortunately, the actor who played the father of the bride Gus passed away in real life. I dedicate this to him. He was too funny. “There u go and put some Windex on it,” was the famous line in the movie.

				It’s a really funny movie that I highly recommend. In the movie we are introduced to all the cousins called Nick, well that’s my family. I am surrounded by the name: Nicks or Nicola. I’m Victoria Nicole Cini.

				Overprotection

				Overprotection is judgemental.

				It lacks trust.

				It’s arrogant too.

				I can do so many of the things that your fear won’t allow me to do.

				Overprotecting people is not good.It damages our self-esteem.

				As we grow into adulthood, mistakes are made, but that’s how we learn. How are we gonna learn if we are always protected?
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				Rocking On Country Mars: The Story

				Trigger warning: this bit may be too upsetting for some readers

				In the year 2020, the start of the messed up year that it was, earth faced a lot of unknown dramas. Ok…so… let’s start at the beginning…

				That year started off just like any other year bushfires, Australia has lots of bushlands. People on holidays act normal.

				Breaking news read China has a big virus? I didn’t realise the world can get so sick. As if that wasn’t enough something really big hit earth, WTF.

				Omg, everywhere u turned people were going mad. The virus had spread worldwide suddenly every country had the virus u couldn’t escape the topic that was on people’s minds.

				It was like someone hit the fast mode button on the world.

				The news showed nothing but heartbreaking headlines of this coronavirus. Where did it come from? What do we do with this?

				Apparently, people dying and dropping like flies. Something is so wrong.

				People were trying to wrap their heads around this.

				This Chinese virus is way too big not to mention and so very scary.

				Some people would say the virus is made up and some were not sure, then soon saw cases go up and up.

				An epidemic what is that, I hear u ask? It happens every 100 years.

				Difficult times. U could not plan anything but just waiting to see what lies ahead of this uncertainty year. They make restrictions like u can only travel 5 km from ur house so the people don’t spread the virus. It sucks but for the protection it has to be done.

				Reminds me of the movie Groundhog Day. Everyday is the same, day after day. Some worked at home or homeschooling their kids. Trust me, strange and boring. the whole world went into lockdown for a year.

				Nothing was open for a long time most businesses lost lots of money. People didn’t go out for a long time cos of the lockdown and the virus.
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				Nothing was open except for food stores. Not even the planes were flying to take people to holidays they booked.

				People went crazy buying toilet paper, even fighting for some rolls. The fight over the toilet paper went viral over the net.

				Talk about people acting very badly. It was as if people had to do all these nervous poohs. 

				The shopkeeper called the cops. OMG, it’s like a circus. I couldn’t tell u who was the ringmaster, lol. 2020 felt like 24 months, not 12.

				Four months later into lockdown I really lost it at everyone including my folks, lucky for me I am into writing, that and music saved my mental health.

				FUCKKKKKK.[breathless Screaming high voice with a cry in my voice]

				Pen Pal

				I stopped wasting inkon a pen palwho did not want to meetwhen she learned of mydisability.I threw her letters into the binalong with the word freakand the pity of loss.
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				Big Cargo Boat

				Australia, why are u so fucking far from all other big countries? We’re so isolated not to mention far.

					Near the Cook Islands, The Virgin Islands. 

				They are all little islands. I wish to tie a big fat rope and drag the country of Australia closer to Europe and America. Pushing Australia with a big cargo boat. Then dump a whole lot of concrete for the island to stay there. 

					Without a big wide ocean to fly across.

				Sitting for 24 or even 30 hours in a plane is a pain in the butt! It’s true what i say that ur butt starts hurting from sitting too long on the plane. It doesn’t matter how much u walk up and down the plane.

				A plane is like a big giant condom with windows and air conditioners for air, wings to fly and an engine to make it go. The aeroplane is made out of steel and the people r just like sperm waiting for things to happen trapped in plastic. Lol 

				Wouldn’t it be cool? I could just drive to see one of my favourite bands or meet all the stars that I like. I wouldn’t have to fly across the globe or spend big money on a plane ticket.

				Gigging with one of my favourite bands in America is only a fantasy of mine. I hope it comes true one day. The sky is the limit and 	never say never.

				I did a short course and that is how I got into the Hackkets. They were looking for a singer. Some musicians that I met at the course helped me. I sang my song. I gave the beat to the drummer. It was a 12 bar song called Sydney. After getting to know me drummer-boy called me a little shit. I laughed and said: “I got my eye on u.” The band were all freaking out that I did my own song. They didn’t expect that I was already writing my songs. They all loved it. I then had to ask Mr C, who was in the Hackkets at the time, if it was possible to mix their ones with my originals? Because I am an original singer and I don’t like doing other people’s songs.
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				Then I got a call saying that I’m in the Hackkets. And the rest you know, it’s history. 

					I didn’t want some other boring job.

				Playing with musicians is really good and I do enjoy it. 

				in fact, I go nuts. 

					You learn from others and they learn from you. 

					They often have new connections for you to explore. 

					You never stop learning. Some people are more motivated and do 	anything to follow their dreams, some have what you call a 	bucket list. A list of the stuff you wanna do one day, for 	example going to America. Like I wanna do, looking for and 	meeting stars.

					I want to see the lights of Las Vegas. 

					I want to see the cute guys that America has that are in bands that I loved growing up.

				I love all kinds of music but I don’t like jazz at all, that sends me to sleep. 

					Also travelling to America someday will be my dream.
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				8.	The Groove of Raypirri’: 	Following the Clapsticks	into a New Generation

			

		

		
			
				Samuel Curkpatrick & Daniel Wilfred

			

		

	
		
			[image: ]
		

		
			
				128

			

		

		
			
				Abstract

				This dialogue between Wägilak ceremonial leader Daniel Wilfred and academic Samuel Curkpatrick explores the significance of raypirri’ (respect, discipline) within Yolŋu manikay (public song) and cross-cultural engagements with Yolŋu. Raypirri’ is foundational to developing social connections and responsibilities. It also entails an obligation to re-interpret ancestral narratives “for a new generation,” which Wilfred has undertaken through his collaborative performances with the Australian Art Orchestra and Melbourne Symphony Orchestra. Reflecting on his work with these ensembles, we consider on the role of the biḻma (clapsticks) in structuring manikay narratives. By following the biḻma, performers from different cultural traditions are drawn along the track of ancestral rom (law), which shapes mutual respect and understanding within contemporary gatherings. As an approach to learning from one another and being shaped by tradition, raypirri’ is pertinent to reimagining cross-cultural and interdisciplinary collaboration in Australia.
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				Introduction

				This article explores the significance of raypirri’ (respect, discipline) within Yolŋu manikay (public song), through a dialogue on Daniel Wilfred’s performance practice and numerous collaborations with non-Indigenous musicians. Our approach is phenomenological, in giving focus to relational exchanges and events through which cross-cultural understanding is constituted. In this, we seek to show how raypirri’ is more than a deference to elders or the strict repetition of inherited song forms; rather, raypirri’ is concerned with attentive listening as a creative impetus to social connection and responsibility. 

				The following text is a hybrid presentation, curated and expanded from a series of exchanges between the authors in English, including conversations during conference presentations, collaborative teaching, and other discussions in 2021–2022. We have tried to preserve a sense of dialogical play, as each of us come to understand traditional Yolŋu concepts in distinct yet related ways. We hope that the thick and variegated texture of our presentation allows the autonomy of each voice to be preserved, while provoking the recognition of new connections and possibilities for creative expansion.
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				Raypirri’

				Just over a kilometre from the community of Ngukurr, where Daniel lives, is a large billabong known as Yelawoda. It’s a place to get away from the humbug of town, to take the kids and elderly parents, to sit together and relax. Casting our lines into the water, we tell stories, remembering things we have done together or people we know. My most productive research has been done at places like Yelawoda, places where we become extended family. I always carry a few spare hand reels when I travel. 

				Daniel. Young fella! Come. Sit and listen.

				Sam. Come and sit with raypirri’.1

				D.	Listen to this story. Listen and learn.

				S.	Spin a yarn, cast a line.

				D.	Not a liar story: a true story. A story connected to the raki’, the “string” which was sung by our ancestor, Djuwalpaḏa.

				S.	He rolled the string, twining together many fibres.

				D.	Passing the raki’ through the generations.

				S.	Connecting through song.2

				D.	Pulling us together and making us strong.3

				S.	This is the story you are about to tell. It all starts with this ancestral string, which tells us why we are here and how we are to go on together.

				Travelling with the Biḻma (Clapsticks)

				On the banks of Yelawoda, we make a recording. It’s a short video of manikay, the song Raki’ (String). We will use this song in a in a few weeks’ time, to welcome students and to introduce the stories of Wägilak manikay. We have been teaching together for nearly ten years now, exploring ways of gathering through song and understanding one another across cultural differences. Raki’ is a song that always 
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				travels with us, just like the biḻma (clapsticks); no matter where Daniel goes, this is how he remains connected to the old people who have gone before. Daniel introduces himself to some students he is going to work with:

				D.	I want to tell you about myself, Daniel Wilfred, a Wägilak man.4 I’m singing with the Melbourne Symphony Orchestra, with Paul Grabowsky, my brother, and with Peter Knight and the Australian Art Orchestra.5 We are making manikay (public ceremonial song). We want to make something new and share who we are with our manikay. I have been sharing my songs with my Balanda (non-Indigenous) friends for ten years now. This fella here, my cousin Sam Curkpatrick, has been helping me. We work together to do this thing.

				S.	We’ve been teaching together, helping others understand how these songs shape the ways we come together and understand one another. 

				D.	We’re sharing these songs with the orchestra. I’m a Yolŋu man, standing there, sharing on stage, with yiḏaki (didjeridu) and biḻma (clapsticks). We’re telling stories: about country, language, trees, rocks—our home. We’re telling stories about our life, how we can keep going, how we can keep singing, how we can keep passing these things to the next generation.

				S.	You’re following the songs of Djuwalpaḏa like a track. Whether you are performing in Arnhem Land or Melbourne, with biḻma or with live signal processing and bass clarinet, you are following those ancestral djalkiri (footprints; foundations).6

				D.	We are following the raki’ (stringline).7 The raki’ connects us back and pulls us forwards. When we travel to Melbourne, Tasmania, Hong Kong or Berlin, that raki’ is there, pulling. Manikay is bringing you life: what you can do, the next step. And you learn that from your elders. The next footstep; what’s there waiting for you. Pay attention. You have to listen to those songs. That’s raypirri’.
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				S.	Across the Yolŋu homelands, there are many songs that converge and diverge, narrative connections between different groups. Your songs tell of the travels of Djuwalpaḏa, the Wägilak mokuy (ancestral ghost), as he brings Wägilak people and country into being. 

				D.	That’s it. We are following his tracks, Djuwalpaḏa. Dhawalwal duy’yun: these are the words we sing. That’s Djuwalpaḏa walking to his country, finding his home.8 That’s what manikay is: sing, walk, follow those tracks and find your life. 

				S.	The different rhythmic patterns that you play with the biḻma carry this story, don’t they? The biḻma progress through the story of Djuwalpaḏa, walking, hunting, dancing as he makes his way through the land.

				D.	The biḻma are not just clapping sticks, they have a song! They carry those songs. Djuwalpaḏa was travelling with the wind, with clapping sticks, with yiḏaki (didjeridu), gara (spear) and gaḻpu (spear thrower). He was travelling. But he was going, telling stories with everything he was travelling with. That’s Djuwalpaḏa. 
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				Figure 1. “Hand to Earth” at Pierre Boulez Saal, Berlin, June 2022. Image supplied by the Australian Art Orchestra.
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				S.	He made the country?

				D.	He made the country and he made the story. He made the songline, where the song is connected and where he’s going—where to pass it on to the next people who are waiting. So he finds where the people are waiting and he needs to go and give them this song: “This is for you—your song.” Maybe he leaves some biḻma in the ground at another place. Well, he’s leaving that ceremony there, giving it to those people. And now he’s going to another country: “This is your songline, your story about your country.” He goes to the next country: “This is your song, this is your yiḏaki, biḻma—this is how your sounds are going to go.” Djuwalpaḏa was walking and passing things to these different people, passing knowledge and stories and raypirri’. Djuwalpaḏa was travelling all over. 

				S.	When you are leading a performance with the biḻma, the different rhythms show the story of Djuwalpaḏa’s travels, where he goes and what he does, and the connections he makes with other people and homelands.

				We’ve just travelled from Alice Springs to Darwin. Soon, Daniel will head home to Ngukurr and I’ll go back to Melbourne. We sit near the beach and Daniel explains how the biḻma are always travelling with him, carrying ancestral stories into new places. Whenever manikay is performed, the biḻma are there: they are the ŋaraka (bones) of song, their patterns and tempos accurately reproduced over generations, carrying the story of Djuwalpaḏa into the present. 

				S.	The biḻma carry Djuwalpaḏa on his journey. They also draw you along a storyline, a stringline. Raypirri’ is about following these tracks too—earning about your ancestral responsibilities through song. When you perform, you bring Djuwalpaḏa’s journey to life, and it shapes you.

				D.	When you see me standing on the stage and singing, I’m not making up those songs: I’m following the songline, where Djuwalpaḏa travelled. My songs are travelling with him. And he keeps on going, today—the Yolŋu man keeps going. I’m following his footsteps. I’m still walking and I’m still sharing, sharing my story and sharing my manikay to different people. 

			

		

	
		
			[image: ]
		

		
			
				134

			

		

		
			
				Raypirri’ Gives You a Future

				D.	Sit, listen and learn this story. That’s raypirri’. Every generation has to follow those biḻma and learn: put these things to your heart. Listen to the song and learn about your connections, and how that song fits with everyone else.

				S.	When did you start to learn about manikay (song) in this way?

				D.	I learnt manikay when I was about fifteen. That’s when I started listening. I thought, “I need to go and listen to these old people singing.” Before I started listening, I was not disciplined. But when I learnt about manikay, I got raypirri’. Raypirri’, it’s telling me that I have to learn and the story I have to listen to it. I was getting more raypirri’ when I was a young boy. I was growing up, sitting with my elders and listening to them. Even if I feel shame [embarrassment, shyness], I kept going back and asking these people, my family, about these songs. I had to learn these songs. 
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				Figure 2. “Biḻma (clapsticks): Travelling with Djuwalpaḏa” (video), Daniel Wilfred, April 4, 2022, Darwin. Produced by Samuel Curkpatrick and Nicholas Bochner. Reproduced courtesy of the Melbourne Symphony Orchestra.
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					When I was eighteen, I was singing slowly: I didn’t go out in front but was waiting, sitting back. When I was twenty, I was still nervous. But I had that manikay on my heart. And I was still talking, listening to the stories, listening to the old people telling us, “Come on! You gotta get off there and start singing. You gotta start learning because we’re looking at you. You’re the next generation.” Now, when I get up and sing, I like to share about how I became a singer. I think, “Hey, I know this song now. I got it, I got it! I’m going to go forward now. I’m going to share this song.”

					That’s when I started to go forward and I started to share. I share my songs at funerals, for sorry business. I was starting to get there, starting. And I like to build it. Build myself, trust myself. I want to be somebody. I don’t want to be that kid, walking around the street, doing no good things. That’s what I learnt. 

				S.	Raypirri’ gives you a future: listen, learn, take on responsibilities to sing and share your knowledge. Knowing how to receive what is given to you is essential to your future. No raypirri’, no future!9 

				D.	No raypirri’, no future. That’s the one! True! That’s how you are going to find yourself. Raypirri’ means you’re not going to chuck that story away from you—you have to keep it. It’s important for how we live: when you come up together and learn these songs, you’ll be good: you’ll have respect and understanding; you’ll be learning. When you’re going to grow up, you’re going to be someone. And you have to learn and respect.

				S.	When you sing, you learn what it means to follow the law, the proper way of doing things, like proper relationships with your gurruṯu (kin) and how your song and country fit with those other people.10 That’s what manikay is about: law—your hereditary rights and responsibilities, and the ways people and place interweave in a complex texture. Manikay is paying attention to this law through song.11
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				D.	We have to pass this understanding to the next generation. If you’re sitting by the fire and listening, you will learn to follow those footsteps—where they go and how you can follow those footsteps, follow the songlines. 

					If you learn about song, you are learning where the old people went through, following their footsteps. That’s what I am following, these footsteps here. I get another [greater] raypirri’, another respect. Onto the next footstep—another raypirri’, another respect. Manikay is telling me, “This is your time. Your time to get this manikay. Don’t be frightened of this manikay. Keep this manikay. You’re the next generation.” And now today, I can sing you anything and I can tell you this story.

				S.	This is also the basis of how you work with Balanda (non-Indigenous people), like the Australian Art Orchestra. You feel responsibility to share your songs because in speaking for your culture, you assert Yolŋu autonomy. And these traditions help you make new connections, building responsibility and understanding with the different people you work with.

				D.	We sit together, listen and learn. If you listen, you get somewhere. Come to Yolŋu land. If you come to our country and you want to learn, you are not going to get lost. If you are Balanda (non-Indigenous) learning more, talking to lots of Yolŋu people, well you’ll be someone. You will say, “Hey! I know these people. I’ve been trained, taught, about Yolŋu and rärrk (cross-hatching in painting), gamunuŋgu (sacred designs), buŋgul (dance, ceremony) and yiḏaki (didjeridu).”

					That yiḏaki has its own stories; rärrk also has stories—about everything! You’re not making up new things when you learn, when you share. You’re not making things up: it’s there all the time. If you’re making things up, you’re telling liar story. But this is not a liar story, it’s a true story.

				S.	How should Balanda learn to sit with raypirri’ and listen to the stories that are already in the land?

				D.	You have to start with zero. That’s raypirri’.
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				S.	Sit in the dust together. 

				D.	When you are coming to sit with family in the bush, when you’ve got dirty clothes, dusty feet, you are going to have to sit together and get this knowledge from Yolŋu. Maybe you are very close, walking with this [Yolŋu] fella, or talking together to get more knowledge and more raypirri’. 

					And I can get raypirri’ from Balanda too, that fella standing there teaching me—he’s raypirri’ to me. If there is a Yolŋu [person] standing there, talking to you, he’s raypirri’ to you: to make you understand. That’s what raypirri’ means.

				S.	Or when we are fishing! We need to take the time to sit and learn from one another, with raypirri’. That’s how we learn to move together and grow?

				D.	If you listen and get the story, if you listen more, this can grow. This can grow, because you are getting knowledge and you going to respect others, to be a good person. 

				On That Lovely Sand

				S.	This brings us to manikay as an invitation to gather—on the sand, in an open public place, bringing our songs and stories together. Manikay builds community: you sing together to figure out our own identity and who you are together.

				D.	That’s what manikay is. Sharing your life, sharing your story. Old generation, new generation. Sharing your life and your story. 

					When you have that gakal (skill, understanding of ancestral narratives), you have to be responsible. You have to go to ceremony, bring your stories and collaborate those stories. If you go to Yolŋu people, and you see one there waiting, sitting for ceremony. Then another one comes, waiting—now there are maybe five or six people. So you come up to that ground, on the sand, sharing your culture, your knowledge, what your story is.

				S.	When you come together with other clans and language groups to sing manikay, you all bring different words and parts of the story, don’t you? 
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				But there are common biḻma patterns that are shared between closely related groups.12 When you gather, you can sing together and explore the different connections between your respective homelands.

				D.	I was sitting at a ceremony in Numbulwar (a funeral ceremony), listening to three different voices. One old person was sharing his story and talking, and I was listening to another voice too. difrindifrin lains (many different), songlines from three places coming in, three different voices. But they are different tribes, different songlines, different stories. This one comes from there, that one comes from here, and another one comes from down here. But their story comes and they form together. And they are sharing their culture and law—different languages, but not against each other. That law is for ceremony, not like challenging or racing or making money: it’s there to show the new generation how to learn. They are sharing for the funeral, how to respect on that lovely sand where they meet up, where they gather up and make this ceremony happen. They are there to sing and share about how the law is still in their life.

					When they are coming together to meet up, to gather up on the sand, they are all sharing with their difrindifrin (many different) languages and their difrindifrin songs. They are making something, sharing to the community, passing on to the next generation.

				S.	So ceremony is a gathering that helps you find how your own stories and ancestral stringlines connect with everyone else. This is why manikay is so important to healthy communities.13

				D.	Today, we are talking about law, the raki’ pulling things together, singing our manikay and sharing the buŋgul. Raki’ pulls everyone together, to gather up, to meet up and to share the song and the songline, and pass it on to everyone listening. When you’re singing, people listening what you’re singing about. So we have to keep it and show this thing to everyone today.

					We sharing our song, sharing our country, sharing our language. Sharing. We are not hiding things when we meet up. This is the rom: we going to have to learn and listen carefully. Listen the story and listen the song and the language, the trees, listen to the biḻma and yiḏaki. That’s where you learn. 
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				S.	How does it feel to meet up with everyone and share your culture?

				D.	If you’re singing with everyone and you seeing everyone, you’re happy and you’re proud of yourself. And you’re showing your style. If you’re showing your style with the other dancers or the other songlines, the other songs are showing their style too. They’re singing differently and have their own style. 

					This group here, this group there, this group here: they’re building a story, an old story, because they’re telling you to understand and listen and learn. 

				S.	When you are gathering to listen to others, you are learning about law through the different voices and songs that come together. How do new songs fit with that? How do the new branches connect to the deep ḻuku (foot, footprints, anchor, roots)?

				D.	When you hear new voices and clapping stick styles, they are making a new song. You’re making new song with the clapping sticks and didjeridu but that old song is there. The old song is there waiting. You’re changing with new voices but the old voices are there—you can’t bury it. That’s for you to keep learning and you have to keep those old voices. Don’t leave them behind. No matter what you’re making, no matter what you’re singing. 

				S.	The old voices are in the new songs; you carry these voices into your performances with others.

				Grooving Together

				Since 2005, Wägilak singers have collaborated with improvising musicians from the Australian Art Orchestra, exploring how Balanda might come alongside Yolŋu and perform within the inherited forms of manikay, their diverse voices held together by the pervasive groove of the biḻma. Recently, Paul Grabowsky, who established this partnership, composed a work for Wägilak singers, improvising musicians and orchestra. Grabowsky’s use of narrative themes and elements from Wägilak manikay has grown out of years of respectful listening and friendship. 
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				S.	Raypirri’ is also about creativity then, isn’t it? To share those ancestral narratives in new ways, to recognise ancestral knowledge “for a new generation”? 

				D.	When you have that gakal, you are responsible: you have to share.

				S.	You have to share your story with others, to grow those stories?

				D.	When you listen to different stories, you are growing. We are sharing our life and making who we are going to be. You come up to stage playing with the symphony orchestra. You see people there—they’re sharing their story, what they learn [have learnt]. And if you look the Yolŋu man standing there, with clapping sticks—we’re all sharing. Come on! Come on! We gotta share this thing, share our life and what we learn.

				S.	By following the biḻma, composers and improvisers like Paul Grabowsky and Peter Knight have found ways to weave their own musical voices into the story of Djuwalpaḏa. Is this what collaboration means to you?

				D.	Yeah, that’s what I’m doing with everyone. With the wata (wind) manikay. Gathering up and we are sharing. What does collaborate mean? It means difrindifrin tribes coming together to collaborate this music or collaborate this song, and share this song to the open place for people to see. Where people can understand.14 We’re sharing things: that’s collaboration. When they are coming together to form and show the culture and law, this is what we are. This is our role—we’re not making money. We’re sharing with the community and sharing to the new generation.

				S.	Manikay has a long history of being used to teach others about Yolŋu people. It’s a form of diplomacy, isn’t it, of working out a way forward in our differences?
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				D.	Collaboration is putting it together in a different way. Through manikay, we are not doing something new but putting something back together. Something is there: we have to get to it and put it back right. Getting back the new generation and the old generation, together. We start by getting the two pieces—from a new generation way and the old generation way.

				S.	Figuring out what it means to be a “new generation” through your ancestral songs?

					You mentioned wata, the wind that blows family together for ceremony. It’s also the theme of your work with Paul Grabowsky and his approach to composition in “WATA: A Gathering for Songmen, Improvising Soloists and Orchestra” (2021).15 How are you listening to all those different sounds and traditions when you are working on stage with a group like the MSO? How are you bringing them together?
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				Figure 3. “Listening, Responding” (video), Daniel Wilfred, April 4, 2022, Darwin. Produced by Samuel Curkpatrick and Nicholas Bochner. Reproduced courtesy of the Melbourne Symphony Orchestra. Symphony Orchestra.
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				D.	I was listening to the jazz musicians and the orchestra. They were a bit different… different voices. If you are listening to all those different sounds, you have to know those people, where they are coming from. So when you gather up, you are like friends and family. 

				S.	That is something that works well with smaller groups, as much of your work with the AAO has shown. But what about working with the MSO, which is very big? 

				D.	When you get to the symphony orchestra, there are too many there! You don’t know where they are coming from.

				S.	All the different sounds?

				D.	What the story is, where they are standing, what they are playing, what stories they are telling. You have to listen, you know: listen to where the good voices are coming from. In “WATA,” we are all coming together, coming to the place to meet up, making a songline about coming together. 

				S.	Throughout the composition, the clapsticks are there, providing cohesion and structuring transitions between the different orchestrated sections. As in traditional manikay, the biḻma patterns are shared between groups, allowing different songs and stories to come together. The challenge is finding where to put your voice into the mix and how to bring these things together. 

					It’s a lot of fun, right? Coming together as a family, to do something together with your 

					songs? The wind blows many different people and generations together.

				D.	That’s it. You’re learning more stories. If you’re working with people, you are getting more stories. You are making a new story, but you have to know the old voices and the old story. If you don’t know them, well you didn’t listen. You didn’t ask to learn the old story. The old story is strong, connecting you to law and songlines and the dreaming. The old voice is stronger than the new voices; the old story is stronger than the new story. You make up a new one, but you have to think about what the old people told you, way, way back.
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				S.	Could you say that the old story carries the new story?

				D.	The old story carries the new story. That old story is strong because you know where it comes from and where the dreaming goes through. And you have to stick with that old voice and story, to pass it on. But you are making a new one too, putting the old story in the new story. You put the old voices in the new voices. New styles but the old style is there, connecting.

				S.That’s the raki’, connecting the generations.

				D.	Raki’ is pulling us together, holding us. When you travel or share your music with others, on tour, that raki’ is still there, connecting you to your home. 

				S.	The grooving biḻma, pulling us together and pulling us along.

				D.	You listen. Sing with the biḻma. They are pulling you. The long string, pulling the long string all the way. Pulling the string. We gotta travel. Orchestra gotta travel. Yolŋu gotta travel. Instruments, they are making something to learn. We sing to learn. And that’s your story.
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				Endnotes

				1	Raypirri’, which readily translates as “respect” and “discipline,” is closely related to the widely explored concept of djalkiri (foot-prints; foundations), and ceremonial law and performance as follow-ing the footsteps of ancestors. For instance, see Rebecca J. Conway, ed., Djalkiri: Yolŋu Art, Collaborations and Collections (Sydney: Sydney University Press, 2021). Raypirri’ is demonstrated and progres-sively accumulated through a respectful attentiveness to elders and disciplined following of law. Aaron Corn, Samuel Curkpatrick, Wanta J. Pawu, and Brian D. Garawirrtja, “Being and Knowing,” in Australian Perspectives on Indigenous Knowledge, ed. Marcia Langton and Michael Shawn-Fletcher, in press (Carlton: University of Melbourne Press, 2024); Samuel Curkpatrick and Daniel Wilfred, “The Character of Collaboration: A Dialogue on Listening and the Creativity of Wägilak Song,” Journal of Intercultural Studies 44, no. 5 (2023a). 

				2	Marratja Dhamarrandji has explored raypirri’ and connection in a way that resembles the narrative of raki’: “Raypirri makes us connect with those who have passed. When we pass raypirri on, we make our chil-dren and their children connect with those who have passed on. We need to do this, to pass raypirri on, for the sake of our children and our people.” Maratja Dhamarrandji and Jione Havea, “Receive, Touch, Feel, and Give Raypirri,” in Indigenous Australia and the Unfinished Business of Theology, ed. Jione Havea (New York: Palgrave Macmillan, 2014), 13.

				3	We have considered how the voices of different generations are connected through manikay performance to strengthen community, in Samuel Curkpatrick and Daniel Wilfred, “Shimmering Brilliance: A Yolŋu Aesthetic of Creativity and Collaboration,” in Australasian Music at Home and Abroad, ed. John Gabriel and Sarah Kirby (North Melbourne: Australian Scholarly Publishing, 2023b), 125–46.

				4	For a detailed study of Wägilak history, identity and narrative, as expressed through manikay (public ceremonial song), see Samuel Curkpatrick, Singing Bones: Ancestral Creativity and Collaboration (Sydney: Sydney University Press, 2020).

				5	Wilfred is an artist with the Australian Art Orchestra, whose most significant collaborations with that ensemble include “Crossing Roper Bar” (2005–2015), “Nyilipidji” (2015–2017), composed by Paul Grabowsky, and “Hand to Earth” (2018–ongoing), “Fresh Water–Salt Water” (2022–ongoing). See below for Paul Grabowsky’s “WATA: A Gathering for Songmen, Improvising Soloists and Orchestra” (2021), composed for the Melbourne Symphony Orchestra. Grabowsky and Knight have both been artistic directors of the AAO.
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				6	Bree Blakeman and Dhambiŋ Burarrwaŋa make a fascinating study of the related concept ḻuku (foot, footprint, anchor, root of a tree), which connect different families that branch out from a common ances-tral homeland. In Bree Blakeman and Dhambiŋ Burarrwaŋa, “Yolkala Gumurrlili? With Whom Towards the Chest? A Relational Portrait of Yolŋu Social Organisation.” Journal of Intercultural Studies 44, no. 5 (2023): 678–96. In the variety of branches “spreading out, becoming separate/distinct” (681), Yolŋu perceive hidden and sacred ancestral foundations.

				7	Raki’ (string) is another related concept found in Wägilak song. Raki’ connects families through the stringline of yarraṯa (patrilin-eal descent) to ancestral origins. These connections are strengthened and extended through ceremonial performance. See Curkpatrick, Singing Bones, 5–6, 86–89. 

				8	This song text forms the basis of a composition by Erkki Veltheim, “October 19th, 1845: An Idyll for Three Dead Baritones and Ensemble, with Yolngu Manikay Obbligato” (2021). For translation and notes, see, Samuel Curkpatrick, “Djuwalpaḏa Dhawalwal Duy’yun” [song text transcription and interpretation], in Memories in Music: Festival of Contemporary Music, 13–15 (Berlin: Akademie der Künste, 2021).

				9	Exploring raypirri’ as a theological concept, Maratja Dhamarrandji writes in a similar way, “The word raypirri refers to wisdom, gift, blessing, culture, and tradition. Raypirri is what fathers pass on to their sons, and mothers to their daughters, for they will be leaders of families in the future … Raypirri is what the leaders of today pass on to the leaders of tomorrow. Raypirri is handed over from one gener-ation to the next. It is a set of gifts to guide the next generation. Raypirri is like the shadow of previous generations that current and future generations follow … When we see our shadow, we see the foot-print of the sun in the shape of our body.” Dhamarrandji and Havea, “Raypirri,” 13.

				10	For patterns of social responsibility strengthened through ceremonial performance, see Aaron Corn and Joseph Gumbula, “Rom and the Academy Repositioned: Binary Models in Yolŋu Intellectual Traditions and their Application to Wider Intercultural Dialogues,” in Boundary Writing: An Exploration of Race, Culture, and Gender Binaries in Contemporary Australia, ed. Lynette Russell (Honolulu: University of Hawai’i Press, 2006), 170–97.

				11	Marcia Langton and Aaron Corn explore the close relationships between ceremonial performance and law in, Marcia Langton and Aaron Corn, Law: The Way of the Ancestors (London: Thames and Hudson, 2023). 

				12	For an example of biḻma modes shared between families in the song “Birrkpirrk/Dudutudu” (Plover/Night Owl), see Curkpatrick, Singing Bones, 83–84.
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				13	On the märr (ancestral power) of many different vocal lines coalesc-ing in ceremony to effect vitality and happiness, see Curkpatrick and Wilfred, “Shimmering Brilliance.” Also in this e-book, Curkpatrick, Corn, Loughrey, Pawu, and Gumbula-Garawirrtja, “Creative Responsibility: Shaping Purposeful Communities through Ceremonial Performance.” 

				14	This is knowledge related to garma (public) aspects of ancestral law and tradition. Michael Christie writes, “The garma metaphor elabo-rates the basis of a particular sort of public knowledge work. People come together in a specially identified neutral place, working collab-oratively to produce for public edification and approval, a complex performance combining contributions originating from a variety of independent but connected people-place assemblages or Yolŋu ideolocal-ities (Tamisari, 2002).” Michael Christie, “Engaging with Australian Indigenous Knowledge Systems: Charles Darwin University and the Yolngu of Northeast Arnhemland,” Learning Communities: International Journal of Learning in Social Contexts 1 (2009): 26. And further, in rela-tion to computer databases, “The garma, like the database, does not contain knowledge. It is a site and a resource where new knowledge is produced for the local context from coordinated representations, largely sourced from outside (i.e., from the various estates and histories of the contributors). The best teachers/researchers/learn-ers have the ability to access, and interpret a full range of repre-sentations in each new context of meaning making.” Michael Christie, “Computer Databases and Aboriginal Knowledge,” Learning Communities: International Journal of Learning in Social Contexts 1, no. 1 (2004): 6.

				15	The Melbourne Symphony Orchestra, Australian Art Orchestra, Paul Grabowsky, Daniel Wilfred and David Wilfred received the APRA AMCOS award for “Performance of the Year: Notated Composition” for WATA in 2022.
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				Abstract

				This essay provides a critical and personal reflection on Darren Hayes’ 2022 pop album Homosexual and the thread of loneliness that runs through it. It critiques some of the key musical moments in the album and considers their relationship to male homosexuality as represented in popular culture, drawing on the album as a text, a podcast conversation between Hayes and the author, and media commentary surrounding the album’s release. The essay considers how Hayes’ musical imagination, as described in detail in his songs and demonstrated in the acts of creating and sharing them with the world, tells us something about how musical creativity and loneliness sometimes intersect in Australia and how music, to borrow the words of Tia DeNora, acts as a technology of the self, “getting into” and providing a medium for forms of social agency. 
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				In February 2022, the Australian private health insurer Medibank launched the podcast We Are Lonely, co-hosted by media personality and writer Myf Warhurst and me, a postdoctoral research fellow in music at the Melbourne Conservatorium of Music. The podcast was available on Spotify and Apple Music for a period of approximately 12 months and the launch coincided with the release of the findings of Medibank’s commissioned research report into loneliness in Australia. This research found that one in three Australians are classified as experiencing high levels of loneliness and that two in three Australians find it hard to identify loneliness in themselves or in others.1 Over five episodes, the topic of loneliness was explored through conversations with Australian guests, each of whom has achieved great success in their respective creative fields: actor Hugo Weaving, hip-hop artist and writer Adam Briggs, singer-songwriter Tash Sultana, former Savage Garden front-man Darren Hayes, and eminent artist Patricia Piccinini. The guests shared memories and personal stories of loneliness and wove these into reflections on the ontology of loneliness, its potential role in creative processes, the merits and shortcomings of different representations of loneliness, and much else. 

				Later in 2022, one of the podcast guests, Hayes, released his fifth studio album Homosexual on the label Powdered Sugar.2 The album has been described as “a proud and simple reclamation,”3 a statement that resonates as true for this author. In this short essay, I will reflect critically, and in a somewhat personal way, on the nature of this pride and simplicity, from my perspective as a gay man born in Melbourne in 1983. I will critique what I think are some of the key musical moments in the album and consider their relationship to what is a personally troubling and difficult theme: the nature of the presence of male homosexuality in mainstream popular music and culture, and a pervasive loneliness I see within it, which has been familiar to me for a long time. Drawing on the album as a text, the media commentary surrounding the album’s release, and the podcast conversation with Hayes, I argue that Hayes’ musical imagination, as described in his songs and demonstrated in the acts of creating and sharing them with the world, tells us something about how musical creativity and loneliness can intersect in Australia and that music, to borrow the words of Tia DeNora, acts as a technology of the self, “getting into” and providing a medium for forms of social agency.4

				First, a brief theoretical context is needed regarding how loneliness might be understood and how music can contribute to that understanding. Loneliness is now recognised as both a social problem and something that can have a serious impact on health and wellbeing over the longer term.5 Definitions of loneliness vary, with psychologists typically defining it as a subjective feeling arising in response to perceived social isolation, and so distinct from actual social isolation.6 Historians, aware of the myriad of 
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				definitional problems in emotions research in psychology,7 and less inclined to assert a strict distinction between emotions and feelings,8 typically treat loneliness as an emotion,9 or an emotion cluster which may vary over time, perhaps including (for example) elements of grief, sorrow or nostalgia.10 Research has suggested that socially vulnerable groups are particularly at risk, including migrants, the elderly, and LGBTQIA+ people.11

				Stephanie Cacioppo and her colleagues provide a three-part framework for understanding different dimensions of loneliness,12 with each part mapping onto one dimension of attentional space as articulated in Edward T. Hall’s theory of proxemics (the way human perceptions and uses of space are moulded and patterned by culture).13 Hall’s “intimate space,” the closest space surrounding a person, corresponds to “intimate loneliness,” the perceived absence of a significant other; “social space,” the space in which people feel comfortable interacting with family and acquaintances, maps onto “relational loneliness,” the perceived absence of quality friendships or family connections; and, “public space,” the anonymous space in which one typically encounters strangers, corresponds to “collective loneliness,” the perceived absence of an active network of social identities.14 This framework had been useful in shaping the way loneliness can be understood and addressed across different levels of social activity. 

				John Cacioppo and Louise Hawkley have also proposed a model for understanding loneliness as a regulatory loop,15 in which individuals who perceive themselves to be socially isolated tend to develop heightened sensitivities in social settings, negative expectations regarding social interactions, and patterns of behaviour such as withdrawal. These responses can serve a protective function in the short term but may ultimately reinforce feelings of loneliness over the longer term by enhancing perceived social isolation. At least at the individual level, this approach helps explain how chronic loneliness can become entrenched in behavioural patterns and thus harder to change over time.

				Music engagement offers potential for mediating and strengthening social connections,16 and promoting health and wellbeing more generally, as a wealth of evidence from various disciplines has shown.17 Studies in music psychology have argued that music can act as a social surrogate by substituting for companionship following an experience of social loss and thereby “reducing” loneliness.18 However, the idea that music’s links with health and wellbeing can be understood using a dose-response analogy, where music is administered and loneliness is reduced, has been criticised for likening music engagement more closely with pharmaceutical science than culture-making.19

				Tia DeNora’s sociologically oriented approach to explaining how music engagement can promote health and wellbeing proposes that music can offer forms of “asylum,” or “respite from distress and a place and time in 
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				which it is possible to flourish.”20 Music asylums entail two broad strategies, removal and refurnishing, where the former generates a sense of distance from one’s environment and helps to recover a sense of personal time and rhythm, while the latter involves creative, imaginative play, thus helping to remake or renegotiate social worlds.21 For DeNora, music’s impact on health and wellbeing takes shape gradually within an unfolding future time-space of undetermined quantity, in which the transformations that occur in the musical encounter resolve into new understandings. She calls this time-space music’s “future perfect,” by analogy to the English grammatical tense—one will have done.22 This idea that music can offer forms of “asylum” has repeatedly resurfaced in my reflections on the significance of Hayes’ album Homosexual and my conversation with him.

				During the podcast conversation with Hayes, I was filled with admiration for his eloquence and integrity as he discussed his journey towards self-acceptance as a gay man, because of my own difficult experience of finding that same self-acceptance.23 This likely had something to do with the fact we both reached adulthood before social media became widely accessible (although Hayes is about 10 years older than me); as he sings in “Do You Remember” (track 2), “1990s, no cell phones, if you want to meet someone you had to leave your home.”24 After the podcast was released, I read Alan Downs’ The Velvet Rage,25 which, despite its generalisations, laid out a genealogy of a decades-old feeling of shame that had taken up residence inside me and, I think for the first time, actually pierced and disengaged it. The book is an account of a common pathway that many gay men follow, which begins with hugely overwhelming experiences of shame and invalidation in childhood, through a second phase of excessive compensatory behaviours geared towards shame avoidance (even long after one has “come out”) that may include perfectionism, the quest for acquisition and external validation, drug and alcohol abuse, and promiscuity. One arrives, hopefully, finally, at a place of peace, self-acceptance and authenticity, in which the psychological aspects of one’s “self” split apart in childhood are reintegrated. This third stage may continue to include things like drug use and promiscuity, just no longer as shame-avoiding behaviours.

				I had never seen myself in anything like I saw myself in that book. And why would I have? I never saw a sincerely romantic kiss between two men on television until the year 2000, the year I finished high school—on Dawson’s Creek!—and I had never heard a sincere romantic love song sung by one man to another until I heard George Michael’s “American Angel” in 2004, aged 21. I remember telling an aunt of my fondness for the song; she squinted, as if I had so much more to learn about good taste. And I suppose I did; all I knew was that gay men were preposterous people who 
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				styled peoples’ houses and died of AIDS. (Until I was about thirty-five, when PrEP became widely available in Australia, I always wondered when it would be my turn). 

				At university, I was introduced to the idea of radical queerness, which told me to seek liberation in the deconstructive enterprise of resistance against heteronormativity, to view the category of homosexual itself as an oppressive effect of discourse to be problematised, troubled, subverted and unsettled.26 I was told to understand “queer” not as an umbrella term that refers to same-sex attracted and gender diverse people, but an “oppositional relation to the norm,”27 a relation that aimed its deconstructive critique, again and again, at wherever the centre of gravity in the normative mainstream shifted next. “Queer” in this sense could never define an identity; it could “only ever disturb one.”28 Human social action and order were purported concerns of queer theory, but the protean uses of the term by theorists and activists seemed to insulate “queer” from social scientific accountability;29 perhaps this was part of its appeal? Was there such a thing as a “gay subject”? Or a “queer” one? I didn’t know then, and I can’t say queer theory brought me any closer to knowing, especially after it turned its focus towards topics as disparate as “digitality,” “empire,” “pedagogy,” “living underground,” and “terrorism.”30 My attraction to men was linked to layered, socially shaped experiences of loneliness, at times more intimate/sexual, and at times more collective and identity-related. But I wasn’t convinced that promising my sexual, intellectual and social self to a life defined by whatever was or would ever become not normal was the way to go. I just wanted to recognise myself in the world, and be a part of it, even the bad bits. And I wanted to recognise myself in the terms, categories and concepts that enable and transform (self-) understanding. So I suppose I wasn’t queer after all, but who could really say? This recognition was also aesthetic: through musical media, I pieced myself together (mind the pun).

				During our podcast conversation, Hayes was open about his memories of family life as a young boy with an abusive alcoholic father, and how these shaped his later experiences of loneliness. In his childhood home, he told me, there was “a complete absence of safety,” and he elaborated later in a piece for The Guardian, stating, 

				This abuse went on from as far back as I can remember… In the 1970s and 80s, nobody talked about domestic violence; my mother was always very ashamed of what was happening… as a result, my siblings and I became very adept at surviving: we figured out how to get the putty from the hardware store to patch up the walls he’d punched, and my 12-year-old sister learned how to drive so we could get our beaten and bruised mother in a car if we needed to.31 
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				These difficulties were compounded by his emerging sexuality, and his fear of what might happen if anyone found out he was gay. In the same piece for The Guardian, he stated, “I learned very quickly that there was something inside me—even if it was just a subconscious thought—that was repulsive. The first person to call me a ‘faggot’ was my father.”32

				In an interview with Rolling Stone, Hayes spoke about the active imagination he had as a child, and how he now understands it as dissociation, stating, “I could look at a Michael Jackson video and think, ‘I’ll just dance my bullies to death!’… That’s the life I lived. It was magical, because my brain was over-developed in its imagination, in a way that I could escape the horrific things that I witnessed.”33

				When Hayes’ album Homosexual appeared after the podcast was released, I heard it all in the music and the lyrics: the lonely and violent particularities of life as a gay boy growing up in Australia in the 1980s and 1990s (as I also did; for me, the violence took the form of bullying, verbal and physical abuse, including at the hands of a primary school teacher); the ways we learned to hide ourselves from ourselves and others; and how, as it does, music bridged that lonely and sometimes vast distance between the different parts of ourselves and, if you were lucky, reintegrated them.

				Hayes’ account of the sexual aspects of his ten-year-old self in “Music Video” (track 7) could easily be my own: “I was emerging, I was finding myself, a butterfly before the guys… Knew I was different, but I wasn’t ashamed yet.” He is called a “little fairy” by the schoolteacher for playing with the girls; he is caught glancing at Stephen, with whom he fantasies about holding hands, and is threatened with a broken nose. “There’s a name for boys like you,” he is told. The music video in the song’s title evokes DeNora’s idea of “music asylum,”34 that musical time-space for escapism, recuperation, even convalescence, and for entertaining imaginary potential futures. Hayes sings:

				There’s a place I wanna goInside a music videoWhere boys wear makeup and we play guitarNeon is how I feel, Love is a battlefieldThat’s the place I wanna liveWhere girls have names like Billie JeanWe dance in front of my VCRSteal a DeLorean never look back again.

				During the podcast conversation, Hayes talked about how becoming a pop star was a way of not being lonely. He described the persona he adopted in becoming the frontman of Savage Garden as a “superhero” and an “avatar,” a self that he could accept and even celebrate, as long as what 
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				had been split off stayed that way. He said that there was “no safer place than on stage,” and that this safety was a lonely kind of safety: “I was in so much pain about my childhood, that I couldn’t express explicitly… I was trying to find my people, and I did: they turned up at my shows… I didn’t love myself… that disconnection from ‘self’ was very lonely, but through singing about it, people connected.”

				For me, the most powerful expression of loneliness on Homosexual is the song “Hey Matt” (track 5), the longest song on the album at 9 minutes 18 seconds. While the other songs deal with different aspects of Hayes’ life including his sexuality (“Homosexual” Acts 1 and 2, “We Are Alchemists”), mental health (“Poison Blood”), family violence (“Euphoric Equation”) and school (“Music Video”), and the variously joyful, complex and difficult experiences linked to these things, Hayes told Rolling Stone that “Hey Matt” is essentially a suicide note, and that his coming to terms with his sexuality was “completely shrouded in suicidal thoughts”35 as is true for so many. He stated, “I called up my friend Matt, and he wasn’t home. And instead of leaving a voicemail, I just recorded a voice note… The things that I said about myself were so horrible.” Hayes said during our podcast conversation that he had done 20 years of psychotherapy, which had helped him face the demons of his past, and “Hey Matt,” a song that takes the form of a voicemail message, expresses this murky encounter, and the loneliness and self-loathing that he had to overcome in order to move on and find meaningful connection.

				Hayes’ usual virtuosic, soaring falsetto is replaced here with a deeper, flatter and more conversational delivery, singing, “Hey Matt, I got something I wanna tell you, if you’re there pick up. It’s no big deal, I’m just so lonely.” He recounts a dream in which all the shameful feelings and memories he thought he had “drowned real good” reemerge in a flood, making further avoidance impossible and leaving him stranded to face the “monsters in the ocean… tailing him like a shark.”

				Hayes captures the onset of toxic shame-avoidance behaviours that Downs argues is so common among gay men,36 and the path towards finally reckoning with them, in the chorus thus:

				One time as a way to survive, I decided to be kingBut the crown dug into my skin and that gold turned out to be tinPoison seeping into my brain until the only thing to remainIs the last bit of innocenceI hope I can save itI hope I can save it

				The “king” here is the image Hayes sold so successfully to the world, as his relationship with himself suffered. He sings, “I don’t recognise my skin 
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				or the bones that creak within, I am tired all the time, a sexless, frail, scared and weak little man.” The song captures a turning point at which Hayes asks and answers the question of whether he can continue relying on the old behaviours that had previously helped him survive, singing, “I think I’m gonna cut my losses, cos when I look at this stuff, there’s nothing left I wanna process.” He also expresses the irony that loneliness begets loneliness, as Cacioppo and Hawkley have pointed out,37 with the following lyric:

				Hey, MatthewI think I should tell youI spend my life hiding behind a tree complainingNobody wants to play with meA selfish kind of ironyI’m so fucking lonely, but I won’t let you in.

				In Homosexual, Hayes does not emphasise or project ideas about queerness as a politics of subversion or destabilisation of heteronormativity. There is a simple pride in the words “It’s not a blessing and it’s not a curse,” “It’s not correctable, it’s homosexual,” and “I’ve been incorrigible since I was born” (from the songs “Homosexual (Act One)” and “Homosexual (Act Two),” tracks 6 and 13). Hayes describes his homosexuality as a mere fact of his personhood, rather than an iterative performance or a category of discourse. There is no comparison to others, no urgency to prove himself, and in their absence, a sense of freedom. Is Hayes “gay, but not queer?”38 I didn’t ask Hayes about his views on what “queer” means for him or whether he identifies more strongly with the term “homosexual” instead. But the album could hardly be more explicit in its embrace of that sexological term, “gay,” which academic queer theorising since Foucault has done so much to problematise. In any case, if the answer to the question “gay or queer?” doesn’t help move us towards having healthier relationships with ourselves and with others then I can’t say it matters much to me. And while many of the themes the album touches on are particularly salient to gay men of a certain age (see above), others, such as the painful process of disconnection from a romantic partner as a relationship ends, as in “Feels Like it’s Over” (track 10), reach further. In this album, Hayes presents an account of a sexual human being, and the simple pride I hear in the music is a peaceful kind borne of years of self-reflection, self-transformation, and healing. Talk about deconstruction.

				There is also a flow to the structure of many of the songs not present (in my opinion) in Hayes’ earlier music. The mood of “Let’s Try Being in Love” 
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				effortlessly moves from Donna Summer to 90s club to early 2000s Madonna, with lyrics describing a convergence of past, present and future in mature desire:

				Am I five decades? Am I twenty-four?Laden with desirenever felt beforeTeenage passionMiddle-aged despairAll the pregnant thoughtsLinger in the air 

				Some of the tracks segue into the next, while others abandon their verse-chorus structure midway through to embark on unexpected and satisfying investigations, extrapolating and expanding earlier musical ideas in ways that don’t conclude the songs so much as fire them off into space. “Homosexual (Act One)” does this about two-thirds of the way through, where it seems to change genre, abandoning peppy vocal pop for gritty deep house. The concluding track, “Birth,” is a powerful, amorphous meditation.

				I have come across few albums in mainstream popular music that deal with the issues Hayes raises in relation to his homosexuality with such openness and eloquence. Hayes is transparent about the effort required to address the tangled self-loathing that can develop when patterns of chronic loneliness gain momentum, and the ways that the institutions (e.g. schools, family units) which shape how we come into ourselves as people in the world play a role in structuring our experiences as gay men, including the relationships we have with ourselves and with other people. During the podcast conversation, Hayes said, “I think a component of loneliness is an absence of being seen. I think that we want to be acknowledged and seen and valued by others—not rated, not scored, but I mean really seen.” The album deals at times with intimate and relational dimensions of loneliness, for example, in the cry for companionship, closeness and support, but the album’s achievement is also significant in a collective sense, as a public, creative representation of something many gay men experience.
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				Abstract

				This chapter draws on work undertaken in Melbourne, Australia, 2020, during the Covid-19 pandemic, and reveals how the traditions of tertiary teaching and opera production were both challenged and extended to become newly imagined and realised. Insights are offered into how the author of this article worked with students, tertiary staff, and opera professionals across that extraordinary period of two major lockdowns in 2020 and how the experience shifted parameters for future work. The production discussed is Die Zauberflöte (Mozart/Schikaneder), rehearsed with students undertaking their capstone assessments of the Master of Music in Opera Performance at the University of Melbourne, working online across an extended period of Covid-19 lockdown and then returning to the live studio as the second Melbourne lockdown ended. The work required many adaptations, including the use of a multi-tracked sound recording, green screen video capture and post-production animation. In a critical reflection of the time, as coordinator of the course and as author of this article, I offer my experiences and observations of behaviours encountered, illustrated, and amplified by video clips and photos. This article brings together empirical and theoretical work related to emergent themes of creativity, group work, and mental health.
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				Introduction

				There is little doubt that socio-cultural practices both shape and reflect human behaviour and its development.1 Engagement in social activities supports the learning and transformation of cultural boundaries and patterns of behaviour including the ways in which we communicate.2 In this chapter, I reflect, as course coordinator, on the activity I led in 2020 to keep the Master of Music in Opera Performance at University of Melbourne functioning through a period of extensive Covid-19 pandemic related restrictions.3 This course is a two-year program, taking 10–12 students per annum, meaning that there are consistently around 20–24 students on the course at any one time, all collaborating on performance projects together but with each year group having different curriculum requirements or weightings for common assessment points, such as solo roles. I explore some of the events that transpired, and the decisions made, outlining notable aspects that shaped the period for myself, including those associated with duty of care, course delivery requirements, and creative artistic endeavours. Given the intense pressures on the students, teaching colleagues and opera professionals engaged in the course across 2020, their perspectives are not included here; rather the research data comprises my own reflections as course director and opera director of the production to be discussed. My reflection draws on literature from creative music making research to tease out the nature of the interactions that underpinned end results.4,5 I kept a diary of the activities undertaken, behaviours observed, and my thoughts during teaching periods and in rehearsals. The work was undertaken with Ethics Permission ID11119 granted by the University of Melbourne. 

				From the start of the analysis of the data, Yrjö Engeström’s Activity Theory was applied to offer a conceptual framework for how the joint activity of course delivery drew on shared cultural tools—e.g., language and music—as well as material artefacts such as books, music scores and recordings, sets, props, and costumes.6 Since its formulation in 1987, Activity Theory has been used and adapted further by Engeström and many others.7 It holds that the information processing taking place in an activity system is distributed across and between participants and artefacts, rather than being something that occurs within an individual. 
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				Figure 1. “Engeström’s Activity System Model.”8

				The complex interactions across parts of the system: the rules, division of labour, community, subject, object, and outcome, can be seen in Figure 1. It is important to note that Engeström understood that the work across an activity system might generate new structures and so it was referred to as an expansive cycle, as one system shifted to another. As we shall see, I had to be active in generating many changes, collaborating with student and staff participants, and drawing on many and new material artifacts. Indeed, added to Engeström’s focus on complex activity, the conclusions of a recent review of studies on group creative endeavours in music acknowledges that, within this system of activity, unpredictable outcomes (adaptations/new solutions/ideas/interpretations) need to be supported by an emergent and open intentionality.9 For this way of working to be fostered, a collectivist mindset and quality interactions between collaborators are required. This corresponds closely with the notion of “empathic attunement” where team members take on the perspectives of their collaborators. As I hope to demonstrate, the work undertaken seemed to resonate with these theoretical propositions, and much of my endeavour as director of the opera was focused on finding routes to keep participants appraised, empowered, and highly involved as the events unfurled. 

				In fact, two very different activity systems emerged during this project: Phase 1, the teaching period immediately following the first lockdown; and Phase 2, comprising the lead up to and performance of the opera production. I shall begin by tracing Phase 1 and then move on to explore Phase 2 and the further adaptations that occurred as we moved back to fewer social restrictions when lockdown ended. 
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				In addition to the collectivist and distributed work, I need to highlight two key points: i) that as the author of this piece of writing, mine is only one voice from within this activity system; ii) within the “community,” I had role of responsibility to lead that group, making sure the course was delivered, and so while always being team-focused, I needed to ensure content was being delivered satisfactorily and that my actions supported positive student and staff experiences. So, while the staff was a team, working with collective approaches, I had specific leadership requirements. Comments relating to this sort of leadership activity emerge within the “division of labour” aspects of the activity system.

				Phase 1 began dramatically with the onset of the Covid-19 pandemic, and the arts industries globally stopped with social distancing preventing live performance during the lockdowns.10 Melbourne (Naarm) in the State of Victoria, Australia, endured the longest continuous lockdown of the pandemic to late 2022, amassing 262 days between March 31, 2020 and October 20, 2021.11 The first lockdown was enforced nationwide from March 31–May 12, 2020 and the second lockdown was imposed in the state of Victoria from early July 9 until late October 27, 2020 (Phase 2), during which Melburnians were exposed to varying degrees of restriction. Across these two periods, public venues were closed, and the University of Melbourne was not permitted to bring students on campus until after the lockdowns ended and then only for capstone assessments that could not be undertaken in any other way. This was incredibly awkward in relation to the academic year, as Semester 1 was scheduled from March 2 and owing to the lockdown starting 4 weeks later, staff were given 1 week to pivot their remaining 8 weeks of teaching online and thus the semester was extended to June 7, with the examination period concluding three weeks later, and only necessary face-to-face examinations were permitted. Semester 2 ran from July 27 to October 21, with the period to November 19 for examinations. Owing to the length of these lockdowns and the desire for many to try to get some face-to-face contact, many practical assessments got further delayed owing to high demand on performing spaces in late November and early December, so we asked special permission to delay our assessments, working on until December 16 to get into the rehearsal room to at least record our opera production. 

				Across this entire period, concern around Covid-19 transmission meant that meticulous safety protocols were undertaken. Virtually all work was carried out online and practices were reinvented to accommodate government regulations while still generating acceptable outcomes. For example, performance assessments might involve multi-track sound recordings and multi-screen videos made by students from their own mobile devices to generate digital assets that were then typically professionally edited for public viewing.
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				Phase 1: Working During the Covid-19 Pandemic,Master of Music in Opera Performance, MelbourneConservatorium of Music, Melbourne (Naarm)

				In Phase 1, applying the Activity Scheme shown in Figure 1, the student singers can be seen as the subject, the community was the teaching team led by me as the course leader, and the object was knowledge acquisition in the context of the course (the outcome being the examinations at the end of Semester 1), but also there was a priority to support good mental health for all, given the uniqueness and challenge of the lockdown conditions. The tools, rules and division of labour were all expansions and re-imaginings of usual teaching practices. In the usual face-to-face curriculum, students were expected to take group classes in acting, lyric diction for opera (this included spoken skills in French, German and Italian and knowledge of the International Phonetic Alphabet), the learning and performance of opera scenes and/or a major opera role undertaken to apply new knowledge in a practical performance context. Suddenly, group classes of 12–24 students were to pivot online, socially distanced, and mediated through the digital communication platform, Zoom. New tools included backing tracks, as synchronous performance with an accompanist is not yet possible over Zoom, and new rules of engagement around Zoom etiquette (i.e., what content looked like, whether it was ok to be in contact over Zoom or by phone out of traditional workday hours), and divisions of labour included coaches sitting listening and offering critical feedback on students working with backing tracks, rather than former practices where these coaches would typically provide live accompaniment to shape the student’s efforts with real time musical adjustments. The adaptations/expansions resonated with a recent study of the Covid-adjusted teaching practices in a medical faculty which showed that teaching flexibility was a common and essential approach.12 For example, being reflexive and willing to adapt saw staff investigating how Zoom technology, including the software’s break-out rooms and chat facility, could support teaching.

				In the first lockdown of 2020, as team leader of community, I worked to keep the teaching team and students focused on their course requirements, which involved extensive re-designing of the assessment piece along with the modes of curriculum delivery. It was also a shared priority and so consultations with other staff and students were frequent to keep students and staff connected and in a healthy frame of mind, though I was the one who had to ensure steps were implemented to that end. Some individuals (students and staff) were living alone, a few in tiny studios, with exercise and essential food shopping being their only reason to venture outside. Some seemed to almost visibly shrink as we shifted from the face-to-face experiences to the online space in March 2020. It was 
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				particularly harsh for those alone, for once feelings of loneliness emerge, physiological and mental health are more likely to decline, deteriorating significantly if isolation continues for extended periods.13 The relationship between this kind of psychological threat and isolation certainly seemed to be heightened during the lockdowns, as people experienced both threat and isolation in combination.

				The research literature also compellingly demonstrates that lonely individuals perceive social interactions more negatively, and the relationship between anxiety and loneliness, as well as between loneliness and depression, has been well studied and was reported across the first two years of the pandemic.14 My concern for people’s mental health was so great that in lockdown, I worked with the teaching team and the students to try to normalise the Zoom environment though frequency of use. I was aiming for individuals to feel personally supported and strongly connected to the larger group, in other words, that the activity system was operating effectively.15 I organised many more meetings than course requirements dictate in face-to-face interaction, hoping to prevent feelings of loneliness and anxiety from emerging. In our regular pre-Covid-19 schedule, students worked full day 10:00–17:00 Monday to Wednesday, with Thursday and Friday for extra personal rehearsals and individual singing lessons. The week would typically involve either one-to-one coaching (1 hour duration) with a repetiteur or group sessions in acting, languages, or scene work (musical and acting, typically combined classes, lasting 2–3 hours). In lockdown, as substitutes, every morning (09:45) and every afternoon (16:30) we had 30–minute group sessions to top and tail the day with warm-ups and masterclass discussions, with staff and students being invited along. While I initiated these ideas, we discussed and decided the actions together. Occasionally, I would receive a private email or chat message from an individual saying they did not want to be seen and so would not switch on their camera, but for 90 percent of the time, people were there engaging at some level. Of course, I am unsure of what went on between other staff and between the students, but the sense was that everyone was trying to keep themselves well and to keep the group working.

				In online meetings, led by me, teaching staff collectively decided that one-on-one tutorial style Zoom sessions with different coaches and teachers would be the best way to keep students engaged, and while drawing up schedules was a hugely time-consuming task, I made sure that each student was seen every day by at least two different members of staff. For the group afternoon sessions, YouTube became a very useful resource as it was replete with world-famous singers delivering masterclasses to students. This content laid the ground for much fertile discussion and learning. While these were classes that were beyond the curriculum, they did prove vital for group coherence and the successful broadening of the 
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				learning experience. In fact, more questions were elicited in those sessions than the usual face-to-face classes. The teaching team drew together a range of ideas and resources, but so did the students, some offering advice and support on new technology platforms or suggestions for YouTube content for analysis and discussion. Thus, the division of labour also took on new configurations, the students were more supported than in previous face-to-face work, and the teaching staff was more collaborative within their group and with the students. Consistent with findings from creativity and collaboration research, there was evidence of greater bonding and a shared sense of empathic attunement in the collaborative creative work.16 We were not focused on producing a single artwork, but in navigating many adaptations and expansions at multiple levels and sensing one another’s needs and requirements to get through the course and the pandemic.

				The students commented over our Zoom chats, in phone calls and text messages to me that these connections were “lifelines,” something to structure time in a way that other allowable but aimless activities, such as Netflix, computer games and short walks, could not. Singing practice opportunities were greatly reduced and for some, as they were not permitted to sing in their apartments, coaching online ended up happening in apartment block garages and in outdoor parks, or if there was no way out of the apartment, in hushed tones which are not conducive to the opera singer’s training.

				Concurrent with my work in the opera course, I was also part of a team exploring the use of networked technologies by professional musicians across the globe, looking at the practices in terms of Robert Putnam’s bridging and bonding social capital, where bonding is regarded as inward looking, promoting homogeneity, and bridging is outward looking, promoting links between diverse individuals.17 Discovering that unlike face-to-face meetings where social bonding was the primary outcome and bridging to others was a secondary consequence, across the pandemic, bridging was just as strongly experienced.18 This was also evidenced in our opera students and the teaching staff. We reached out and made many more bridges, connecting to the external world in new and diverse ways: we invited world renowned opera singers to give us online talks, we asked for vocal coaching with teachers in Germany and England. These kinds of links took us far out of the regular day schedule, some sessions lasting late into the evening to accommodate for different time zones. 

				Bridging was clearly shown in the work of an especially entrepreneurial student, Teresa, a graphic designer, and marketing professional who was transitioning into the world of opera. Following the balcony singing trend begun in Italy early in the pandemic, Teresa began singing with her flatmate once a week on the balcony of her apartment. They were soon noticed by neighbours and passers-by, then by the media, and 
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				very quickly, weekly balcony performances were established, where people would stroll by to hear the singing. Teresa ended up being featured on the BBC Proms 2020.

				For Teresa, it was a truly expanding experience, a new and original way to bridge to her neighbours, the broader local community, the region and eventually, out to her dream location, the international opera stage. It was such a fascinating use of mediating artefacts, and a new practice we found popping up all over the world.

				As a course, we reached out to the global community spending time in April/May using multi-tracking. I thought it would be fun to imagine the famous Brindisi (The Drinking Song) from La Traviata as the preparation for an evening out, which of course in context, was an online evening in, lockdown party!

				https://www.youtube.com/watch?v=X1kJdHlqJUs
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				into our private worlds, with backgrounds including beds, books, beloved pets, even other people visible as we engaged in our work together, meant we were experiencing a deeper sense of others in the space through the lived experience of them. There were cat sharing moments (one day we had five cats join a debriefing session), guided tours of verandas with outside views, sometimes family involvement. The care was certainly not just towards the students, indeed some students who lived within 5km of an older member of the teaching team, chat to her from the street, while she sat outside on her apartment balcony (5km was the legal distance one was able to travel for exercise or essential services). 

				In reporting these findings, it might usefully be asked whether opera students are particularly sensitive or susceptible to mental health concerns and experiences of empathy. A response can be constructed by considering some research evidence; for example, across the time period 2020–2021, populations in general faced mental health challenges, and in Melbourne these were particularly acute in young adults.19 Also, there is some tentative research indicating that there may be a relationship between empathic accuracy and affect for both people and music.20 In the case of this course, our experiences of the pandemic staff support shown to students, and vice versa, offered examples of reciprocal care I had never previously experienced in 35 years of lecturing. Our older colleague would spend hours during the day supporting each student online, and then the students would pop by to make sure she was ok. It was as if we developed a community of mutual care within which we could all coexist safely, teaching and learning. 

				This form of mutual care resonates with the Music and Care project explored through the lenses of music therapy and sociology of music.21 In his book How Music Helps in Music Therapy and Everyday Life,22 Gary Ansdell explains that: 

				A relationship of care is guided by the virtues and values of hospitality, courtesy, and mutual obligation: to speak with someone, not about them; to face their suffering, hope and demands; to address them and to invite them into a dialogue by attending, listening, and given time…It is these dialogical attitudes that transform ungenerous into generous care within a ‘health ecology.’23

				While the topic of the quote is the musical dialogue between Ansdell, as a music therapist, and a man in palliative care, the concept reflects the ways in which our activity system transformed from a more hierarchically organised learning and teaching structure to a community of care. There was indeed mutual unfurling hospitality, courtesy, and obligation to look after one another.
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				When the first lockdown lifted at the end of May 2020, social distancing clearly became a two-edged sword as other people were also a potential source of infection and I became very concerned as maladaptive strategies such as increased avoidance behaviours started to emerge.24 This was present in students but was even more pronounced in colleagues—the voice coaches and accompanists and to some degree, I also started to feel worried at the idea of retuning to regular face-to-face contact with no vaccine and the virus still rampant in the community. 

				Intellectually, we were keen to carry out end of Semester 1 assessments in June, face-to-face on campus, but we were all extremely cautious. Eventually, socially distanced, and masked, we did come onto campus to work on opera scenes and solo work that individuals had been preparing in their apartments. My notes at the time report that the first few meetings were tense and somewhat awkward, and I recall one student bursting into tears because two opposing emotions were vying for space: she was relieved to be in a face-to-face social setting, but also stressed about the health risk of being near another person. She did not verbalise much, but the feeling certainly rippled through the room. It had taken her over an hour to walk to the university, as she was fearful of sitting on public transport with others.

				On balancing the risk from Covid-19 infection with the risk of mental distress from isolation, the preferable option seemed to be for people to meet face-to-face. It certainly felt less restrictive and/or compressed to be in the immediacy and relative expansiveness of the studio. While Zoom offered a mediating platform through which to support social interaction and continuity of contact, and its affordances has resulted in some innovative outcomes, it was fatiguing owing to the concentration required to focus on the video screen.25 Bizarrely, even after just a few weeks of social isolation, the return to face-to-face studio meeting also felt strange, like we needed to adjust and re-learn how to be together in the real life setting. 

				Things certainly seemed different and unfortunately, some colleagues could not take the step required to return to the studio. I was very concerned that their psychological needs were not being met, recognising that for a person to thrive, they need to feel a sense of competence, autonomy, and social connectedness.26 A sense of competence was certainly shaky for many of us. Zoom was a physically safe option, and it kept those unable to come onto campus connected as we Zoomed them into the face-to-face sessions. Ironically, however, these linking processes also contributed to ongoing feelings of incompetence, for if the person in Zoom could not hear everything going on in the live interaction, it made them feel that their link or bridge was broken and that they were somehow incompetent for not being able to understand or contribute. So, technology, while amazingly helpful, did cause challenges to confidence. Likewise, it 
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				also undermined a sense of autonomy, as some staff felt less able to hear and see in the Zoom room than in face-to-face contexts and they became very wary to make decisions in case their judgement was inappropriate. Overarchingly, the social connectedness achieved via Zoom and in the balcony, conversations were a poor substitute for in-person connection.

				Phase 1 was difficult for all of us, as rules and advice changed constantly, so one felt generally less confident in all forms of decision making. And whether on campus or online during those weeks in June, we experienced many challenges to our psychological needs. For the students these included a lack of confidence about continuing in a profession so undermined by the pandemic; a lack of sense of control over the future; and of course, isolation in living contexts.27 It was difficult for the students to keep a positive outlook when there were so many unknowns. However, our daily catch ups were vital in keeping conversations happening and staying in the moment of what needed to be done “now,” rather than dwelling on some unknown future. We ultimately seemed to cope by keeping the levels of interaction between us high, at regular slots in the day and focused on the present. While we would Zoom as a group, occasionally a more personalised form of contact seemed to be beneficial. One evening, for example, I took the time to phone each of the 19 students and 5 members of staff in turn, chatting through arrangements for the next day, and simply asking “are you ok”? 

				After the exams, people were certainly happy to be out of lockdown and although we were still extremely cautious and masked, we were suspicious that it would not be long before lockdown began again. As a result, during the inter-semester break, starting on Monday 29th June, we tried to launch our opera project for performance in September 2020, hopeful that we may be able to rehearse and perform live across the next months. Pre-pandemic, we had been planning to deliver Mozart’s Nozze di Figaro as the capstone performance set for September 2020, but across April–May 2020, it became clear that Covid-19 was going to remain a threat until we were all vaccinated, so as director of the opera, I began adapting plans. I had to lead the division of labour to ensure something manageable could be undertaken. “Figaro” is a very long work (four acts with a running time of three and a half hours) which includes many long and complicated ensembles and is full of quick-fire recitatives which need meticulous work, so on reflection, I felt an alternative work should be found that was shorter and that could potentially be completed online.
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				Phase 2: Die Zauberflöte,

				July–December 2020, An Extended Semester 2

				Mozart and Schikaneder’s Die Zauberflöte, “The Magic Flute,” is a two-act opera which is approximately two hours duration without recitatives, rather it employs spoken dialogue (for a synopsis see Figure 2). It is an intriguing work, replete with symbolism and ritual. It explores themes of good versus evil, enlightenment versus ignorance and champions truth above all. As the plot unravels to uncover the truth, most characters reveal themselves to be not as they first appeared. The magic number three plays an important role in the plot and musical fabric of the composition: three resounding chords begin the overture, the first characters we see are three ladies who save Prince Tamino from a serpent, and later we meet three spirits that guide bird-catcher Papageno and Princess Pamina to their destinies. 

				Die Zauberflöte: Synopsis 

				The Princess Pamina has been abducted and her mother The Queen of the Night (famous for her coloratura rage aria) enlists a Prince from a strange and distant land, Tamino, to help her to reclaim her daughter. The Queen shows him a picture of Pamina, and he is immediately smitten by her beauty. To aid him on his perilous journey, he is given a magic flute and a companion named Papageno. Papageno is an affable bird-catcher who is also seeking someone to love.

				They manage to find Pamina but are shocked to discover that her captor Sarastro is not the wicked sorcerer that the Queen had described. In fact, he takes Pamina to save her from the darkness and corruption of the Queen of the Night.

				Tamino, Papageno, and Pamina undertake trials to see if they are worthy to attain wisdom and knowledge held by Sarastro and his followers. In a culmination of all the story lines, Pamina and Tamino vanquish darkness in their final trial through fire and water, Papageno meets his true love in Papagena, and a balance between light and darkness is restored.

				This magical tale has been told on thousands of stages across the globe since its premiere in 1791. I decided to move to this opera after mulling over what could be achieved if we stayed in lockdown. Not only would Die Zauberflöte’s relatively short duration and large number of solo, duo and small ensembles make individual multi-track production more practically feasible than a work involving multiple chorus numbers, but the opera also 
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				Figure 2. “Die Zauberflöte: Synopsis.” 
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				suited the voice types of the students on the course. We double cast our productions as far as possible to give every student an opportunity to participate (See Appendix 1 for the double cast listings and Appendix 2 for a list of production roles). We had already enlisted my colleague Donald Nicolson to conduct the opera, as a preeminent keyboardist, musical director, composer, and academic he is keen on bringing new life to historical ideas. Donald was quick to decide that he could help by not only creating a keyboard version of the opera suitable for the pandemic conditions, but also a two-keyboard version using harpsichord and fortepiano to be played by a student accompanist who needed to be assessed on her own performance work. The intention was that, should lockdown conditions persist, the students would either come to the university to record their single lines for subsequence multitrack editing or, in the worst-case scenario, we could use Donald’s accompaniment as a backing track for a recording of solo vocal lines at home that could then be multi-tracked. 

				As the live performing arts industry crumbled under pandemic conditions, the sound recording engineer’s portfolio blossomed. We had links to a highly reputed recording engineer, Haig Burnell, so I booked his services, realising that whatever would unfurl, we would not be back to usual group singing practices. A further complication was that even with no lockdown in sight in June, the earlier disruption in Semester 1 had meant there was now no theatre available on campus for us in Semester 2, since all dance, theatre, musical theatre, and other performing arts assessments not completed in Semester 1 had been rescheduled to the new semester. With so many constraints, and with some contingencies already in place (opera choice and keyboard score), I decided to eliminate the idea of finding a live performance venue and set the opera inside a computer, imagining it as a video game. The magic, mystery, but most of all, the music itself had recurrent motifs that resonated with video game elements—the sound of Papageno’s bird calling panpipes, the sounds of his magic bell, the magic flute itself. Donald was enthusiastic and synthesised “Chiptunes” to represent the bells and the bird calls. 

				These were pragmatic solutions that still enabled Donald to work with the students to consider historical musical practices in the context of new digital technology to create a useful and appealing sound-world. The students found the work fun. For expediency, the Two Armed Men and the Speaker roles were removed, and the Chorus was removed to streamline the recording process and potential difficulties of multi-tracking many voices.

				With the sound recording booked, I needed to find a videographer who could assist in generating a filmed representation of the opera’s scenes either in a studio on campus or using home filmed material if a lockdown persisted. With a background in acting and having previously recorded my 
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				live opera productions, videographer Kade Greenland agreed to collaborate. Of course, all too swiftly, the week of exciting face-to-face and group coaching on Die Zaubeflöte did not progress further, as by July 7, Lockdown 2 arrived, and it occurred to me that our only chance to do any more face-to-face work in 2020 was to push any recording to the very end of the year. December was a more realistic timeline, pushing far beyond the end of the traditional Semester 2 (the dates were end July to end October for teaching, with assessments in the three subsequent weeks). Moving to December was a substantial change to the original plan, meaning that our teaching team would be working on the production far longer than usual, but largely online. In my opinion, all staff and students had become tightly bonded in the online space, we all accepted our situation and moved forward with this project across the next long and challenging weeks of lockdown, which often seemed to be interminable.

				We continued with our regular Zoom classes and the morning and afternoon catch-up meetings, with more lyric diction, solo arias, acted monologues, and even an atelier with the State Opera Company. These all took place online, following the same asynchronous coaching, with course coach Tom Griffiths having spent most of July preparing backing tracks for arias. All the activity followed the operational procedures established in Semester 1, and so these classes are not discussed here, albeit to say that the teaching team worked in even more individualised ways to manage the variable moods and emotions that were characteristic of the period.

				For all of us, the opera became a focus as a tangible capstone outcome, and so it is this project that is the focus of my report of Phase 2. Donald worked frantically to produce the score for Die Zaubeflöte, the repetiteur Tom Griffiths coached the students over Zoom, rigorously checking their accuracy in music learning, German pronunciation and generally making sure that efforts were progressing towards the memorisation of their roles. Tom made backing tracks of each aria and ensemble to enable the students to practice in their own living spaces. It literally meant that Tom sat for hours preparing these tracks, which the students used to sing their roles back to him, to ensure that each singer had their part accurately learned. Tom’s patience and commitment were unerring.

				As stage director, I started scene work in Zoom meetings, we drew little sketches, demonstrated staging ideas by walking around in front of the camera, indeed, all plans were made online. In usual live studio contexts, one would necessarily discuss concepts and explore offers made by singers, but this Zoom work was very detailed. Some of the students started sending me reference materials from internet links, others met in their own Zoom rooms, talking about their characters and what this video game world could be for them. 
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				The Zoom rehearsal process once again reflected work in other areas of my career at that time. Working with a group of professional, culturally diverse musicians and dancers in one research project, for example, we discovered that digital communication tools like email and Zoom offered good opportunities to develop and share powerful contextual material, and that there was a much stronger tendency for these deep preparatory engagements to occur in this context than in a more typical face-to-face collaboration. This was partially because there was more time to achieve an outcome, but also, because it was regarded as an appropriate surrogate activity to on the floor person-to-person engagement.28 In fact, the usual system of activity was being revised, replicating as many elements of the face-to-face practices as possible, but focusing on those achievable through the Zoom medium—e.g., character research, back stories etc. Engeström’s idea of expansion was certainly evident.

				Return to the opera production and reflecting on my notebooks in the earliest of jottings, my own ideas were surprisingly precise. For example:

				Overture—The entire cast is in a café socialising, chatting, looking at one another. The tenor soloist (Tamino) is with his baritone soloist colleague (Papageno) in modern day dress having fun chatting at a laptop. The soprano (Pamina) is chatting in the group, looking at Tamino, the soprano playing Papagena is also there, looking on. Tamino gets absorbed by the game and looking into the screen, we as the audience get transported with him though into the computer game.

				Looking back on this phase, it is evident that I was very much of the opinion that Lockdown 2 would lift before the assessment. I was extremely focused and determined to fulfil the course requirements and to keep our community together, so was highly motivated to undertake the preparatory work for face-to-face filming of Die Zauberflöte. Planning for the filming, our videographer Kade was able to borrow a large digital screen which offered some potential to project images behind the actors in real time. However, we needed to source a very large green screen so that video game visual assets could then be edited onto films of up to six singers in post-production. Given that the University’s green-walled Film and TV studio was fully booked by like-minded colleagues who were aiming for their students to fulfil their course requirements face-to-face, I needed to do find a different solution, eventually sourcing a green cloth that, six years previously, had represented lawn in a production of a seventeenth century opera I had directed. Retrieved from the garage of the fourth party I had contacted to locate it and repurposed as a film set backcloth, its 6 x 6 metre dimensions allowed all filming to take place within its borders. It is perhaps not that surprising that a 
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				green screen solution was found but had there not been such a spirit of cooperation amongst all those ex-colleagues and people I had never met, another, and perhaps more difficult route to solving the problem would have been required. It is an example of the types of everyday pragmatics coupled with creativity that were demanded throughout the opera project to ensure the primary objective of giving students powerful learning opportunities, despite pandemic restrictions, was achieved. Further to this, it showed how the division of labour fell, and while I lead the action, it ultimately depended on how many, often very distant parties, managed to collaborate to achieve a suitable outcome. 

				Digital media are now developing rapidly in the burgeoning digital film industry, but most of us were working with them in opera for the first time. Our efforts were homespun and certainly very low budget, but nonetheless, we were part of a mass movement in creative innovation in film during those months. The work really represented a form of distributed creativity of the type Glâveanu observes in artisanal crafting:

				It is … part of the constant making and remaking of culture we see all around us in everyday conversations, in the interaction between people, including in habitual and established practices which are said to ‘keep’, not ‘replace’ the cultural stock.29

				We were maintaining the stock of opera practices, but we were also re-modelling them together, in part to keep things going, but in another part to move us into a new phase of being, interacting, and creating. Also, as Sawyer notes, artistic work especially that using a fixed structure such as a play or an opera requires pockets of small-scale activity relevant to sub-tasks which characterise the division of labour captured in the Activity Theory model.30 We worked away in our corners, all moving towards the same end goal, but under new and strange circumstances, expanding what was possible for each one of us while always also conscious of what the overall team could achieve.

				When the lockdown fortunately lifted at the end of October, a plan was immediately operationalised, and we began sound recording with Haig and Donald and were able to achieve decent full recordings over a two-week period. The recordings took place in a studio with a wooden floor and just enough resonance to make a good naturally resonant recording. Given the length of the opera and the number of scenes, this meant we organised a schedule of two rehearsals and then a recording of each scene, with opportunities for reprise restricted to major tuning problems or inaccuracies. Although lockdown had ended, other restrictions were still in place. Socially distanced and masked until the moment of recording, students nonetheless worked with energy and focus, and were nothing less 
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				than thrilled to make music together in real life. Somehow the cloud of fear of the mid-year return to campus for assessments at the end of Semester 1 had dissipated. Misguided as the thoughts and feelings were, I noted that the “pandemic was subsided” and things were “feeling optimistic for 2022.” To keep trips to campus to a minimum, sound recordings were made according to scenes in which characters appeared, rather than following the chronology of the opera. Due to tight timelines associated with studio bookings, Haig worked impossibly quickly to edit and deliver two mixes of the opera soundtrack (to account for the double casting of the opera), completing both within a week of having all the music recorded.

				As we rolled on to mid-November, we were required to continue navigating the division of labour and use of artefacts across the entire school, as colleagues continued to negotiate a performance assessment schedule with appropriate spaces. I managed to broker a different studio booking which offered a further two-week window of work with the green screen and digital backscreen, using the music recording as a backing track. Thus, we were enabled to lip-synch the scenes for filming. With the double cast, this was basically a week per cast. Aware of the tight timeline, I had worked with students face-to-face while they were on campus to make the sound recordings, trying out previously Zoom-designed action sequences. While some cast members found it challenging to connect thoughts and feelings from the Zoom room into the live studio, others had taken copious notes and spent further time working out how they could play, and these individuals were much more confident in their ideas about scenes. It revealed to me that Zoom had facilitated some aspects of learning for some people, but the interactive embodied experience of being with people in the rehearsal room was really a key element to the process. Although this is unsurprising, it was a critical learning point. The video recordings were taken at a relentless pace, knowing that we had to finish the project to meet the course requirement which was for the students to learn and perform an opera, albeit now in fragments and for a video camera.

				Seeing the final images and recalling the pace of the work, it was certainly an intense and exuberant time. It was so highly contrasting to when we had been rehearsing on Zoom during the lockdown, or in our first tentative steps on campus in June 2020. It is beyond the scope of this article to describe how each scene was realised but suffice it to say that it was a further example of distributed creativity operating within the adapted activity system of an opera production, this time being undertaken during a global pandemic. 

				One final element in the production’s successful completion warrants description. Juliet Bennie was appointed as costume and props designer and worked on an incredibly short timeline—under three weeks—to source costumes from the school’s pre-existing stock and use a few key elements to 
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				pull together a set of beautiful costumes and props. She and I were in constant discussions about how to represent the power and menace of the Queen of the Night and the predatory nature of the Three Ladies, how to connect Tamino’s appearance to the video game and so on. It was a process one would expect in an opera production, but it was intensified owing to the circumstances.

				Here are three indicative photographs of the green screen, the back screen, with the students in their costumes (see Figures 3-5).

			

		

		
			
				Figure 3. “Wolfgang Amadeus Mozart, Die Zauberflöte, Act 1, Three Ladies with Tamino (with improvised green screen).” Photo: Jane W. Davidson.

			

		

		
			
				Figure 4. “Wolfgang Amadeus Mozart, Die Zauberflöte, Overture: Filming Falling Through into the Computer Game.” Photo: Jane W. Davidson.
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				Here also are three scenes from the opera complete with their video game asset backings. Note that rather than use literal bells, I worked with the idea that these bells were like some sort of concentrated energy of light and so you can see them here, as a small swirling ball of light.

				https://vimeo.com/user15029441/magic-flute-highlights?

				In these examples, the staging results were very similar to what had been discussed on Zoom and then rehearsed at the time of the sound recording, though in the middle of the duet we needed to keep much stiller than I originally imagined. Looking at the final duet between Papageno and Papagena for a specific example, I was keen to represent the more human/animal side of existence and as such, these two characters were to be part of nature and the landscape. Therefore, their conjugal bed was the leaves and landscape around them. Rather than making the scene at all explicit, the final play was how desperately hard it is to take your shoe and socks off when you’re in a rush!

				The last day of filming captured the opening of the opera. The two tenors playing Tamino came to the rehearsal studio in the morning, and we experimented how best to achieve the sensation of them being transported into the game. Kade left his camera rolling, and the two singers took it in turn to be Tamino or the “wind machine.” Tamino, had to imagine being sucked into a vortex, making appropriate body movements and the other singer wafted a light reflector up and down to generate sufficient breeze to make the hair and clothing of Tamino move as if he was flying at high speed.

			

		

		
			
				Figure 5. “Wolfgang Amadeus Mozart, Die Zauberflöte, Act 2: Papageno in the Forest.” Photo: Jane W. Davidson.
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				We laughed a lot. After that, we all met at a nearby outdoor café for a celebratory lunch, finally without social distancing and no masks. Kade filmed as people interacted and the opening scene of the opera unfurled as a real event. It was such a contrast to those early days of Phase 1 when people seemed shrunken and diminished. We had certainly been spinning through our own pandemic vortex since March, but we emerged on that warm sunny December afternoon full of hope, optimism and carrying within each of us the deeply shared experience of having been through our own set of trials and tests strangely akin to those of Pamina, Tamino and Papageno.

				As I have outlined in this article, Engeström’s activity system offers a structure to represent the distributed creative activity that took place in this project. It also illustrates the different emphases of the activity between Phase 1 and Phase 2 and shows how, while still being a company, each one of us had roles within the division of labour, e.g., I was overall leader, Tom took care of coaching, the students took additional and extra care of one of the singing teachers and so on. Engeström suggests, as systems shift and adapt that new structures will be generated and this was very much what was found over both phases of the project through the creative use of new technologies, reflexive and resilient practices, and new connections and relationships between people both in place and online.

				Conclusion

				The Covid-19 pandemic has been a time of terrible loss of life and challenge yet has also provided a remarkable opportunity for reimagining ways of working, sharing, and creating. The academic year 2020 was jammed full of new experiences, trials, and tribulations. The opera course at the Melbourne Conservatorium of Music is only one example of some of the adaptations that occurred across this period, and my views and recollections of those experiences are only one among the many thousands of people who found themselves in similar situations all over the world. Nonetheless, this snapshot of thoughts, feelings, and achievements across this period show us the highly complex mix of cognitive and social processes that occur in novel circumstances, and demonstrate just how flexible we can be within a system of activity, as framed in Activity Theory. And, above all other things, this team of students and staff really expanded, finding a new level of empathic attunement through which to support one another, developing a community of creative care in the process.
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				Appendix 1: The Cast

				Additional roles: 

				Sophie and Alessia are “sidekicks” to Monastatos

			

		

		
			
				QUEEN OF THE NIGHT

				FIRST LADY

				SECOND LADY

				THIRD LADY

				TAMINO

				PAMINA

				PAPAGENA

				MONASTATOS

				sarastro

				PAPAGENO

				SECOND SPIRIT

				THIRD SPIRIT

			

		

		
			
				Shania Eliassen 

				Teresa Ingrilli	

				Lauren Burns

				Syrah Torii

				Benjamin Glover

				Amelia Wawrzon

				Sophie Bisset

				Alastair Cooper-Golec

				Christian Gillett(guest artist)

				Darcy Carroll

				Sophie Bisset

				Alessia Pintabona

				Syrah Torii

			

		

		
			
				Phoebe Paine

				Esther Counsel

				Elena Marcello Voice/ Lauren Burns Acting	Olivia Federow-Yemm	Alastair Cooper-Golec

				Samantha Hargreaves	Alessia Pintabona	Benjamin Glover

				 James Emerson

			

		

		
			
				ROLE

			

		

		
			
				WOLFGANG CAST

			

		

		
			
				AMADEUS CAST
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				Appendix 2: The Staff Production Team

				Director – Jane W. Davidson

				Arranger / Conductor / Harpsichord – Donald Nicolson

				Fortepiano – Alexandra Byrne (student)

				Videographer – Kade Greenland

				Costumes – Juliet Bennie

				Production Manager – Paul Doyle

				Vocal coaching – Tom Griffiths

				Vocal consultant – Patricia Price

				Language coaching – Victoria Lambourn / Stephen Grant
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				11.	Lumbung as Method: Community, 	Wellbeing, & the Participation 	of Safdar Ahmed & Refugee Art 	Project in documenta fifteen
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				Abstract

				The five yearly recurring exhibition documenta first held in Kassel, Germany, in 1955, for the purpose of healing post-World War II, has come to represent curatorial “forward-thinking” in the global art world. The fifteenth edition—documenta fifteen (June 18 to September 25, 2022)—was compiled during the Covid-19 pandemic and curated by Indonesian artist collective ruangrupa; the first artist group to direct the exhibition and the first of Asian origin. The Covid-19 health crisis heavily impacted visual arts sectors across the globe, particularly because their economic infrastructures, predominantly based on Anglo-European models, depend on the mobility and sociability of their stakeholders, especially collectors. The economic precarity of artists and arts workers was also exposed as events across the world were initially postponed, then cancelled. It is in this context that this paper examines ruangrupa’s curatorial methodology of “lumbung” (literally “rice barn,” referring to an Indonesian agrarian system based on a collective process of sharing surplus) as the framework for documenta fifteen. It draws on the author’s visit to documenta fifteen, and examines the practice of lumbung through the lens of participating Australian artist, Safdar Ahmed, and his collaborative contribution with the Sydney-based collective Refugee Art Project. The paper considers the significance of community and wellbeing as elements of art world infrastructures, and the application of lumbung in the context of global exhibitions and the ecology of contemporary art economies. It proposes that Global South-led ideas for art world ecologies offer an important pathway for nurturing sustainability in the global art world in the future, as a counter to Western systems that are driven by process and product.
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				Introduction

				The recurring exhibition documenta was first held in Kassel, Germany, in 1955, for the purpose of cultural rehabilitation and societal healing post-World War II.1 It has subsequently been presented every five years, with the process beginning on each occasion with nomination of an Artistic Director to guide the exhibition’s curatorial vision. Through its selection of Directors, documenta has developed a reputation as representing curatorial “forward-thinking” in the global art world.2 The fifteenth edition staged from June 18 to September 25, 2022, was compiled during the Covid-19 pandemic and was curated by the Indonesian artist collective ruangrupa, the first artist group to direct the exhibition and the first of Asian origin.

				Responding to this publication’s exploration of varieties of imagin-ation and creativity and their intersection with notions of wellbeing, this paper examines ruangrupa’s curatorial methodology of “lumbung” as an organising metaphor for the wellbeing of artists and their practice. Specifically, this paper considers lumbung (literally “rice barn,” referring to an Indonesian agrarian system based on a collective process of sharing surplus) as ruangrupa’s framework for the fifteenth edition of documenta—referred to as documenta fifteen (or documenta 15). Whilst not a new phenomenon, the economic precarity of artists and arts workers globally became increasingly manifest during the Covid-19 pandemic when many elements of the international art world’s exhibitionary complex were initially postponed, and then cancelled. This paper draws on the author’s visit to documenta fifteen, and specifically examines the practice of lumbung through the lens of participating Australian artist, Safdar Ahmed, and his collaborative contribution with the Sydney-based collective Refugee Art Project.

				Through critical examination of ruangrupa’s application of lumbung as a paradigm-shifting curatorial methodology, this paper considers the significance of community and wellbeing as elements of art world infrastructures, and interrogates more broadly the application of lumbung in global exhibitions and the ecology of contemporary art economies. In so doing, this paper proposes that Global South-led ideas for art world ecologies offer an important pathway for nurturing sustainability in the global art world in the future, as a counter to Western systems that are driven by process and product.
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				documenta—A Recurring Exhibition

				The recurring exhibition documenta was first held in Kassel, Germany, in 1955. It was originally conceived by Arnold Bode, an art historian and a Kassel resident, as a one-off exhibition designed to revitalise Germany’s waning cultural exposure during the extensive process of nation rebuilding post-World War II. Bode envisioned an exhibition that had the same impetus as the ground-breaking avant-garde exhibitions held in Germany in the pre-war period. He was therefore not interested in presenting an overview of art from the first half of the twentieth century, but wanted to facilitate an exhibition that would “reveal the roots of contemporary art in all areas.”3 In order to secure the support of Kassel’s residents, Bode scheduled the exhibition to coincide with the Bundesgartenschau, a roving biennial garden and landscaping show. The inaugural exhibition comprised 168 predominantly male artists who were largely from France, Germany and Italy, and whose avant-garde style had previously been banned in Germany. The exhibition was highly successful, attracting over 130,000 visitors.4

				There is no sense that Bode planned a series of exhibitions, or that a second exhibition was considered or discussed during the first. However, the success of the inaugural exhibition was overwhelming and unexpected, so it is possibly unsurprising that five years later, in 1959, Bode curated a second, much larger exhibition, that included 339 artists and 1770 artworks.5 He would go on to curate two further editions of documenta, in 1963 and 1968. By the fourth edition, Bode extended the administration of the exhibition to include a twenty-four person council, and in 1972, he ceded the curatorship role to an external director, the eminent curator Harald Szeeman. Thus, the format of this highly prestigious, recurring exhibition became established. Documenta is still based in the small city of Kassel and now represents one of the most important recurring exhibitions in the world. Its curators typically work in an experimental vein with an emphasis on conceptual art, and more recently there has been a focus on unconventional exhibition structures. Today, documenta is highly respected by artists, curators and art historians, and less highly regarded by collectors and art dealers due to its more academic, less market-orientated focus, particularly in comparison to other recurring exhibitions such as the Venice Biennale.6

				Documenta’s recurring exhibition format aligns with a form of exhibition that has become synonymous with the global contemporary art world.7 The term “biennial” refers to recurring international survey shows that are held every two, three or five years. They were originally formed as a means of introducing art to audiences in locales that were otherwise peripheral to the main global art hubs (such as London and New York), and that may not have had easy access to international contemporary art. Whilst the roots of these exhibitions lie in the World Fairs of the nineteenth 
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				century,8 more recently biennials have been viewed as institutional exhibitions that move in a parallel alignment to the art market.9 In reality, these exhibitionary formats have their roots in the market and, even today, are clearly entangled with multiple aspects of the art world ecosystem. The artistic process is largely linear—from concept, to making, to product—be that artworks for exhibition or for sale. By their very nature of drawing artists into “ostensibly globalised networks of art world attention and financial support,”10 biennials form an integral agent of the global translocation of artists and artworks, and thereby culture. Moreover, many biennials are constructed around a curatorial theme which often facilitates multiple micro exhibitions under the biennial umbrella. It is therefore not surprising that biennials, which arguably cater to two distinct audiences—the local/regional and the international (dominantly EuroAmerican)—draw negative criticism. In particular, their proximity to global flows of capital draw accusations that “biennial art” simply replicates and reinforces “the neocolonial flows of international commerce, politics and power.”11

				The recognition of documenta as the pre-eminent recurring exhibition in the world is predominantly a result of a comparatively large operating budget for this type of event. The 2022 version reached EUR42million—the largest amount ever, to date.12 Extending from its nation-building roots, documenta is funded by the German federal government, as well as receiving local financial support.13 It is also recognised as the exhibition that sets art world trends. In particular, several editions of documenta are seen as paradigm-shifting through the curatorial visions of the exhibition directors, particularly documenta5 in 1972, curated by Harald Szeeman, and documenta11 in 2002, directed by internationally renowned curator Okwui Enwezor. The roles and vision of these singular directors have shaped subsequent art world activities and conversations.

				Szeeman’s shift of title to “General Secretary” reflects the more presidential role that he played in curating his edition of documenta. Through his “spectacular documenta platform,”14 Szeeman arguably shifted the weight of decision-making and canon-formation from art historians and critics to curators. More broadly, he also shifted the power of curators in the art world ecosystem through his selection of curators, rather than art historians, as the editors of art exhibition catalogues.15 As multiple stakeholders competed to be the controlling art world authority for the validation and framing of contemporary art, the power of the curator was amplified by the art market.16 Notably, the documenta5 catalogue contained essays, now considered seminal texts, by Hans Heinz Holz on art as a commodity, and Seth Seigalaub’s “The Artists’ Reserved Rights Agreement,” the first codification of artists’ rights to a share in the resale value of their artworks.
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				Okwui Enwezor’s direction of documenta11 is recognised as historically important for its (then radical) method of diffused curatorship via a team of collaborators. Enwezor’s documenta put forward a postcolonial narrative which foregrounded decolonisation ahead of globality, and exhibited art in five separate locations (referred to as “platforms”) around the world: Vienna, New Delhi, St Lucia, Lagos and Kassel. As Gardener and Green observe, whilst Bode’s first exhibition connected post-war Germany with Cold War Europe, Enwezor’s documenta11 linked the North Atlantic to the Global South, and it achieved this through a focus on “entanglement” rather than difference.17 Furthermore, Enwezor expanded the remit of documenta by inviting guest participation of non-artists to engage intellectually with the exhibition content through public discussions. As always, documenta was not without its critics who levelled accusations of “festivalism” and “orientalism” at Enwezor and his team. However, notwithstanding Enwezor’s Global South remit, the majority of the content of documenta11 was drawn from the northern hemisphere, reflecting the overwhelmingly strong Global North focus of the exhibition to date. 

				documenta fifteen

				Against this historical background of marking global art world change, it is unsurprising that the announcement of ruangrupa as curator of documenta fifteen, scheduled to be held in late 2022, raised immediate interest in the art world media. Rather than appointing a Global North based individual, the selection committee opted for an artist collective from the Global South (fig. 1). Ruangrupa, whose membership is not fixed but comprises a core of approximately ten members, was founded in Jogjakarta in 2000.18 The concept of artist collectives dates back to the nineteenth century and, by their very nature, they stand opposed to Romantic notions of the artist as a rare, solitary, genius individual. A collective can draw on the multiple talents of its component members and, through cooperative activity, can offer a supportive environment whereby the sum impact of the group can be greater than its individual parts without relinquishing creative autonomy. In a broader art world sense, the structure of a collective offers a form of mutual support that can be a viable alternative to the art market and its individualising mechanisms.19 The appointment of collectives as curators is not a new concept,20 and neither was the appointment of ruangrupa as curator to an art exhibition.21 The significance of this appointment lay in the paradigm-shifting curatorial methodology of ruangrupa which contravened many of the established and accepted formats of documenta that had themselves been groundbreaking in the past.
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				In line with the formulation of most biennials, the “theme” for the 2022 edition of documenta was announced in the media as “lumbung.” This Indonesian word meaning “rice barn,” is a term which specifically refers to an architectural form used in rural Indonesia (fig. 2). Lumbungs are used to store rice that is “surplus” to the harvest in order to be shared by the community. In a study of traditional granaries, Hosoya notes that the style of these structures often emulate cultural characteristics as they also have a ceremonial and/or symbolic function.22 In agrarian Indonesia, the lumbung’s existence is directly related to the economics of rice production, and thereby symbolises an overriding concern for the welfare and wellbeing of the whole community. 

				In fact, “lumbung” was not a theme for documenta fifteen, but a methodology for the curatorial practice of ruangrupa: 

				For ruangrupa, lumbung is not a concept, but a practice. This practice changes dynamically through interactions between people. Therefore, documenta fifteen is not theme-based. It is not about lumbung, but evolves together with lumbung. documenta fifteen is practising lumbung. This affects the artistic process, which is shaped collectively.23

			

		

		
			[image: ]
		

		
			
				Figure 1. “Ruangrupa” (2019), Ajeng Nurul Aini, farid rakun, Iswanto Hartono, Mirwan Andan, Indra Ameng, Ade Darmawan, Daniella Fitria Praptono, Julia Sarisetiati, Reza Afisina. Photo: Gudskul/Jin Panji ©documenta.de.
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				Indeed, this methodology of cooperative activity had been at the core of ruangrupa’s practice since its inception. Its roots lay in the emergence of a contemporary art scene in post-Reformation Indonesia where government support for cultural projects was limited and art world infrastructure was built around artists’ initiatives. Ruangrupa initially viewed lumbung as a metaphor for the purely economic purposes of pooling their financial resources into a single account.24 Income precarity for artists in Indonesia in the 2000s was exacerbated by the focus of foreign funding and private support on artistic process and product rather than the wellbeing and sustainability of its actors.25 Moreover, spaces and programs were easily lost, whilst a contemporary focus on efficiency meant that valuable time spent on experimentation and failure was a luxury that could not be afforded. Ruangrupa quickly realised that the value of lumbung lay in an ecosystem perspective whereby the pooling of resources, including finances, time, space and networks, enabled a holistic approach to the welfare of the collective, “Even a group of people, a collective, cannot stand alone, but must purposefully play a part in their larger context—just as in nature, where different species have their specific functions and roles to keep an ecosystem in balance.”26 For ruangrupa, space is “like the other member” of the collective, and nongkrong (Jarkartan slang for “hanging out”) represents the mutual care of valuable collective time spent in aimless conversation with friends.27

				When the organisers of documenta approached ruangrupa to submit a proposal for the curation of documenta fifteen, the collective responded with a counter-proposal—that documenta become “part of our ecosystem.”28 This was a bold call to an institution built on a traditional Western art world system of hierarchical, top-down curatorial management 
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				Figure 2. Iswanto Hartono, “Lumbung Drawing” (2020). ©documenta.de. 
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				underpinned by State bureaucracy. But ruangrupa was not interested in curating the exhibition in this traditional fashion. Instead, they saw this as an opportunity to model their ecosystem ideas on a global scale, thereby making documenta part of their research practice, “We refuse to be exploited by European institutional agendas that are not ours to begin with. We believe that we must make this experience of imagining an edition of documenta contribute back to our own endeavours.”29 Moreover, ruangrupa recognised that their lumbung approach not only drew parallels with documenta’s foundational premise of addressing the wounds of Cold War politics, but it also brought them the opportunity to present parallel global histories, such as the seminal Bandung conference of 1955, a key political moment for the Global South that happened concurrently to the launch of the first documenta.30

				documenta fifteen, Ecosystems and Lumbung in Practice

				Documenta fifteen demonstrated ruangrupa’s lumbung ethos through an ecosystem approach on multiple levels: 1) through the invitation and participation of a global network of over 1500 artists; 2) through the horizontal management approach to the construction of documenta; 3) through its experimentation with an economic ecology; and 4) through its care and concern for the local citizens of Kassel. Ecosystem-thinking dates back to the 1960s where it was applied descriptively in diverse areas such as education and energy. In the 1980s to 1990s it shifted to being used more prescriptively, particularly as an operational mechanism in the fields of business and technology. Very recently, it has been a term applied to the art world, where the ecosystem stakeholders include artists, audiences, curators, administrators and their infrastructures.31 For ruangrupa, ecosystem-thinking enabled a supportive functionality at a local level. For documenta fifteen, their ecosystem needed to function with a global footprint.

				Ruangrupa applied lumbung both chronologically and spatially to their curatorial approach. For them, documenta fifteen included both the three-year preparation period as well as the period post-exhibition. They also incorporated multiple venues to ensure that it was not a static exhibition, “venues are constantly changing, they are places in which to meet, discuss, learn. Exhibition buildings become living rooms, and together the artists decide how to use each venue. Through this process, the rooting of artistic practice in daily life is made tangible.”32 Based on their experience and practice in Indonesia where, out of necessity, domestic spaces would be rented to become exhibition places, ruangrupa established ruruHaus in one of the buildings in the centre of Kassel as a “shared living room in the city” a year prior to the exhibition (figs. 3–4).33
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				Figure 3. “ruruHaus, Kassel.” Photo: Anita Archer. 
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				Figure 4. “ruruHaus Ecosystem Diagram,” Kassel. Photo: Anita Archer. 
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				In order to construct the ecosystem, ruangrupa initially issued five invitations to form a group called “the Artistic Team.” They then invited a further fourteen initiatives, who they believed already practiced lumbung themselves, to join them.34 These were called the “lumbung-inter-lokal-members.” From there, some fifty more artistic practices, both individual and collective, joined and became lumbung artists. Additionally, ruangrupa constructed two local lumbungs, one in Indonesia and one in Kassel, to identify resources in their spheres and how these might be utilised. Through this extending structural arrangement, ruangrupa aimed to share their opportunity of participation in this globally important artistic opportunity: “In this way, we were sure that documenta fifteen would not be solely ruangrupa’s but belong to others.”35 Through this methodological focus on collectives, the background of the participating artists emanated extensively from the Global South. Simultaneously, drawing on their own networks, artists reached out to their peers in geographic proximity. The subsequent predominance of Global South participants in documenta fifteen is not surprising as collectives offer peer support in art worlds which often lack the types of infrastructure that is abundant in the Global North.
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				Figure 5. “Release of Lumbung Artists in the Street Magazine Asphalt, October 2021,” documenta fifteen. ©documenta.de. 
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				For communication purposes, the participating collectives and artists were divided into ten majelis, an Islamic term denoting a “council” or place where community members gather to share information and resolve issues. Membership to a majelis was driven by equitable time zones (fig. 5). 

				The majelis was also conceived by ruangrupa as a space where participants could develop relationships and support each other in planning their documenta projects and sharing resources. These majelis were further geared to generating “long-term exchange and sustainable connections beyond documenta fifteen.”36

				At irregular intervals, all of the participants were brought together for discussions, and this was called a majelis akbar. This forum became a particularly important space for sharing both support and concerns during documenta fifteen: 

				The majelis have been important tools to develop common understandings and solidarity with everyone’s local contexts, allowing us to learn from differing situations and conditions in each of the lumbung localities, especially where there has been political upheaval over the two years leading up to documenta fifteen….37

				The lumbung approach also drove the structure of documenta fifteen’s public programming. Articulating seven lumbung values—Local Anchor, Humour, Independence, Generosity, Transparency, Sufficiency, Regeneration—the program, called the Meydan (a term of Persian origin referring to a public square or public gathering place) was structured on seven events with each one focused on a lumbung value. 

				Lumbung and an Art Economy Ecosystem

				At the heart of ruangrupa’s approach to documenta fifteen was the notion that this event focused on process not product: “Make friends not art!”was the catch-cry of the organisers. However, the importance of economics in the art world ecosystem was neither rejected nor ignored. To the contrary, documenta fifteen and its participants used the event as a platform to investigate, explore and test multiple economic aspects of the art world. Specifically, ruangrupa decided to tackle the spectre of the art market head on:

				While the conversations in the economy working group about how to sustain ourselves beyond documenta fifteen were ongoing, we learned from the permanent staff that has produced previous editions that most of the artworks exhibited are sold backstage by gallerists during the hundred days of the exhibition and shipped to the collectors afterwards. We decided to 
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				move this to the front stage to make questions about economy, ownership, labour and exchange a matter of culture while at the same time attempting to secure resources for the lumbung members.38 

				In order to explore economic experiments and collective practice, four of a total of eleven lumbung working groups were set up: Lumbung Currency, Lumbung Kios, Lumbung Gallery, Lumbung Land.39 For example, Lumbung Gallery set out to “create a collectively governed, non-speculative, and regenerative gallery model” in order to rethink what “ownership, collecting, exhibiting, and authorship” might look like in the context of a gallery (fig. 6).40 It perceived documenta fifteen holistically as the “gallery” and proposed that the pricing of artworks be based on production costs and the basic financial needs of the collective, rather than speculative market prices. It proposed that acquisitions could be made through non-monetary means and that works should be “affordable.” Lumbung Kios set up a network of decentralised self-run kiosks that traded goods made by the artists (fig. 7).41
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				Figure 6. “Lumbung Gallery at ruruHaus.” Photo: Anita Archer.
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				Figure 7. Angga Cipta, “Lumbung Kios, Harvest” (2022). ©documenta.de.
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				These ideas were also explored through the lumbung values and public programming. For example, in discussing “Generosity” the organisers rejected “competition, rivalry and rarity,” which are fundamental elements of art world structures including fairs, galleries, prizes and auctions, proposing instead that generosity “is imagining possibilities based on network and collaboration… Time and attention are inexhaustible resources in lumbung and thus should be generously shared in building more integrated ecosystems.”42 Throughout documenta fifteen, mind maps, flow charts and protest banners were displayed as open-source documents presenting visual demonstrations of the language and thinking of lumbung’s interconnectivity (figs. 8–11).
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				Figure 8. *foundationClass*collective, “Becoming” (2022), installation view. Photo: Anita Archer.
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				Figure 9. “Gudskul Banner,” Fridericianum, Kassel. Photo: Anita Archer.
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				Figure 10. “Ruangrupa Timeline,” ruruHaus, Kassel. Photo: Anita Archer.
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				In line with their exploration of new art world models, and their focus on process rather than product, ruangrupa rejected the traditional exhibition model of commissioning new art. Instead, they asked participants to continue their current studio practices and think about how they could translate these in Kassel: “Making one’s resources shareable within the lumbung is already a translation in itself.”43 In preparation for documenta fifteen, ruangrupa discovered an on-going disconnect between the daily life of Kassel’s residents and the high-profile exhibition. By creating Kassel Ekosistem, the collective focused on thinking about the needs and understandings of the town’s citizens as well as integrating the multiple aspects of the events and its planning into the daily lives of the people of Kassel. They were considered “an active, and most importantly, a creative part of lumbung,”44 an approach that was clearly visible in multiple exhibitionary aspects as well as more discreetly, such as residents being the predominant hosts of the artists and guests during the exhibition period. Additionally, within Kassel, the collective encountered multiple local initiatives which were then invited to become part of the lumbung and share any surplus they might have (figs. 12–13).45
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				Figure 11. “Gudskul Diagram,” Fridericianum, Kassel. Photo: Anita Archer.
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				The Covid-19 pandemic occurred during the preparation phase of documenta fifteen and its multiple impacts emphasised the critical role played by the lumbung model of “caring.” Whilst physical space became surplus, conversations continued virtually and prioritised the mental health of the lumbung members. The pandemic also prompted ruangrupa to rethink their process and strategy, particularly in relation to financial funding. 
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				Figure 12. “Harvestwall,” ruruHaus, Kassel. 

				Photo: Anita Archer.

			

		

		
			
				Figure 13. “Invisible,” ruruHaus, Kassel. 

				Photo: Anita Archer.
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				Paying every participant a basic income was not a feasible option, so conversations with the documenta organisers resulted in a EUR20,000 common pot being allocated to each collective to decide how they wanted to spend their funds.46 This decision, driven by a response to a crisis and potentially contradictory to the mechanism of lumbung, was later regretted by ruangrupa, “At times it created a sense of individual ownership of each EUR20,000 in the common pot. If we had communicated the total sum, the conversations might have differed.”47

				Lumbung: Reception, Recontextualisation and Harm

				Unsurprisingly, through its paradigmatic shifts of curatorial functionality, documenta fifteen experienced multiple issues in trying to shift the balance of power and authority in the biennial format. Initially, the exhibition found extensive support, particularly in artist communities, although simultaneously, it received criticism, predominantly from art world veterans, and more specifically art market participants, who decried the lack of artworks compared to previous versions. The polarity of media response is most clearly evident in New York Times reportage. In critic Jason Farago’s opinion documenta fifteen was “the safest and most boring [exhibition] of the century” and “the art sucks”—a judgement Farago claims was also that of visitors.48 More dramatically, he went on to assert that Okwui Enwezor’s documenta legacy “lies tattered just two decades later.” For fellow critic Siddharta Mitter, documenta fifteen was “a whole vibe” where “the collective genius of its participants…. [provide]… fodder for the civic imagination” and the whole is “didactic in the friendliest way.”49 Negative criticism from reviewers focused on a perception of a lack of bold imagery: “lacked visual interest,”50 “anti-spectacular and light on central big images.”51 Positive reviews focused on the caring aspects of the exhibition and the centrality of artists: “care for the visitor experience is palpable,”52 “most visible and vital.”53 They simultaneously contradicted claims about a lack of art: “there are more kinds of art on view than ever”54 and “canonical art forms don’t fare as badly as rumoured.”55 Ruangrupa’s radical shift in presentation of art and art practice at documenta fifteen challenged longstanding art world practice, particularly that of the Global North, and clearly divided art world opinion. 

				More critically, ruangrupa’s lumbung curatorial methodology demonstrated flaws when applied at a global level, ironically resulting in an unsafe space for the exhibition’s participants and its arts workers. By taking lumbung global, ruangrupa moved from a place where the reception of contemporary art was already framed by local contexts and histories, to a worldwide platform where translocated art was exhibited with minimal contextualisation and mediation. Whilst much of the art of documenta 
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				fifteen had its roots in the Global South, its exhibitionary placement in Kassel meant it was subject to the cultural, legal and historical framing of twenty-first century Germany, with that country’s post-WWII and post-Holocaust legacy of collective guilt and trauma and attendant racial and ideological tensions. In the context of lumbung and wellbeing, the consequences of this were enormous, as became evident after accusations of antisemitism levelled against certain artists, collectives and ruangrupa were first aired in an anonymous blog, and then expanded through social and traditional media sources.56 In the months leading up to documenta, many of the participating artists reported feeling unsafe in Germany, particularly when property was attacked and public threats were made.57 

				Furthermore, the devolution of curatorial power generated by the horizontal curatorial approach of ruangrupa’s lumbung also extended into a dissolution of administrative oversight when applied at the global level of documenta fifteen. This resulted in the late installation of an artwork by the Indonesian collective Taring Padi, whose clearly antisemitic imagery was overlooked by both the curatorial team and administrators, and created a storm of justifiable outrage from the German public. The accusations of antisemitism generated a groundswell of media interest that was particularly intense, and negative. In July 2022, members of the Party Office Collective were physically attacked on the streets of Kassel, and then assaulted by Kassel Police. A week later, members of ruangrupa were called to explain their actions to the German Parliament and shortly thereafter the Director General of documenta resigned. Throughout this storm of controversy, multiple questions were asked about who was responsible for managing the risk of the lumbung methodology of documenta fifteen. In the words of Mitter, “Documenta was a whole vibe. Then a scandal killed the buzz.”58

				Ruangrupa’s lumbung approach empowered artists to take responsibility for a broad range of administrative decisions enabling a level of flexibility and freedom of choice. This is in direct contrast to many art world institutions who carefully manage reputations through being vigorously risk-averse, particularly in the context of cultural sensitivities. The harm experienced by some of the artists, the compromise to the wellbeing of many of the exhibition’s participants, as well as the assault on the sensitivities of the German public, demonstrates the complexities of the systemic problems that ruangrupa, through lumbung, were trying to resolve.

				Australian Participation and Care: Safdar Ahmed

				Sydney-based artist Safdar Ahmed was invited to participate in documenta fifteen as a representative of Refugee Art Project through an invitation from Frederikke Hansen, a member of the Artistic Team.59 Ahmed is a visual 
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				artist, musician, writer, educator and community activist who was born in Liverpool, in the United Kingdom, to an Indian Muslim father and British white mother. Ahmed moved to Australia with his family as a child. Having completed his BFA at the National Art School in Sydney, Ahmed continued his education in the Department of Arabic and Islamic Studies at the University of Sydney, where he undertook a PhD that he later published under the title Reform and Modernity in Islam (2013). Ahmed works across a range of mediums including drawing, graphic narratives, painting, musical performance and installation. He also plays in the heavy metal band Hazeen. 

				In 2010, Ahmed co-founded Refugee Art Project in Sydney, Australia, with a collective of academics and artists, as a not-for-profit, community-based organisation. The aim of Refugee Art Project is to support people of an asylum seeker or refugee background, originally through facilitated workshops at the Villawood Detention Centre, Sydney, and more recently at Thirning Villa studio in Ashfield, Sydney. The stated intent of Refugee Art Project is “to facilitate the agency and self-expression of people of asylum seeker or refugee background, to deepen public understanding about asylum seeker issues and the realities of Australia’s detention system” and this is facilitated through a collaborative art practice which exhibits the artworks through self-published zines and public exhibitions. 

				Ahmed was part of Hansen’s network as the result of a collaborative exhibition project “CAMP LIFE” between Refugee Art Project and CAMP (Centre for Art on Migration Politics) at Trampoline House, Copenhagen, in 2015. The two organisations regularly shared their zines over the subsequent years. Simultaneous to receiving Hansen’s invitation, Ahmed also received a direct invitation to participate in documenta fifteen from ruangrupa. For Ahmed, the invitation to be part of such a globally prestigious exhibition came as a surprise: “I certainly didn’t dream of being in something as big as that.”

				The concept of lumbung and its collectivist language resonated with Ahmed immediately. Whilst Refugee Art Project had been invited to participate in many group art exhibitions over the years, very few emphasise community in the same way that ruangrupa was proposing for documenta fifteen:

				I think to me it resonated very strongly because of its emphasis on communities, and that art making isn’t just about the final product, it isn’t just about the deliverable, it isn’t just the work. It’s the social interactions, the connections, the friendships, the collaborative side of things, and all of what goes into making the work.

				Indeed, the focus on process rather than product spoke very directly to Ahmed and his work with the community at Refugee Art Project. Whilst the 
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				organisation is always very grateful for any funding and support, their projects usually focus on the deliverables, such as a book or an exhibition. Specifically, ruangrupa’s proposal to “Make friends, not art” resonated with Ahmed as the artists he works with are predominantly a vulnerable and marginalised cohort, such as refugees, who have recently experienced significant trauma. Furthermore, these people often continue to have an insecure status and an unknown future. In a comment that is resonant of ruangrupa’s nongkrong, Ahmed noted that: 

				There are times when we spent months just having barbecues and having meals together, and there hasn’t been the thought of an art deliverable in sight, and that’s the way it should be sometimes. And when you have the space and the time to do your own thing, without external pressures, then the best art comes from that because it happens spontaneously, when people feel supported, when they feel safe to express themselves in their own time and on their own terms.

				Ahmed embraced the paradigm-shifting curatorial intervention of documenta fifteen’s decentralised funding program; he particularly enjoyed the collective process of deciding where and how their allocated pot of money would be spent. His mini-majelis comprised the Filipino artist Kiri Dalena, Hanoi-based Nguyen Trinh Thi and Cinema Caravan from Japan. The group of four decided to divide their funds roughly equally, with half of the money to be allocated to members of the collectives to support their travel to Germany. The other half of Refugee Art Project’s money was spent on a creating four short films by women of a refugee background:

				that was great as a way to support those women, which was really crucial. And also, with the remaining money, we were able to support people’s travel to Kassel….. it was just a once-in-a-lifetime experience for them.

				Ironically, Ahmed was unable to travel to Kassel due to his long-term health challenge with Crohn’s disease, an aspect of his wellbeing that he has documented in his recent graphic novels. Instead, six members of the Australian collective travelled to Germany over the 100-day period of the exhibition: two for the opening (Alia Ardona and Daniel Chikaya), two a couple of weeks after the opening (Miriam Salame and Zena Eyali), and two a month or so later (Zaneb Meer and Susan Nelson). Contrary to reports from global art world and art market representatives that visiting documenta fifteen after opening week felt like “they had missed the party,”60 the Australian collective artists reported having an extremely productive time regardless of the timing of their visit. As Ahmed noted:
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				They were still able to meet other collectives who were there at the time. So they all had a really amazing experience, I think. No-one felt like they had missed out.

				The contribution of Safdar Ahmed and Refugee Art Project to documenta fifteen included two separate installations in the Stadtmuseum Kassel: 1) the three-part “Border Farce-Sovereign Murders-Alien Citizen” comprising a video installation, the debut vinyl record of the band Hazeen and an accompanying zine (figs. 14–15) and 2) the installation of four short films by the Refugee Art Project women film makers. Collectively the works aimed to “critically interrogate questions of belonging, the politics of representation and weaponisation of the border.”61 
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				Figure 14. Hazeen, Sovereign Murders, vinyl record, installation view. Photo: Anita Archer. 
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				The two-channel video installation “Border Farce” (figs. 16–17) was created by Ahmed in collaboration with Kurdish-Iranian heavy metal guitarist Kazem Kazemi (who was detained as a refugee on Australia’s offshore prison camp on Manus Island for 6 years), and filmmaker Alia Ardo. Installed to juxtapose each channel, “Border Farce” alternates between a style of documentary storytelling that conveys Kazemi’s experience of detention and excerpts of intense heavy metal musical interludes played by Ahmed and Kazemi dressed in full metal regalia.
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				Figure 15. Safdar Ahmed, “Alien Citizen,” zine, installation view. Photo: Anita Archer.
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				Figure 16. Safdar Ahmed, “Border Farce,” two-channel video, installation view.Photo: Anita Archer.
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				Although he did not attend the exhibition in Kassel, Ahmed was exposed to the trauma of allegations of antisemitism being levelled at ruangrupa and documenta fifteen as he was one of the artists nominated on the anonymous blog page in January 2022. The blog author/s identified Ahmed, along with ruangrupa and other documenta artists, as having supported the Palestine-led BDS (Boycott, Divestment, and Sanctions) Movement and accused the artists of antisemitism and racism. Whilst Ahmed refers to this incident as a “smear campaign and spurious allegations of antisemitism,” he was particularly concerned by the little reported break-in to the space allocated to Palestinian collective “A Question of Funding” which resulted in threatening graffiti and death threats, and instilled a sense of fear in the documenta artists: 

				So the artists themselves felt like they were under attack. Many of the collectives felt they were being attacked.

				For Ahmed, the notion of wellbeing is located firmly in the context of community work. And for his art practice, like that of ruangrupa, collaborations strengthen the individual:

				within our collective, wellbeing and human flourishing exists very much within our social, familial and friendship networks and those connections. I’ve seen over the years how art can be the glue that supports that, as well. Meaningful collaborations that amplify people’s voices, that give them a stronger sense of agency, and genuine belonging.
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				Figure 17. Safdar Ahmed, “Border Farce,” two-channel video, installation view. Photo: Anita Archer.

			

		

	

	
		
		
		Page 223
		

	
	
		
			[image: ]
		

		
			
				223

			

		

		
			
				Whilst Ahmed agrees that the antisemitic imagery in Taring Padi’s mural was unacceptable, he was disappointed that the error of letting it be displayed smeared the whole exhibition and instilled a sense of fear in the documenta fifteen participating artists. As he addresses in his graphic novels, he views community as a resource to engender strength and solidarity to fight structural racism. 

				For Ahmed and Refugee Art Project, documenta fifteen will continue well past its official closure. Collaborative projects are already being planned both with their mini-majelis partners as well as numerous individual contacts made through the ecosystem. Indeed, lumbung continues as one of the members of Taring Padi who lives in Sydney has now joined the Refugee Art Project collective and a collaborative exhibition is planned for 2023. 

				Conclusion: Lumbung as a Shift in Art World Mechanisms, Both Local and Global

				The selection and appointment of the Indonesian collective ruangrupa as the curators for documenta fifteen with their curatorial methodology of lumbung has marked a shift in the way in which international exhibitions can be presented and function. Without a doubt, the inherent qualities of care, wellbeing and sustainability that emanate from a lumbung approach speak to a post-Covid, climate-challenged world. More specifically, ruangrupa’s aim for documenta fifteen was to determine whether a lumbung methodology that they had already practiced successfully in a local context could be scaled up through a global platform. The overall feedback from the artists has been extremely positive, but the political fallout from the accusations of antisemitic content clearly demonstrates that this systemic shift has flaws that need to be addressed. Reviewing documenta fifteen in the context of lumbung raises many questions: Can lumbung operate at a regional or global scale? Where does risk and accountability lie in a lumbung ecosystem? What are the economics of a lumbung driven art world? How is interpretation and contextualisation of art managed in a lumbung ecosystem?

				In the documenta fifteen catalogue, ruangrupa has included a section titled “Reflections” which addresses some of these questions by presenting an account of their learnings to date, in the spirit of continuing to develop their practice and the concept of lumbung as method. They identify two key issues: scale and network.62 In ruangrupa’s opinion, lumbung is most effective on a small and local scale where participants can be agile, while a large scale is unsustainable. They propose modelling ecological examples where “cellular organisms and rhizomatic structures break themselves up in order to remain small” as a potential learning for the art world.63 They propose that the “hardest part of constituting lumbung” was building trust and affinities and they suggest that the construction of 
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				collectives of collectives with local and regional nuances could be a potential solution.64

				In reality, the current opacity of many art world functions and systems are counter-intuitive to both trust-building initiatives and the wellbeing of their participants. Opaque methodologies support the generation of capital (financial, cultural, social) which currently oils the wheels of the art world. As ruangrupa acknowledges, for documenta fifteen lumbung approached the economy using old paradigms.65 In order to reconfigure the art market ecosystem into a sustainable ecology that prioritises the wellbeing of all its actors, “art production needs to change along with its agencies, its infrastructures, its ownerships and its public.”66 Whilst many in the art world thrive in the current system and are reluctant to relinquish structures and privileges, others would argue that the art world as it currently exists has no future.67 For ruangrupa, documenta fifteen has been another step in their ongoing journey to drive change. It remains to be seen whether the legacy of documenta as an international platform for systemic art world change can continue and drive meaningful transformation in the wellbeing of artists and arts workers. For ruangrupa, their continuing ambition is clear:

				The new arts economy that we are aiming to build brings art back to its more useful function: the imagination and realisation of new (and remembered) ways of living and organising that are more just, humane, and holistic.68
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				12.	‘Minus Plus’ & The Art Project, 	1975–1980
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				Abstract

				This essay examines a 1975 exhibition in Melbourne titled “Minus Plus” which featured artworks by people with cognitive disabilities.1 In describing the approach taken to organising the exhibition, and the nature of the work within it, the aim is to highlight an important moment in the history of art by people with disabilities in Australia. Furthermore, the essay investigates how prevailing views about art and disability had an impact on the interpretation of such work in the 1970s. The organisers of “Minus Plus,” many of whom were parents of children with disabilities, were motivated by a deep sense of empathy for the artists and by a strong social conscience. Nevertheless, in some respects the exhibition reinforced a long-standing tendency to associate people with disabilities with deficit and lack. At the same time, another, more affirmative dimension of the artists’ works also emerged from the exhibition, as can be perceived in the work of Thomas Risler. By drawing out this aspect of one artist’s work, and of the exhibition more broadly, the essay demonstrates how an emergent, non-discriminatory understanding of art by people with disabilities was central to the 1970s origins of Arts Project Australia, a leading art organisation for people with disabilities.
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				I.

				In 1973 the artist Myra Hilgendorf was asked by The Victorian Association for the Retarded (STAR) to gather artworks by people with cognitive disabilities for an exhibition at the Adelaide Festival.2 Although the language used in the STAR acronym registers as offensive and derogatory today, the aims of the organisation, including those relating to art, were relatively progressive in comparison to prevailing social attitudes towards disability. In the process of preparing the display, Hilgendorf—the mother of Johanna Hilgendorf, an artist with disabilities—developed the idea of mounting a similar exhibition in Melbourne.3 In 1974 she approached STAR for support, and formed a committee of individuals who had a background in art, education, and psychiatry and/or were parents of people with disabilities.4 This group included Cliff Judge, a psychiatrist and former student of the German-born, Bauhaus artist Ludwig Hirschfield Mack, and Kitty Ginter, a fine arts graduate. Thus was formed, again using a term that strikes contemporary readers as poorly chosen, The Art Project for the Mentally Retarded (hereafter The Art Project). This organisation was the origin of Arts Project Australia, a Melbourne-based social enterprise that supports artists with intellectual disabilities. 

				In 1974 The Art Project’s stated purpose was “collecting and presenting paintings of the mentally retarded to the public in a manner such as that usually accorded to all good painters in our society.”5 In pursuit of this goal, which envisaged exhibitions of art by people with disabilities being brought “out from inside the Day Centres and residential institutions, into the galleries and workspaces normally available to artists in the community,” Hilgendorf contacted Georges Gallery—located in the exclusive commercial department store of the same name in central Melbourne—for the use of their exhibition space.6 She also sought the endorsement of prominent individuals working in public sector organisations such as The Mental Health Authority of Victoria, the Commonwealth Schools Commission, and the National Gallery of Victoria.” As Hilgendorf later acknowledged, the committee “had connections… [and] we used them.”7 From the early documents and correspondence generated by the organisation, a detailed picture of The Art Project’s intentions in mounting this exhibition emerges. 

				The primary goal of the exhibition was to directly benefit the artists. The majority of the artists who came to be involved in The Art Project’s activities were children and adults with cognitive disabilities who were living in residential centres or attending day training centres in Victoria.8 The draft aims of the organisation stated that exhibiting the artwork of people with disabilities would give them “the opportunity to speak for themselves which they are unable to achieve otherwise,” and enhance their “sense of personal worth and dignity.”9 Accordingly, in approaching Georges Gallery in mid-1974 
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				to request a slot in their exhibition schedule, Hilgendorf stressed that she wanted the exhibition “to be of the highest quality we can achieve, to be carefully selected and presented” so that it would be, among other things, “a stimulus to the retarded themselves.”10 Equally, in a letter to the Secretary of the Schools Commission in late 1974 it was argued that the exhibition would provide “a new scale of evaluation by the mentally retarded themselves to increase their own pride and self-respect.”11

				The second goal of the exhibition involved measures of indirect benefit to the artists through effecting change in the attitudes and behaviour of those who worked and lived with them. In its draft aims The Art Project hoped to “create a resource for students and teachers to study and to further stimulate the teaching of art as a valuable means of expression.”12 Reinforcing this idea, in a letter sent to teachers in the mid-1970s outlining the idea for the exhibition, Hilgendorf argued that the artists “can with the right approach learn to express themselves visually and reveal qualities about themselves in a lively and valid art form.”13 In this way, she argued that one of the benefits of the display would be to influence the provision of educational services to people with disabilities. In her letter to the Schools Commission, Hilgendorf also noted that the exhibition would create a means by which the artists “can be reassessed… by those parents who have not been able to apprehend any positive area of achievement,” thereby arguing that a constructive change in mindset would be brought about in the artists’ own families.14

				The exhibition’s third goal addressed broader community attitudes. One of the organisation’s draft aims was to provide an “indication to the community that this much neglected section of our society has both the ability and the right to claim serious attention and support.”15 In the Schools Commission letter Hilgendorf wrote that: 

				The committee believes that if it can be shown that the mentally retarded are capable of being creators of merit, this may help to modify the tendency of the public to perceive them as totally dependent and non-contributory. The tendency in fact to perceive the retarded solely in terms of their disability.16

				In this way, The Art Project aimed to reduce the stigma commonly associated with disabilities within contemporary society.

				As the evidence of these documents demonstrate, the organisation was moved from its beginnings by a strong desire for change. The artists, some of whom were not able to communicate through speech, would benefit from being able to express themselves in a non-verbal medium, and from the recognition that would flow from having their work exhibited in a mainstream art venue. Individuals and families working with and related to the artists would benefit through changes which would be passed on in the 
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				form of improved education and support, and society overall would come to view the artists as significant practitioners deserving of accolades.

				II.

				The goals of The Art Project were being formulated as major changes were occurring in the understanding of people with disabilities in Australia. Energetic protests by disability advocacy groups were taking place during the mid-1970s as part of broader protest movements, generating much media interest and even advocacy. At the time, significant numbers of people with disabilities—including some of the artists who would become the focus of The Art Project—were living at residential centres like Kew Cottages, isolated from the community in often poor conditions, compounded by understaffing, overcrowding and broader social neglect. In Australia, the advocacy response to this situation took many forms, including the financially successful but unfortunately named “Minus Children” fundraising effort run by The Age newspaper. This campaign, which in early 1975 featured articles with sensational headlines like “The Village of the Damned,” focused on the hardship and suffering of children living at Kew Cottages, arguing for material improvements at large residential institutions for people with disabilities.17 

				Another important context was a shift in thinking about people with disabilities more generally. The “medical model,” in which disability is viewed as a quality inherent to the individual connected with disease and incapacity, was coming under scrutiny. Of particular concern was the way this model—which prioritises medical intervention to manage disability—led to individuals’ segregation and institutionalisation away from the broader community.18 During the 1970s, a new model with its origins in Scandinavia was emerging which sought to make available for people with disabilities “patterns and conditions of everyday life which are as close as possible to the norms and patterns of the mainstream of society.”19 This approach, known as “normalisation,” was frequently discussed in the STAR newsletter during the period in which The Art Project committee was formed.20 The rise of normalisation theory in Australia and elsewhere coincided with the historical period of deinstitutionalisation, when living arrangements around the world for those with disabilities began to shift from institutional to community care. 

				The ideas behind The Art Project during the mid-1970s were situated within this broader context. To a certain extent, the decision to ensure that the works were carefully selected, professionally framed, and presented in an art gallery—rather than in an institution dedicated to the care and / or training of people with disabilities—was linked to the emphasis within normalisation theory on social integration and, as Wolf Wolfensberger 
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				argued in 1972, on creating the conditions whereby people with disabilities could be “perceived as culturally normative as possible.”21 From the standpoint of a more recent, “social model” of disability, which argues that it is society which effectively disables the individual and which must be the focus of change, the approach taken by The Art Project may be thought to have put undue emphasis on accommodating people with disabilities to an existing social milieu.22 However, it is important to stress that The Art Project was not, as the language of normalisation tended to suggest, merely seeking to assimilate people with disabilities to preconceived, dominant notions of value within existing society. On the contrary, the organisation was also working to overturn such notions. By exhibiting the artists’ work in a high-profile gallery, they aimed to bring about a change in society whereby hitherto neglected and unseen artists would become equal in status to their more mainstream, professional counterparts. 

				The approach taken by The Art Project in mounting its first exhibition in 1975—titled “Minus Plus” at the suggestion of staff at Georges Gallery in a counter to the exclusively negative language used by The Age’s “Minus Children” campaign—differed significantly from most contemporary attitudes towards art by people with disabilities at the time.23 Exhibitions of art by people with disabilities up to this point had usually been presented as part of a charitable initiative which emphasised the plight of the individuals in an effort to raise money. Such initiatives, the “Minus Children” campaign included, tended to construct recipients of the charitable donation as passive, helpless, objects of charity rather than as autonomous subjects in their own right.24 As Hilgendorf later remarked, such exhibitions were based on “pity from a distance, on patronage, and on a firm belief in the total inferiority in every respect of this group of people.”25 For these reasons The Art Project’s philosophy was that the exhibition should not be confused with a “fund-raising effort.”26 

				In addition, many contemporary understandings of art at that time by people with disabilities were linked to theorisations of child art and emphasised the degree to which any artwork exhibited degrees of intellectual development. As Hilgendorf argued, this tended “to categorise, to make an object of those being analysed,” and was discriminatory in effect.27 Accordingly, the “Minus Plus” exhibition was mounted “without reference to I. Q. levels and neither were these designated in the catalogue.”28 Further, during the 1970s, art programs for people with disabilities generally formed part of broader occupational therapy curricula in residential and training centres which taught artists “motor and communication skills, while imparting acceptable forms of personal and social behaviour.”29 In contrast to these narrow conceptions of art, The Art Project aimed, through its exhibition program, to highlight qualities in the works that were relatively independent of these inherited, limiting concepts. 

			

		

	

	
		
		
		Page 239
		

	
	
		
			[image: ]
		

		
			
				239

			

		

		
			
				As preparations for the exhibition got underway, the word “aesthetic” began to appear in discussions of the works, both on the part of the organisers and the audience. Insofar as this term referred to the exercise of qualitative judgement in choosing the works, this focus was to some degree already implicit in the statements made in the organisation’s early correspondence about the importance of maintaining high standards in the exhibition. Another motivating factor for insisting on an “aesthetic” perspective was apparently to move viewers’ attention away from the particular life circumstances of the artists, and the nature of their disability, towards considering the artworks in and of themselves. However, as I will argue below, the use of the word “aesthetic” as it appears in the documentation around the exhibition requires further unpacking, as it was not a neutral term but oriented viewers’ understandings of the work towards a particular perspective. 

				Before addressing this issue in more depth, it is important to offer a brief overview of the work included in the exhibition. When the show opened at Georges Gallery in late July 1975, there were sixty-five artworks in total, with a great diversity across the work. Two thirds of the artists were children ranging in age from 3 to 17 years old with the remainder of the exhibitors being adults. The works were produced in a wide variety of settings, including residential and day training centres for people with disabilities from Melbourne and around regional Victoria. Among the works were several by Hilgendorf’s own daughter Johanna, which are characterised by colourful, urgent passages of rapidly applied felt pen on paper with semi-figurative elements of aeroplanes and crosses as in Planes Flying. Shirley Warke’s crayon and pencil drawings, with their colourful, elaborations of rudimentary forms, contain enigmatic figures and objects that seem to jostle for the viewer’s attention on the surface. By contrast, David Coles’ Figure, in black Biro on paper, shows a dark winged figure rendered through closely spaced passages of black ink who appears to glare impassively at the viewer. Other works make more concrete reference to everyday, objects and events, including The Blowfly by Greg Arnold, a gouache on board work which combines an iconic depiction in a symmetrical arrangement of a common insect, and Man by Brian Doherty which shows a human figure clothed in brown against a stark background. A series of detailed drawings by Thomas Risler, such as Covered Way, depicted elements of the architecture at the residential institution, Kew Cottages, where the artist lived. 

				To return to a discussion of how the concept of aesthetics was used to applied to the works in the exhibition, the catalogue for “Minus Plus,” which provided a significant framing device for how to read these artworks, included several short essays written by individuals involved in the event. In her text the curator Erica McGilchrist—an artist who had taught people with 
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				experience of complex mental health issues and was founder in 1975 of the Women’s Art Register—discussed the “aesthetics” of the works. She confessed that she put questions about “what is art, creativity, intelligence?” out of her mind as she chose the artworks, which “excited, delighted, teased, impressed, shocked, amused or moved” her, and made her selection based on the “vividness of my own personal response.”30 The idea of aesthetics for McGilchrist related to her spontaneous reaction to the visual characteristics of the works without consideration of any related philosophical or conceptual questions they might raise. 

				The exhibition catalogue also included a short text by The Art Project committee in which they noted that their “intention was to approach the paintings as an aesthetic experience.” In saying this the committee stressed that it did not argue for viewing the exhibition as a display of “great works of art,” or as a reflection of “fashionable trends” (in a draft of the text they explained that most modern art “is inexplicable, or alternatively, it has become anti-art”). In the committee’s view, although the artists could not “compete, either technically, traditionally or academically” they could “compete creatively, for creativity is their salvation and a stepping stone to development.”31 The organisers were thereby defining the value of the works in the exhibition in opposition to the normal standards applied to professional art, and asserting their value in terms of creativity, something from which the artist could learn and grow. 

				In his contribution to the exhibition catalogue Thomas McCullough, the then Director of the Mildura Gallery, praised Hilgendorf’s ambition “to mount the first selective Australian art exhibition by mentally handicapped people using mainly aesthetic criteria” as it invited “serious artistic appraisal.” He indicated what form this appraisal should take by discussing the work in terms of its “freshness,” “uninhibited simplicity” and “strength of painterly expressiveness or obsessively-observed detail,” arguing that the artists’ “innocences are easily forgiven… when we realise how basic are [their] insights into the universal human condition.” He also noted, drawing on his knowledge of the art classes conducted by his wife Roma McCullough at a training centre in Mildura for people with disabilities, that the artists’ “artistic capabilities, if treated seriously, could be refined by skilful, specialist educators.”32 In so doing, he reinforced the connection between the aesthetically expressive qualities of the works and the ability of the artists to develop over time.

				In these texts we encounter a view of aesthetics as a realm distinct from the conventional world of rational thinking and activity and related to spontaneous, creative, and affective experience. To have the artists accepted in the higher echelons of the art world, and by implication, within the wider culture, the organisers rejected conventional judgements based on inherited, normative conceptions of artistic aptitude, while viewing their 
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				work as something that would benefit from guidance and improvement. This strong educational focus is, perhaps, understandable given that two-thirds of the artists in the “Minus Plus” exhibition were under the age of eighteen. It is important to emphasise, however, that for Hilgendorf any form this guidance would take should emphasise such values as “expressiveness,” and “sensitivity,” as opposed to more traditional conceptions associated with art in the broader society such as academic or technical artistic skill.33 

				One impact of this aspect of the exhibition design was to emphasise the internal emotional register of the artist. Hilgendorf argued in a magazine interview prior to the opening of the exhibition that, due to the fact that the artists had limited verbal skills, “painting is one of their most important ways of freeing up pent-up emotions.”34 This focus on the affective dimension, which was related to the definition of aesthetics used in the exhibition catalogue, intersected with contemporary thinking about people with disabilities such as that expressed in the STAR newsletter. In April 1975, in a discussion about a film titled “Like Other People,” the editor Ethel Temby asked readers: “How much do we know of the inner feelings of those who find it hard to tell us, and whom society prefers to think lack emotional needs?”35 The emphasis on emotion in interpretation of the works can be seen as part of a broader campaign in the 1970s which insisted on the humanity of the artists and advocated for them as people with legitimate expectations and rights. It was also connected to the fact that the groups behind the organisation of the exhibition were largely constituted by individuals who were parents of people with disabilities. This emphasis led interpretation of the work in one direction. In what follows I discuss this direction through an analysis of several of the works by Thomas Risler which featured in the exhibition. 

				III.

				Thomas Risler was a resident at Kew Cottages during the 1970s, a period in which he produced a large number of artworks, mostly in ink on paper. Although he lives and works to this day in an area not far from the original site of Kew Cottages, Risler has now moved on from art practice. As he explained many years later at the launch of Arts Project Australia’s Sidney Myer Fund Permanent Collection—from which the works reproduced here were sourced—“I used to do that when I was a child, but I don’t do that anymore.”36 Even though Risler’s early artistic production did not lead to a sustained practice of visual art, his drawings from the 1970s remain significant as records of the contemporary visual environment. Of particular interest are his studies of architecture, including a sequence of works depicting the interior of a building showing a stairway leading from one level of the structure to another (see an example of this work in fig.1). 
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				These drawings show details of fixtures and fittings in the built space including lighting, a telephone, and signage composed of numbers and letters. Another series of works depicts the covered walkway at Kew Cottages, an open structure designed to shelter staff, residents, and visitors from the weather as they moved from one building on the campus to another (figs. 2–5).
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				Figure 1. Thomas Risler, “Staircase,” undated, 76 x 56 cm, SMF-100. Courtesy Arts Project Australia.

			

		

		
			
				Figure 2. Thomas Risler, “Covered Way,” undated, dimensions unknown, SMF-276. Courtesy Arts Project Australia.

			

		

	

	
		
		
		Page 243
		

	
	
		
			[image: ]
		

		
			
				243

			

		

		
			
			

		

		
			[image: ]
		

		
			
				Figure 3. Thomas Risler, “Covered Way,” undated, dimensions unknown, SMF-103. Courtesy Arts Project Australia.
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				Figure 4. Thomas Risler, “Covered Way with Wagon,” undated, 56 x 75 cm, SMF-104. Courtesy Arts Project Australia.

			

		

		
			
				Figure 5. Thomas Risler, “Covered Way with Water Pipes,” undated, 76 x 56 cm, SMF-105. Courtesy Arts Project Australia.
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				These covered walkways were quite extensive on the original site and although neither architecturally significant nor unique to that institution—there being similar walkways and other settings such as schools at the time—they were one of the more distinctive features of the now-demolished built environment at Kew. Within this series of drawings, Risler included significant elements of the walkway infrastructure, including pipes carrying water, electricity, and other services from one part of the walkway and buildings to the other, and the brackets by means of which these pipes were fastened to the underside of the walkway roof structure. In these drawings the artist has also shown us some limited views of the cottage buildings themselves, including windows and doors, and associated signs carrying the numbering system used to identify and distinguish the different buildings on the campus. Within this series of walkway drawings there are two which feature what the catalogue entries describe as a “Wagon” or “Food Wagon”—a small, motorised vehicle used at Kew Cottages to transport people and items across the site—which used these covered walkways as a road to drive between structures. A last work, “Boy on a Swing,” which also features the covered walkways, shows a more distanced view of the site than Risler’s other works and describes several different buildings connected by walkways (fig. 6). In the foreground a boy on a piece of playground equipment is shown swinging high into the air. 
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				Figure. 6. Thomas Risler, “Boy on a Swing,” undated, 56 x 76 cm, SMF-283. Courtesy Arts Project Australia.
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				Risler’s works were interpreted in several different ways during the exhibition and in the years directly afterwards. One category of response focused upon the skills displayed in the works. For example, Maureen Gilchrist, writing for The Age, noted Risler’s “talent” as a draughtsman.37 Hilgendorf and Cliff Judge stressed, in their later 1979 article in the Australian Journal of Mental Retardation, Risler’s “visual perspective ability,” “clinical accuracy,” and “exceptional developmental ability,” thereby stressing the degree to which his works exhibit qualities not commonly associated with people with disabilities.38 

				In a second kind of response, also encountered in Hilgendorf’s statements and writings, the exhibition organiser described Risler’s depiction of the grounds of Kew Cottages as documenting a distressing experience. In a speech she gave in 1975 at the opening of the Minus Plus exhibition at one of its tour venues, Hilgendorf described the artists as the “most sensitive and delicate of human creatures” and noted how the colours in one artist’s work “leave one with very uneasy feelings… violent and disturbing.” She went on to describe Risler’s work as communicating “the frightening isolation of Tommy’s view of institutional life.”39 She returned to this theme in her 1977 discussion of the artist’s work, noting that “the definition of detail and the emptiness of space present with compelling intensity his isolation,” adding that through “his use of space” in “illustrating the ducts beneath the covered ways” he conveyed a “sense of loneliness.”40 Picking up on these themes, in a review published in 1979 of a subsequent exhibition including Risler’s work, the art historian Sasha Grishin commented that “the drawings become like long twisted corridors of the mind.”41 Given the nature of the circumstances of life in Kew Cottages, where artists such as Risler were residing at the time these drawings were made, such an interpretation is understandable. The works certainly have the capacity to give an insight into the conditions and experiences of the artist’s life, and that of his peers, lived—as it was by many people with disabilities during this period—in a large residential institution in the 1970s. 

				A series of publications by Corinne Manning on the history of Kew Cottages document that conditions were extremely difficult for the nearly thousand residents at the institution over the period Risler was creating these works. Clothing, for example, was frugal, consisting mostly of government-issue garments or donations from community organisations.42 Toileting and bathing was largely done en masse, with dozens of residents showering simultaneously in the same facility during a short interval of time.43 The residents’ diet was limited, the quality of food low, and meals were served at unusual times.44 Violence between residents, and between staff and residents, was a significant and recurring problem. There was also serious overcrowding, as evidenced by the fact that in 1973 some of the wards were holding double the number of residents for which they were designed.45 Moreover, some residents were living in seriously inadequate 
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				buildings, including corrugated iron huts that had been recycled from their original use in a World War II army camp. As Cliff Judge recalled, these structures were “appallingly hot in summer and freezing in winter and by 1975 in a dilapidated state.”46 

				In interviews conducted by Manning, many former residents of Kew Cottages explained that they intensely disliked the conditions under which they lived. Participants cited problems with the regimentation, unsatisfactory food, poor hygiene, incessant noise of other residents, the lack of privacy, the uncomfortable clothes, and a range of violent incidents.47 As Manning argues, “communal care and substandard living conditions contributed to Kew’s reputation as a place of incarceration.” The conclusion she reaches is that “although residents were not imprisoned in a literal sense, they nonetheless felt restricted by institutional regulations and routines,” a feeling that persisted despite the many ameliorative reforms that took place at the institution in the second half of the twentieth century.48 

				It is important to acknowledge the often-difficult circumstances from which works like Risler’s emerged. However, interpretations of the art that emphasised negatively charged emotions—like those that stressed how the artists’ energies could be developed in a certain direction—imply that the works manifest a lack of something: in this case, psychological wellbeing. Even if, as is the case in Hilgendorf’s descriptions of Risler’s work, this lack could be traced to the conditions under which the artist was living rather than anything inherent to the artist himself, they nevertheless participated in what Martha Stoddard Homes has described as a “rhetoric of affliction” in the narration of the lives of people with disabilities.49

				There was another, third type of response to these works which showed they could be viewed in a different key. As Cheryl Daye has argued, it is possible to interpret works by artists with disabilities in a manner which moves away from the idea of seeing them as “a compensatory activity which is undertaken due to a perceived lack of ability in other areas,” or as “symptomatic of their psychology or etiology” and to see them as expressing “the artist’s interpretation of reality and human life.”50 As a way of prefacing this discussion, it is important to note that although there were many significantly negative dimensions to the experience of living at Kew Cottages, particularly in its earlier history, there were others that were more positive for residents. This included some of its social and communal aspects, as well as a range of educational, recreational and therapy activities. The occupational therapy programs, which were in place by the time Risler was producing these works, included art and craft activities, including painting.51 Several participants in the recent oral history of Kew Cottages, such as Ted Rowe, Steven Wears, and Ralph Dawson—the latter of whom, as noted above, had a work in the “Minus Plus” exhibition—reported that they found the arts activities, including painting and music, very enjoyable.52 
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				Among the examples of this third type of response one may count the words of an Age journalist, likely quoting the organisers themselves, who noted that the artists “comment creatively about their lives and environment.”53 In an interview published in The Australian Women’s Weekly, Hilgendorf remarked that through these works the artists “express their image of the world” and that in so doing they “display remarkable realism.”54 In a newspaper review of the exhibition, the art critic Maureen Gilchrist praised the works for their “conceptual” strengths and for the “pictorial grasp each exhibitor has on his or her particular world.”55 The reviewer for The Herald, Alan McCulloch, commented that the artists exhibit “a self-imposed discipline” and, while insisting that they would not be aware of traditions of modern art, compared the work of one of the artists to that of the well-known Australian painter Sidney Nolan.56 

				These comments illustrate that there were opportunities to imagine the works in the “Minus Plus” exhibition outside of the paradigm which saw the art as demonstrating skill, as exhibiting potential for development, or as an expression of psychological pain. Hilgendorf herself addressed this issue in her 1975 talk. In arguing that the committee was primarily concerned with “aesthetic considerations” in putting together the exhibition, she contrasted this with an approach that saw each artwork as having “its particular value as a level of skill acquired or as an insight into intellectual levels or emotional disturbances.”57 In this instance, for Hilgendorf the notion of “aesthetic” took on a different meaning to that given in the exhibition catalogue and some of the accompanying literature of the time. In her talk Hilgendorf demonstrated that she at times used the word aesthetic to resist the idea that the artist had a problem such as a lack of ability or emotional security, for which a solution had to be found.

				To return to Risler, although his works might be interpreted as evidence of specific affects—including feelings of loneliness and fear created by the experience of living in a large residential institution—they also speak to a fascination with, and determination to record through art, the elements of the physical environment that surrounded him. As we look at the drawings today, it becomes apparent that certain details of the institutional infrastructure were of specific interest to the artist, including the unusual, motorised vehicle used to transport people and items around the campus, the engineering of the supply of services to various buildings, and the way those buildings were organised, interconnected, and labelled. In combination with the drawings of stairs, and corridors, the focus of the artist in these drawings is on the passage between levels or spaces and the architecture and equipment involved in attaining that movement of people and things. Gilchrist in 1975 described the works as “charting the pipes and corridors of the rambling old cottage at Kew” where Risler lived, drawing attention to the way in which the artist’s drawings could be 
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				conceived as a deliberate form of map-making.58 In addition, the elevation of perspective achieved in the drawing depicting the boy on a swing—whose broad smile, outstretched legs and pointed feet show that he is clearly enjoying himself—allows an aerial, omniscient view of the broader Kew Cottages establishment. In this way, Risler produced a form of visual knowledge which transcends the gloomy, pathologising readings described above and provides an overarching conception of the artist’s environment. 

				The combination of compelling illusions of depth and skewed perspectives in Risler’s drawings of the corridors and passageways at Kew Cottages, in the degree to which they depart from commonly accepted standards of traditional artistic depiction, motivated some viewers to interpret the works as a document of the artist’s negative personal feelings in response to his environment. They describe, after all, an institution which at the time was notorious for its appalling and inhumane conditions, and which was being critiqued for the way it segregated residents from the broader community. Nevertheless, it is also possible to understand the works in a different manner—as part of an operation by the artist to comprehend, at a deep level, the intricate workings of his architectural surroundings; to experiment with translating that understanding to a two-dimensional surface; and, in the process, assert his grasp of the inter-connection between things in his environment. An alternative way to think about the works, in other words, is to conceive of them not as the production of something related to a deficit—either of skill or of psychological wellbeing. I take this approach to the works to be the meaning expressed in Hilgendorf’s desire to “turn minus into plus.”59

				Certain interpretations of the work tended to avoid or modify some of the more emotionally fraught associations in the early accounts of Risler’s work. In their 1979 article, for example, Judge and Hilgendorf argued that Risler’s works “portray his feelings about the institution in which he now lives and in one sense reflect his ability to accept and to cope with his environment.”60 Sasha Grishin, in an article of the same year in which he referred to the drawing’s “twisted corridors,” also described the works as possessing “a very distinct sense of physical awareness.”61 In 2003, Cheryl Daye and Kitty Ginter focused on the works’ “extraordinary sense of perspective,” described their depiction of “the covered walkway diminishing to an endless point on the horizon” as a reflection of an “existential experience of space,” and stressed how the works reflected the experience “of many people with an intellectual disability for whom institutions represented a known world and familiar space.”62 In other words, we can view the works as far more than an expression of pain or even a mechanism for coming to terms at a psychological level with a challenging situation. They can be read as registering the general systematisation of life at Kew 
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				Cottages, in that the infrastructure of pipes, and corridors, as well as the food truck, are a physical echo of the way time was managed and activities such as meals and bathing were scheduled; in other words how residents’ lives were subject to complex procedures of management. They can also be interpreted as the manifestation of a pleasure taken in the expertise associated with that knowledge. 

				Several residents at Kew Cottages, some of whom spent many decades at the institution, were known for their detailed knowledge of the geography, the architectural layout and associated nomenclature of the place where they lived. As Manning noted in Bye-Bye Charlie: Stories from the Vanishing World of Kew Cottages, when finding her way around the Kew campus during her visits in 2006 as part of an oral history research project, she relied upon residents’ detailed knowledge about an institution whose “expansive grounds and mazelike arrangement were constantly challenging.”63 Furthermore, as Cliff Judge and Fran van Brummelen point out in their biography of a long-term resident at Kew Cottages, Kew Cottages: The World of Dolly Stainer, residents like Stainer who lived at the institution for a large part of the twentieth century were possessed of a “down-to-earth, innate reason” which meant that they were “familiar with every nook and cranny of the Cottages” and intensely aware of the geography of a place which remained fundamentally the same despite the many different naming and numbering conventions that were used to identify buildings over the years.64 

				Risler’s elaborate drawings, with their detailed observations of the physical layout of the institution and its associated, complex numbering systems, can be viewed as an expression of a similar assertion of confidence regarding the landscape of the institution which had become his home. The works also evince a joy in the fascinating visual forms presented by the spectacle of the architectural features that the artist had before him. Within this perspective, the works need not be seen either as the expression of a deficit, or even as an aspiration to mastery, but rather as a sophisticated form of dwelling in the visual moment that the built environment provided to the artist, even in the seemingly unfavourable surroundings of an institution which for many, it is important to remember, was nothing short of a prison.

				IV.

				When The Art Project exhibition “Tommy’s World” opened at the Australian National University in 1979, Risler’s drawings were included in the exhibition, featured on the cover of the catalogue, and reproduced frequently in associated media coverage.65 The exhibition, funded in part by a Commonwealth Government grant, was opened by the then Minister for Social Security, Senator Margaret Guilfoyle. Its mounting in Canberra was 
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				the first venue of an Australian tour as part of the 1979 International Year of the Child. It was additionally presented that year at venues in cities such as Wollongong, Brisbane, Sydney, and Launceston before travelling in 1980 to Benalla, Ararat, and Mildura.66

				It is interesting to reflect on the title of the exhibition. Although “Tommy’s World” clearly contained a reference to Risler himself, it also pointed beyond him to evoke the recently released film Tommy by the English rock band The Who, which tells the story of a child with disabilities who becomes famous for his pinball-playing. Although the “world” referred to in the exhibition title was most immediately the surroundings of Kew Cottages, the immediate subject of many of Risler’s works, it also had a broader connotation—the broader social context that people with disabilities share with non-disabled people. In an article published in the Canberra Times days before the exhibition opened, John Bryant argued that the exhibition was one of many initiatives through which “Tommy’s world is… growing beyond the restrictions imposed by earlier views of the place of the handicapped in our society.”67 Interpretations which insisted upon seeing works by artists with disability as embodying complex forms of knowledge and understanding were an essential component of that broader societal shift. 
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				13.	Re-envisioning Imagination:
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				Abstract

				Scattered across his three Critiques, many lecture series, and numerous essays, Kant often made interesting and illuminating remarks about the nature of the imagination, but these were never gathered together and systematically presented in a Critique. Following from my recently published Kant: Anthropology, Imagination, Freedom this article starts with an overview of the Kantian model of the imagination, setting out his notions of the productive imagination, schemata, figuration, and blurring. Next, it uses this Kantian model and its categories as a stepping stone to explore a post-Kantian model of the imagination that builds on Kant while at the same time introducing a distinctive and original tripartite model of the wild, mundane, and sacred imaginations. The account of the wild imagination grows naturally out of Kant’s discussion of fantasy and wild imaginings; the idea of the mundane or everyday imagination echoes modern social theories of everyday life and social institutions like technology and money; while the section on the sacred or transcendent imagination takes Émile Durkheim’s concept of the sacred as its inspiration. Overall this paper functions to re-collect key aspects of Kant’s observations and intuitions about the imagination and then expands those insights, sketching out how the processes of the Kantian productive imagination can iterate themselves in dreams and irreality, in mundane economies and technologies, and in the socially transcendent collective imaginings of society expressed in art, science, religion, politics, and even love.
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				Introduction

				From a historical perspective, but not an exhaustive one, it can be suggested that there are at least twelve formulations of the imagination that have emerged from Plato (428/427 BCE–348/347 BCE) and Aristotle (384–322 BCE) onwards and including the neo-Platonic, Persian and Arabian traditions (see fig. 1).

				
					1.

				

				
					Imagination as the conduit between the body, sensuousness and intellect, for example, in Aristotle’s De Anima (c.350 BCE). Here the imagination is viewed by Aristotle as functionally internal to the organisation of the human organism appropriate to its telos or end. It is even seen as the creator of stimulus and not only a response to, or for it.1

				

				
					2. 

				

				
					The imagination as that which pertains simply to images/representations in both positive and negative terms and is subordinate to perception.2

				

				
					3.

				

				
					The imagination as a reproducing “mirror” reliant on external sources and stimuli.3

				

				
					4.

				

				
					The imagination as other-worldliness—magic, mystery, khora, revelation, God and godliness including the devil, for example in Plato’s The Timaeus (c. 360 BCE), and the works of Plotinus (204/5–270 C.E), Jacob Boehme (1575–1624), William Blake (1757–1827), and (almost) the later Martin Heidegger (1889–1976).4 

				

				
					5.

				

				
					The imagination as the source of play, love and eros, fiction and decep-tion (frivolous or otherwise).5

				

				
					6.

				

				
					The imagination in relation to the everyday and memory. We have imagi-nation in order to have a sense of time, historicity and thus to remem-ber everyday things and events, for example in the works of Henri Bergson (1859–1941), Marcel Proust (1871–1922), Edmund Husserl (1859–1938) and Martin Heidegger.6

				

				
					7.

				

				
					Imagination as related to action where imaginative action is a form of oscillation and excitement that sets things in motion; the imagination as motivator for future states for example in the work of the early Johann Gottlieb Fichte (1762–1814).7

				

				
					8.

				

				
					The imagination as providing material for reason to work on; allowing reason to explore hypotheses and syntheses which themselves are products of the work of the imagination.8

				

				
					9.

				

				
					The imagination as the “scene” and the “space” for wild, unruly, protean activity and fantasy in Romanticism, for example in the works of Johann Wolfgang von Goethe (1749–1832), Friedrich Hölderlin (1770–1843), William Blake; and the psychoanalytically inflected notion of the unconscious developed by Sigmund Freud (1856–1939) and subsequent writers of psycho-analysis. There is an additional path in the contemporary psychological theorisation of the imagination developed by Donald Winnicott (1896–1971)—an intersubjectivist one in which imaginative activity is a developmen-tal outcome of good intersubjective relations in childhood years, often through play.9

				

				
					10.

				

				
					Imagination as the non-functional road into the real world, which through its creativity provides the basis for paradox, antinomy, surprise and humour, and reasoning, for better or for worse, for example in the works of Immanuel Kant (1724–1804) and Cornelius Castoriadis (1922–1997).10
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					11.

				

				
					The imagination as creativity sui generis found explicitly in the works of Kant, Blake, Jean-Paul Sartre (1804–1980) and Castoriadis.11

				

				
					12

				

				
					Another path denotes a different yet parallel domain to that of the “internal life of the subject,” in the so many ways that this may be defined. This domain is the one of the social. Castoriadis, for one, terms this domain the social imaginary, which refers to the social creation of meaning and is the glue that holds any society together.12

				

				As will be explored in the final section of this essay, we can stand back and abstract a little from these twelve historical registers and suggest that the work, rather than creativity of the imagination, can be seen from the standpoint of three polymorphous iterations of the productive imagination that emerge initially as schemata or blurred sketches. I will term the wild or unruly imagination the type of imagination that includes dreams, fantasy, the irreal, erotic fancies, and erratic and even violent unplanned outbursts; the mundane imagination the kind that is appropriate to everyday life and that points to imaginary creations and re-creations that co-constitute habit and convention, economic activity and technology; and finally the sacred imagination which pertains to creativity that surpasses/transcends the wild (it can give form to it) and the everyday, and occurs not only in religious and cultural settings, but also co-constitutes political forms. 

				To begin, though, the groundbreaking figure who re-imagines the imagination in contemporary, modern terms that we still recognise, are indebted to, and reliant upon is Immanuel Kant. Kant is concerned with some, but not all, of the above formulations of the imagination, when he talks about the faculty of the imagination. The fact that he uses the term “faculty of the imagination” indicates that he gives it a pride of place amongst his own formulations. To be sure, Kant’s own self-declared project is to establish the transcendental, a priori or unconditioned ground for our free use of reason. For Kant, reason is a capacity inherent in all human beings irrespective of place and time; we have to learn to use it and thus not be reliant on the taken-for-granted habits of society or the opinions of others. This capacity occurs in all of our cognitive, political and moral judgments. For Kant, we have to have courage to use our own reason.13 

				Kant is intrigued by the imagination because he realises that it has a constituting role to play in not only our use of reason, but also in how reason itself comes into play in the first place. Variously, Kant will view the imagination as phantasy, as conduit, as association or reproduction. However, from his major work onward in the Critique of Pure Reason (1781/1787), he views the imagination as production or creation/creativity in its own right, and in a way that can account for innovation and development. It is this production or creativity of the imagination that, as will be argued 

			

		

		
			
				Figure 1. “Formulations of the Imagination.”
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				below, undergirds the project of reason. Kant confronts head-on competing ways to formulate the productive imagination and its constitutive relation to reason and freedom in the Critique of Pure Reason, to which I will turn to below in the section on Kant’s work. 

				Castoriadis and the Creative Powerof the Productive Imagination

				The importance of Kant is best introduced by a brief discussion of the work of Cornelius Castoriadis, the most radical and politically engaged twentieth-century philosopher of the imagination, who develops some of the implications of the sea-change in understandings of imagination announced by Kant. Castoriadis has followed in the footsteps of Aristotle and Kant in emphasising the creative power of the imagination in two indeterminate and separate regions of human activity—the psychic realm, which he terms the radical imaginary, and the social one, which he terms the social imaginary.14 Instead of presenting the meaning of these two domains in Castoriadis’ work, I want to highlight another path more in line with Castoriadis’ remarkable sentence in The Imaginary Institution of Society where he states that the human being is the “mad animal.”15 For Castoriadis, to be “mad” is not to be insane, however this might be viewed historically, for example in the way that Michel Foucault interprets the history of madness.16 This is not a historical issue for Castoriadis; rather it is an ontological one, for him located in the power of the imagination. The power of an imaginary world to create that which was otherwise not present indicates the imagination’s irreducibility to a category of either functional schematisation (in Kant’s cognitive scheme), functional psychological organisation, or even historical or civilising processes.17 As Castoriadis wittily states, “animals are certainly more ‘logical’ or ‘rational’ than humans; they never do something wrongly or in vain.”18 Notwith-standing the way in which this characterisation can mislead the reader away from its basic insight, Castoriadis is at pains to emphasise and draw out the non-functionality of the human animal, which is grounded, for him, in the creative flux of its imagination.

				For Castoriadis, there is a constitutive gap between the creative flux (magma) of the imagination and the forms through which it is represented, as well as the ways through which it takes institutional shape. It is in this space between the imaginings and their (unstable and re-interpretable) symbolic and institutional forms that new forms emerge and take shape. According to Castoriadis, 

				Something is new when it is in the position of a form neither producible or deducible from other forms ... [It] is created ex nihilo as such. ... This does not mean that it is created in nihilo or cum nihilo. ... [H]umans create the 
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				world of meaning and signification, or institution, upon certain conditions ... But there is no way we can derive either this level of being—the social-historical—or its particular contents in each case from these conditions. ... Creation entails only that the determinations over what there is are never closed in a manner forbidding the emergence of other determinations.19

				In other words, these creations are other than what was there before, separate and undetermined by them, yet leaning on but not reducible to a pre-existing context. Thus, irrespective of what appears to be an ontology of the subject, Castoriadis’ reworking of the imaginary dimension entails that it is simultaneously one that concerns the multiplicity and hence the relation of these imaginary creations. It follows, according to Castoriadis, that there is “a heterogeneous multiplicity of co-existing alterities” which emerge from or in poetic imaginary space, “space unfolding with and through the emergence of forms.”20 His emphasis on the ontological primacy of the creative imagination entails that at this level of his theorising, the theory is indifferent to what these creations are and what form they take. In other words, at this level, his theory is importantly indifferent to the content of the imaginary creations and how they are represented emotionally, or in socially objectified ways.

				Castoriadis thus argues against and is concerned not to reduce language, signification, representation to codes, sign systems or “society.” In Castoriadis’ terms, social imaginaries certainly organise and institute language, codes, images and ways of doing and acting. Yet, they presuppose imaginary “flux,” which are not “logical functions,” but products of imaginaries that have been given life in one social form or another. Castoriadis reserves the terms “radical imaginary” and “magma” for the work of the imagination irrespective of its products qua social significations, codes, or representations. For Castoriadis, the magmatic flux of the imagination refers to imaginative activity that gives life to language, concepts, ideas, actions (doing) and stands behind and co-exists with “the social,” irrespective of their telos or form, final or otherwise.21 

				The Work of the Imagination:The Meeting of Castoriadis and Kant

				For both Kant and Castoriadis the terms of, and distinction between function and non-function are crucial, even if these terms are not directly deployed in their terminology. The work of the imagination can be both functional and non-functional. Function refers to uses, purposes, institutions including cognitive, cultural and intellectual ones, as well as competences in everyday life, in social intercourse and within the limits of one’s physical (embodied), emotional and cognitive endowments and abilities. Non-function refers to a 
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				“use” without a purpose, or “a purposiveness without a purpose,” as Kant would say, the result of which can be surprise, sheer delight, beauty, mystery, awe or terror.22 Nonetheless, both functional and non-functional schema require the work of the imagination and are to a greater or lesser extent creative, or in Kant’s terms, imaginatively productive and as such indications of the work of the productive imagination. In deploying the terms functional and non-functional synthesis I argue that Kant also attempts to move beyond the process of representation and concentrate on the work of the imagination in all areas of life. The productive imagination and its work, including schema, according to Kant, is not confined to the aesthetic, the playful and the fanciful and fictive, nor images or representation alone. It is a broader and deeper concept that refers to function/non-function and the work of the imagination and its irreducibility to representation.

				Keeping in mind the sense, foregrounded by Castoriadis, of “the heterogenous multiplicity of co-existing alterities” that emerge from imaginary space, I want to look further at the work of the imagination itself, not from Castoriadis’ position or version, nor Sigmund Freud’s and the psychoanalytic tradition, but from the predecessor breakthrough vantage point established by Kant. His work provides a rich vein to investigate his own already acknowledged sense of “us” as human beings not only as crooked and incomplete, but also as productive, figurative and synthetic. 

				Kant: The Productive Imagination

				For Kant, we may not be especially creative animals in the grand aesthetically inflected sense that we usually associate with this term, but we are certainly imaginative ones. For him, the imagination and creativity are not necessarily synonymous; yet the faculty of the imagination becomes the de facto primary faculty despite Kant’s efforts to downplay it, especially in his Critique of Pure Reason.

				In a recent study of Kant’s work, I argued that his project can be understood from the aspect of the productive-schematicising imagination (the mystery “X”) in both functional and non-functional dimensions through which blurred sketches of anything including time and space are created. Our difficult, phenomenological and natural selves are the permanent contexts for these imaginings and blurred sketches. In the Critique of Pure Reason, the tension between schematicism qua functionalisation and schematicism qua non-functionalisation has the effect of keeping the issues of the invention or creation of any concepts, formulations, figurative schemata or fictions alive. It is thus through schematicism that forms—or what he will term blurred sketches—are created that, nonetheless, can never be completely held nor fully expressed in concepts, images or symbols and language. 
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				In other words, the Critique of Pure Reason conceals a nugget that is often overlooked or under scrutinised in interpretations of this magisterial work. This nugget is Kant’s ruminations on the productive imagination, especially when he terms its products schemata and figurations. Let’s look closely and in some detail at this aspect of Kant’s work.

				In the Critique of Pure Reason, Kant speaks of the imagination as functional schemata and as a non-functional figuration, monogram or blurred sketch. Whilst both functionalising and non-functionalising synthesis are transcendental because they take place a priori, figurative synthesis has the unique power of creating figures that are not necessarily useful or bound by utility. Transcendental synthetic judgments rest upon the addition of something else, which Kant signals by an “X.” They are not derived from external empirical conditions nor external judgments or opinions (the conditional) but from a source internal to the constitution of the subject and as such are beyond (or before) experience, itself (the unconditional). Kant terms judgments derived from the unconditional, a priori or transcendental judgements. As Kant asks himself in his introductory comments to the Critique of Pure Reason: “What is here the unknown = X which gives support to the understanding when it believes that it can discover outside the concept A a predicate B foreign to this concept, which it yet at the same time considers to be connected with it?”23 

				In other words, for Kant this “X” cannot be experienced; it is certainly mysterious, but its mystery refers to knowledge, or rather concepts that are formed a priori. Kant’s task, then, is to answer the question “what is this “X”?” or as he asks himself: “How are a priori synthetic judgments possible?”24 For him, answering this question provides the ground for establishing the basis for determinate objective knowledge.

				Kant answers this question in two sections of the Critique of Pure Reason—“The Deduction of the Pure Concepts of Understanding” and “The Schematicism of the Pure Concept of Understanding.” He argues that appearances are nothing but “sensible representations, which as such and in themselves, must not be taken as objects capable of existing outside our power of representation.”25 As Kant himself suggests and at first glance, it appears that his “X” is the representation itself, as we cannot get outside it. On closer examination, though, representations themselves are a synthesis of reason, the legislative power of the understanding, and the imagination. In analysing the synthesis, Kant views and constructs the imagination as an essential and prefigurative dimension in the formation of knowledge. He neither dismisses nor constructs it simply as a conduit, and association, or a world of phantasy or chaotic aberration. Rather, it is “an indispensable function of the soul without which we should have no knowledge whatsoever, but of which we are scarcely ever conscious,” which takes it beyond synthesis itself.26 
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				Kant argues that there are three moments within the synthetic formation of knowledge: the synthesis of appearances and how we first understand them intuitively; its reproduction in the imagination; and its recognition in a concept. The activity of association assumes and assures the reproducibility of appearances. Synthesis is the process whereby diverse forms and appearances are brought together and relations formed between them. Synthesising helps us organise temporal horizons (day/night; the here and now) and spatial locations (this place as against another place). Kant initially terms this activity of association the empirical or reproductive imagination and it is an indication of the imagination’s power that this activity is not identified with the “irrational/fanciful” or “fictive.” This reproductive aspect of the imagination is directed to perceptions and associations, which are drawn on in order to form an understanding of external worlds. For Kant, this is what accords the imagination a seemingly empirical point of reference. Notwithstanding its empirical orientation, the associative or reproductive imagination guarantees that knowledge (representations) not only endures and continues over time, i.e., guarantees relations between past and present, this place and other places, but because of this forms patterns and associations that amount to forms of knowledge (cognition).

				Yet, for Kant, this power of association is the evidence that the reproductive imagination is also transcendental. This is what ensures that chaos is not the condition of the imaginary life and its power, even in the first instance. The reproductive or associative imagination functions according to a priori principles without which the empirical imagination, so Kant argues, “would never find opportunity for exercise appropriate to its powers, and so would remain concealed within the mind as a dead and to us unknown faculty.”27

				In other words, both because of and despite empirical plurality, diversity and difference of “at hand” everyday knowledge there is, so Kant argues, an objective ground of synthesis, and by objective Kant means a priori and antecedent to all empirically orientated associations of the imagination. This objective or a priori ground is the productive imagination which aims at an intercourse between sensibility and understanding or cognition; the outcome of which are categories or concepts that undergird even “at hand” everyday knowledge.28

				Kant and Schematic and Figurative Imaginings

				The process of transcendental synthesising mediation makes the pure productive imagination, for Kant, “one of the fundamental categories of the human soul.”29 It is a constitutive component of knowledge formation itself, and as such, the imagination moves to centre stage. Kant’s “X” can now be 
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				named: transcendental synthesis by the productive imagination. As Kant, himself, states, “the synthesis of the manifold through pure imagination, the unity of all representations in relation to original apperception, precede all empirical knowledge.”30 This suggests that on one level the productive imagination provides a functional unity for intuitions and concepts, which, whilst constitutive, is nonetheless only a necessary synthesising aid to the understanding and the formation of categories, of bringing sensibility under a faculty of rules, that is, the understanding.31 We thus create and produce the order and regularity in the appearances of the natural world—which as Kant points out we simply happen to call “nature.”

				However, the productive imagination is more than transcendental functionality. On another level, Kant’s discussion of the productive imagination is suggestive of a power that is formative in its own right and not simply synthesising. Kant’s discussion of the productive imagination comes forward in some crucial remarks that Kant makes, especially when he renames the productive imagination as the “figurative synthesis” in the B Deduction. In fact, the productive imagination splits into two to form a mathematical or functional synthesis and a figurative or dynamic one. The point I wish to make in stressing this difference is that it is the figurative synthesis that remains essentially unfinished for Kant, whereas mathematical synthesis is formulated in a way that remains confined to the construction of functional relational forms in the context of either time or space. Nonetheless, producing imaginary schema even in the form of mathematical synthesis indicate that it is an a priori productive imaginative process, which arranges and gives cognitive sense to the empirical data as abstracted formulations.32 The process of this abstracted formulation occurs unconditionally from within our capacity to create categories. The products of this process (categories of time and space) are inventions. They allow us to “create” space and time (in the midst of Kant’s recognition that we exist in an empirical world as empirical animals) and thus orientate our organisation of external reality functionally and thus can navigate and “understand” it. To put it more technically in Kant’s own terms, the schemata are primarily functional. They function according to the rule-giving propensity of the pure understanding that is orientated to the ordering of space and time. 

				The task of the schemata is to mediate between the conceptual universality of the categories of time and space and our empirical intuitions of them. It does this “by translating the rules implicit in the categories into a temporally ordered act of instructions for constructing an objectively determinate nature.”33 All of us everywhere construct categories of space and time through which we functionally organise the world in which we live and upon which our intuitions rely. It is our form of “doing.” We are the category-making animals and there is a universal similarity to the process 
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				of creating/inventing categories of time and space in all people and all cultures in all times, even if the categories that are created may differ substantively. 

				An unacknowledged tension occurs between the productive imagination’s functional aspect limited to the formation of schema, and its more properly formative dimension denoted by figurative synthesis. There is another aspect of schematicism, which alludes to a more formative power of the imagination in its own expanded capacity. This is the world of “creative” differences sui generis. This is where Kant speaks of schema as figurative synthesis, which occurs in addition to function, classification and the formation of categories and sign systems for objects. As he states, “indeed it is schemata, not images of objects, which underlie our pure sensible concepts.”34 The schema as figurative synthesis “is a product and, as it were, a monogram, of pure a priori imagination, through which, and in accordance with which, images themselves first become possible.”35 But these images, so Kant argues, can only be conceptualised by being connected to schemata. Whilst representations imply images, Kant’s use of the term schemata signals that they are different from images. Schemata expands the definition of both representation and the imagination away from simply image-making. We are the schematising animals and not only the representing ones.

				To repeat, schemata are more than images. They are patterns of imagining that create, organise, and bring our thoughts, ideas and concepts into life. Whether a triangle (which can only exist in thought) or the concept “dog,” these schemata rely on the “art” and activity of the more than functionalising imagination: 

				The schema of the triangle can exist nowhere but in thought. It is a rule of synthesis of the imagination, in respect to pure figures in space … [even] the concept ‘dog’ signifies a rule according to which my imagination can delineate the figure of a four-footed animal in a general manner, without any limitation to any determinate figure such as experience, or any possible image that I can represent in concreto, actually presents.36 

				In fact, it points to the productive, creating imagination. As Kant notes, and in way that indicates that he knows the importance of what he is saying: 

				This schematicism of our understanding, in its application to appearances and their mere form, is an art concealed in the depths of the human soul, whose real modes of activity nature is hardly likely ever to allow us to discover, and to have open to our gaze. This much only we can assert: the image is a product of the empirical faculty of the reproductive imagination; the schema of sensible concepts, such as of figures in space, is a product 
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				and, as it were, a monogram, of pure a priori imagination, through which, and in accordance with which, images themselves first become possible. These images can be connected with the concept only by means of the schema to which they belong. In themselves they are never completely congruent with the concept.37 

				As Kant notes just before this comment: “[The] synthesis of the manifold of sensible intuition, which is possible and necessary a priori, may be entitled figurative synthesis (synthesis speciosa), to distinguish it from the synthesis which is thought in the mere category in respect of the manifold of an intuition in general, and which is entitled combination through the understanding (synthesis intellectualis)” (or functionalising synthesis).38 

				Whilst Kant, for one, does not go this far, intellectual, or functionalising synthesis refers to the reflexive creation, development, exploration, and interpretation of categories in formal terms that may include theories, philosophies, belief systems, rules. By contrast, what I term non-functionalising figurative synthesis has the unique power of creating “figures” that are not necessarily intended for function and use. Both intellectual or functionalising synthesis and figurative or non-functionalising synthesis are transcendental because both take place a priori and condition the possibility of other a priori knowledge. Kant calls figurative synthesis the transcendental synthesis of imagination to distinguish it from the merely intellectual combination. 

				At this moment in the Critique of Pure Reason, Kant posits another image of the subject. This is not one who is the outcome of a unity between the empirical and the transcendental faculties of reason and the understanding, but one who has a capacity to create, “compose” and “invent” something that has not been created or existed before, from within his or her own capacities. In other words, subjects create “objects” or “figures” by way of the figurative, synthetic, productive imagination, and these “objects” or figures are new and without empirical referents. They are neither simply “held,” nor creatively or laterally synthesised, combined or interpreted, nor less remembered. Representations, images, categories, concepts are inventions or creations that cannot be reduced, strictly speaking, to either an external objective referent, an act of combination, memory, or a functional criterion.39

				What Kant misleadingly terms a figurative synthesis is an attempt to capture the indeterminate, unknowable, even unfathomable and spontaneous aspect of creation ex nihilo (in the words of Castoriadis), the site, activity and power of which is the productive imagination in its non- or pre-functional capacity. It is here that concepts, categories, images, philosophies, theories (and not only aesthetic objects, as is often posited) 
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				are created. This is why Kant marks it with an “X.” It is creative activity that is alongside but not reducible to nature and is more than perception and reproduction and the creation of images and functions. In other words, in a reading of Kant that “leans on” Castoriadis’ notion of the radical imagination, knowledge including everyday forms are also constituted through a process of imaginary creation. While this includes representational formation, it is not functionally reduced to this.40

				Hence, whilst Kant is at pains to point out that knowledge is created synthetically through representations which themselves become further objects of representation, there is a further imaginative dimension of creativity that creates these creations. In the light of Kant’s theory of knowledge, but in a way that brings the role of the imagination much closer to the surface, a tension emerges between the imagination as functionally constitutive to the understanding and as a creative force that expansively invents. The essential point of the above discussion of schemata qua figurative synthesis or the creative imagination, and separating it from schematicism qua functionalisation, is precisely that it is not subsumed to the functional requisites of the pure understanding. My reading of the B Deduction indicates that the creative dimension of the imagination (whether it be in the form of mathematics, philosophy, politics, morality or aesthetics) is not reduced to a notion of reason that provides rules transcendentally for constructing judgments. Quite the opposite. Rulemakings, even trans-cendentally constituted ones, in effect, are second order activities and reliant upon the creativity of the productive imagination.41

				As the Critique of Pure Reason unfolds, the tension between schematicism qua functionalisation and schematicism qua non-functionalisation has the effect of not only highlighting the nature of the productive imagination as a synthesising function, but also keeping the issues of figurative creativity, fictions and phantasy alive. In Kant’s view, whilst functionalising synthesis is not a function of Nature (now the brain in the manner of current cognitive science), nor a product of an external source of authority, it is an invention but of a particular type. Functionalising synthesis is a limitation according to reason that enables us to create boundaries and make judgments about the external world. In contrast, the creative, productive imagination remains and expands, even if it cannot be fully explained. It is what denotes the indefinability and indeterminacy of all the inventions that constitute the human condition. As Kant says in one of his summary remarks:

				Such is the nature of the ideal of reason, which must always rest on determinate concepts and serve as a rule and an archetype, alike in our actions and in our critical judgments. The products of the imagination are of an entirely different nature; no one can explain or give an intelligible concept 
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				of them; each is a kind of monogram, a mere set of particular qualities, determined by no assignable rule, and forming rather a blurred sketch [italics added] drawn from diverse experiences than a determinate image.42

				On the basis of the above discussion, we can now take Kant’s apparently simple and passing formulation that indicates the creating power of figurative synthesis—“of representing in intuition an object that is not itself present”43—to mean that we create functionalising and non-functionalising schemata and gather, hold, and keep them in mind, from the simplest to the most complex. To be sure, schemata may begin as “monograms” or “blurred sketches” before coming into view and taking more concrete, thinkable forms. On the other hand, they may never take thinkable form at all. None-theless, our capacity to create, gather, hold and keep schemata in mind is the way in which we create forms of meaning for us in which we navigate the complexity of our objective, subjective and intersubjective lives. 

				Kant Reimagined

				In the light of Kant’s transcendental positing of the productive imagination in both its functional and non-functional dimensions, we can stand back and abstract a little from the twelve historical registers that began this essay and have typified historical meanings of the imagination and suggest that the work, rather than creativity of the imagination, can be seen from the standpoint of three schemata, blurred sketches, or polymorphous iterations of the productive imagination. I will term the wild or unruly imagination the type of imagination that includes dreams, fantasy, the irreal, erotic fancies and erratic and even violent and cruel unplanned outbursts; the mundane imagination the kind that is appropriate to everyday life and that points to imaginary creations and re-creations that co-constitute habit and convention, economic activity and technology; and finally the sacred imagination which pertains to creativity that surpasses/transcends the wild (it can give form to it) and the everyday and occurs not only in religious and cultural settings, but also co-constitutes political forms.44 The sacred imagination is not synonymous with religious or even aesthetic imaginations; rather it points to imaginative creativity that can occur in extra- or non-mundane settings including secular ones. The work of the productive imagination undergirds and is present in all these polymorphous iterations, including that of the social imaginaries of the mundane and the transcendent.

				These formulations are ways of by-passing the notions of “the mirror” and the “lamp” or the mimetic and the inwardly self-creative (Abrams), the reproductive and the productive, and the beautiful and the sublime in the Enlightenment and the Romantic traditions, notwithstand-ing their own 
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				insights, intersections and crosscurrents.45 Each blurred sketch is underpinned by Kant’s formulation and my reconstruction of the transcendental synthetic-schematic imagination, which itself can be viewed in either functionalising or non-functionalising terms. Wild and sacred imaginings are non-functionalising, whilst mundane imaginings are functionalising.

				The Wild

				The wild imagination should not be confused or conflated with Castoriadis’ notion of the radical imagination. The notion of the wild imagination—like the mundane and sacred/transcendent ones—is underpinned by Kant’s formulation of the schematic imagination in the Critique of Pure Reason. It is also informed by his ruminations about its excess in his “Anthropology Mrongovius.” The “wild” imagination is unstructured, contingent, random, unprompted and often where paradox reigns with full force. It can take forms in mundane contexts of specific “embodied acts” (for example those of erotic activity, consuming in any of its forms and interacting in its myriad number of ways) that might be gathered under the contemporary terms of neurosis and psychosis.46 It can also be cruel and violent in its iteration. The wild imagination might also take form in sacred/transcendent contexts of (often) aesthetic or abstract creative activity. Alternatively, wild imaginings may remain as dreams or just blurred sketches. 

				Perhaps Kant had unexpectedly captured this dimension of wild imaginings in his discussion of madness in his “Anthropology Mrongovius.” For Kant, the imagination is “wild,” prone to excess and the extreme. It is an indication of fancy, deception and credulity. For Kant, whilst we are less than perfect creatures, we are certainly more imperfect when our existence oscillates towards and is dominated by the combination of inclination and the imagination—when the oscillation becomes, in his quaint phrase, a series of disturbances.47 In this context, the wild imagination works for itself, it is constantly busy. This self-forming—really self-creating—work of the imagination is found for Kant in dreams, fantasy and insanity. In the case of the latter, for example, there is a quite specific instance of the creativity of the imagination, according to Kant. This makes it more than a fictional creation.48 Even in dreams, fancies and fantasy we create imaginary worlds, and these, for Kant have a place in our lives that cannot simply be wished away. Everybody dreams and it is an open question—and not only for Kant—whether these dreams remain in the orbit of night to be forgotten, are remembered upon waking, are not given form, or as importantly are given form. But for Kant the origin of dreams, let alone their interpretation, remains deeply knotty and enigmatic as they dwell in the domain of the non-functional power of the productive imagination.
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				The Mundane

				Mundane imaginations are structured qua “the everyday.” Everyday life is constituted by mundane social imaginations or imaginaries. They are orientative and provide values and evaluations, and can be termed value-imaginaries, rather than only social imaginaries in Castoriadis’ sense. Value-imaginary creations are indeterminate and contextually specific. Here, though, one can make a distinction between the world of wild imaginings, the world of mundane value-imaginaries and sacred or transcendent ones. Value imaginaries form as a bridge that spans the inside and outside worlds, and as such provide a focus around which the inner world of the imaginary creations can chrystallise as socially orientated articulations. 

				Mundane social or value imaginaries provide the initial context through which we learn to navigate the social world in terms of its values, norms and rules. These values provide life with meaning in a threefold manner; firstly, they provide competences, secondly, they provide value orientation; and thirdly, they take shape as moral maps and “world pictures” that are carried as stories and narratives, which give legitimacy to the taken-for-granted nature of everyday life.49

				Mundane value-imaginaries are our “natural” social home. We are thrown into them, and, in the first instance in everyday life, they are our social apriori. The everydayness of a social imaginary and its values is our first encounter, our “thrownness” to use Heidegger’s terminology. Yet, this everydayness is not inauthentic as it is for Heidegger; it is orientative.50 Every one of us is thrown into a particular everyday life, a “thrownness” and an orientating context without which we would not survive. It is the inescapable, necessary backbone of our sociality without which no human being nor society can function. Mundane social value imaginaries have three constituents which we learn and should more or less become competent in and familiar with: customs; everyday language; and human-made objects with their rules for use, including the use to which natural environments are put. Observing norms and rules of everyday life in this instance is not separate from knowing and practicing them. They are the social a priori and provide the orientations with which the world is navigated. As such they provide human life with meaning in both positive and negative terms, that is the value categories with which we make “first” distinctions between good/bad, right/wrong. 

				Mundane value imaginaries are also “world” pictures that grow out of blurred sketches and are carried as stories and narratives, which give legitimacy to the taken-for-granted nature of everyday life. They provide the first public meaningful frames into which private wild imaginary creations can be placed and rendered intelligible, even if they do not exhaust these creations. As indicated above, this is the world of “first” competency—we are 
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				adept at moving around the specific everyday life into which we are thrown. In this sense, everyday life is Dasein, our ontological condition. 

				Yet mundane social value imaginaries are not simply worlds of taken-for-granted rules and ways of doing things, with their pre-existing limits, boundaries and interpretations that provide pre-existing meaning, conventions, and parameters. Whilst the mundane imagination appears to be a world of “ordinariness” it is not. The mundane imagination can still be a “creative” world with the little inventions such as play, games, folk tales and entertainments. Folk and popular music in all its genres are no less valuable, important and full of skill and artistry as those aesthetic forms that are created and rightly belong to transcendent iterations, such as sacred music and secular opera.51 There are also little creations of the household where one creates a home from “nothing,” or a delicious meal, not from a recipe book, but from an imaginative use of an assortment of ingredients. As importantly, the mundane imaginary is also the world and life of labour in all of its forms—manual or intellectual, slave or paid, of markets and monetarised transactions, and of bureaucracies and the creation of rules and procedures. The emphasis here is on the functional schematic imagination—an imagination that invents forms of doing and working in embodied and digitalised ways, and ways of valuing through the creation of orders and rule-bound processes. Yet these are never complete, never completely a system nor reducible to function or rationality alone.52

				The Sacred/Transcendent

				Imaginations and their practices can become transcendent/sacred in the Durkheimian sense of the word and can be created, iterated, and take form in new ways beyond the everyday.53 They are simply more than functions. The sacred represents the self-transcendence of society, which itself is conceived as a different order of reality apart from one that derives from individual experience. As such, it stands as a force external to wild and mundane imaginings and is constituted and instituted collectively. In this sense, the notion of the sacred/transcendent imagination is broader than the Hegelian notion of Absolute Spirit, as well as Castoriadis’ emphasis on “the political” with his critique of heteronomy and his advocacy of autonomy. In this way, the notion of the transcendent as it is deployed here has a greater affinity with the Durkheimian notion of the sacred. 

				Émile Durkheim argues that the primary location of socially transcendent imaginaries occurs through modes of meaning through which the collective understands, or thinks of, itself.54 Their formal nature lies in their transcendent condition which provides a larger social context beyond individual and mundane experience. In other words, for Durkheim, the sacred provides both the external-objective fact of social life and the context 
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				of intersubjectively shared meaningful existence. Sacred/transcendent imaginations are not simply a transposition in meaning and experience originating in the wild or the mundane. There are transcendent iterations of the productive imagination qua creations sui generis. In addition, they are historically and culturally specific.

				Sacred/transcendent imaginations can become esoteric, which includes both pre-modern as well as modern forms of specialised knowledge and practice. These can include, for example, magic and religious rituals, high level physics and mathematics for reconstructing “nature” and the cosmos; and even avant garde aesthetic forms that break conventions and create more and more abstractly at the extremes of form. More specifically they include the invention of spaces for intellectual reflective thought from philosophical schools in antiquity to universities from the Renaissance onwards, irrespective of their contemporary forms, stresses and “conflicts of the faculties.” 

				Notwithstanding the emphasis on the non-functional iteration of sacred/transcendent imagination, creativity can also occur in functional registers. As already mentioned, functionalising synthesis refers to the reflexive creation, development, exploration, and interpretation of categories in formal terms that may include theories, philosophies, belief systems, rules, laws and procedures. Yet, when combined with non-functionalising synthesis, the transcendent iteration of the productive imagination is not simply putting pre-existing theories, philosophies and beliefs together in new or unique ways, but creating or inventing something that has not existed before. In addition, non-functionalising figurative synthesis has the unique power of creating “figures” that are not necessarily intended for function and use, immediately or otherwise. They are simply “there,” especially in the case of religion and aesthetics, even when they become modernised. Here, the wild imagination and the work of paradox and antinomy can take root and even blossom. To be sure, the wild and the transcendent iterations may overlap; however, one is often consolidated at the expense of the other. Sacred/transcendent imaginations become the location for “cultures” and “civilisations” and include aesthetics (art, music and literature), religion and higher learning in all its forms including philosophy, mathematisation, and techné, once they become specialisations. Nonetheless, wild imaginings are still required to keep the transcendent alive.

				In addition, sacred/transcendent imaginations can include the invention of power and politics and its institutional forms—the creation of forms of power and rulership that might include the invention of the state and forms of exclusionary cruelty, the demos, the art of making political constitutions, and the politically iterated autonomous subject.55 However, the creation of new forms of power and politics have also grown out of the 
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				wild imaginings of charismatic characters, as Max Weber noted. In this context though, these wild imaginings with their quests for power often become tyrannous and lose their sacred aura.

				Transcendent imaginations fluctuate between open and closed forms. However, the “wild imagination” can reinform and reinvent them; and transcendent imaginations structure, inform, and give extra-mundane meaning to the mundane. They are not only imaginary worlds sui generis; they are also pivots. Love, for example, is often viewed as the supreme instance of a transcendent state. Yet, the history of the social-cultural imaginaries of love indicate that it moves between all three iterations of imaginative production. In its wild imaginary state, it is often obsessive, uncontrollable, full of sometimes unrealisable hopes and dreams, especially if it is unrequited, as is the case of Werther’s love for Lotte in Goethe’s The Sorrows of Young Werther. If love is requited it often moves to the ups and downs of a lived experience with another and so moves out of the wild imaginings of a single self. Love becomes a relationship between lover and beloved as a form of intimate sociability, and over time can oscillate between intimacy, care, devotion and the everyday with its mundane value imaginaries and rhythms. It is not that love is only wild or mundane. It can be iterated in both—in fantasies and fictions or in the mundane value imaginary world of everyday lives—and yet it is also iterated and understood as transcendent and even magical and enchanted.56 Even in their wild and mundane imaginary iterations, love is understood and iterated as a culturally communicated transcendent condition through poetry, music, and even religion.

				The work of the productive imagination in its functional and non-functional creations is the first blush of meaning and the complexities that it may iterate in blurred sketches, forms and actions from the wildest, to the most mundane and the most transcendent. Productive imaginings take many forms in any of the iterations sketched above—dreaming stars, decorating them for children’s parties, or creating cosmologies or maps. Nonetheless, we are not only schematising animals but also ones who are neither especially logical nor functional. We notice the aspects of our lives that neither make sense nor can be fully dreamt, decorated or mapped. We notice the paradoxes, antinomies and oppositions that cannot be resolved. The work of the productive imagination in its non-functionality creates antinomies, ambivalences and juxtapositions that combine and connect sense with non-sense, the natural and the non-natural, the unsociable and sociable. 

				The work of the productive imagination can remain wild, unformed and unthought or else be given concrete social form according to mundane or transcendent social imaginations.57 We create and navigate these mundane ones with their senses of ordinariness, as well as transcendent 
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				ones with their senses of the extraordinary that may give succour and more-than-mundane meaning to the moments of love, joy, suffering and grief in our lives. Transcendent productive imaginings may also provide a source of critical judgment when wild, mundane or other transcendent imaginings are thrown into relief. 

				Functional and non-functional imaginings and their iterations cannot be reduced to external objective referents, acts of combination or memory. They are not simply copied, combined, interpreted, or remembered. Non-functional figurative synthesis is Kant’s insightful and fertile attempt to capture the indeterminate, unknowable, even unfathomable and spontaneous aspect of creativity itself. The creative, productive imagination can be expansive or limiting in its wild, mundane or transcendent iterations. The blurred sketches and iterations of our wild, mundane and transcendent imaginings are the fruit of the ontological fact that we are schematising animals.58 
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				57	As Kant well knows we may be transcendentally imaginative, but imag-inings can only be articulated and co-constituted in the phenomeno-logical-empirical relations with ourselves and one another. As such and because subjects—difficult selves—create blurred sketches they also create boundaries between self and other that establish where those boundaries might be and whether they should ever be estab-lished or even crossed. Blurred sketches evoke boundary formations, gaps, transgressions and can question the ways in which subjectiv-ity and inter-subjectivity are created in the first place. This posi-tion contrasts with strong intersubjectivist paradigms that argue that there is a functionally, linguistically or recognitively deter-mined continuum that constitutes both subjectivity and intersubjec-tivity. I have critiqued this position and expanded on these formula-tions in John Rundell, “Imaginary Turns in Critical Theory: Imagining Subjects in Tension,” in Critical Theory After Habermas: Encounters and Departures, ed. Dieter Freundlieb, Wayne Hudson, and John Rundell (Leiden, The Netherlands: Brill, 2004), 307–43.

				58	We are also antinomic ones. The work of so-called dialectics, or in Kant’s terms antinomies, for example of identity/non-identity, medi-ation/non-mediation, totality/fragmentation, the whole/parts, imma-nence/transcendence requires the work of the non-functional synthetic, disrupting imagination to set things in motion and to hold the para-doxes together, that is to maintain and not necessarily resolve oscil-lations (as Fichte would say) and their tensions. As such, the work of the non-functional schematicising imagination with its propensity for paradox and tension occurs is not so much about contradiction per se, but about the tensions and the co-existence of opposites and juxtapo-sitions in tension. Nor does it necessarily involve the resolvability of tension towards either negative or positive “poles” in each of the domains of wild, mundane, and transcendent imaginings. 
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				Working in Comedy is a stressful pursuit because it has a verifiable imperative—it must make people laugh.

				To relax, I have always played in art. Thanks to the high percentage of wankers in the art world, art has no verifiable imperative beyond existing (and even then, the jury is out). So, there’s far less pressure in painting than in persistently generating spontaneous and involuntary laughter.

				Writing and performing comedy demands brevity, clarity, distillation and exaggeration. Art doesn’t, so creating paintings is a relief. Ambiguity is a delight.

				Having a disability (secondary Progressive MS) means that my style, which has always verged on “naive,” “abstract” and other unkind terms, has undergone little change over the years.

				I taught myself how to draw and paint, much like a musician who’s taught themselves to play by ear. Nonetheless, I sell artworks worldwide, which just goes to show the shortcomings of international art appreciation.

				Drawing and painting brings me enormous joy and I’m happy others draw pleasure from my work, even the French. 

				Tim Ferguson

				Sydney, 2022
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				Figure 1. Tim Ferguson, “The Eye of Paul Livingston is Watching.”
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				Figure 2. Tim Ferguson, “Minimalism Suspicious.”
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				Figure 3. Tim Ferguson, “Brooklyn Cat, New York.”
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				Figure 4. Tim Ferguson, “Cats Orange.”
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				Figure 5. Tim Ferguson, “Cat Colours.”

			

		

		
			
				Figure 6. Tim Ferguson, “Hound Great.”
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				Figure 7. Tim Ferguson, “Argonaut IV.”

			

		

		
			
				Figure 8. Tim Ferguson, “Never Stop Moving.”
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				15.	A Transition to Crip Lit: A Plea 	for Disability Literature to be 	Included as Compulsory Reading 	for Secondary & Tertiary Students
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				Abstract

				This is a part-personal, part-academic piece of writing intended to explain to the uninitiated why educators must start to include fiction with a prominent disability connection, in particular in the form of plays, novels, short stories and even poetry, in syllabi. I write this from the perspective of someone who self-identifies as queer, quadriplegic, anxious and depressed. I also write this from the perspective of someone who has cis privilege and white privilege. These perspectives cannot be separated from the research nor should they be.1 This essay details what kinds of texts one might teach and why. A hypothetical reading list for a crip lit subject, or simply a place from which people can start to learn a part of my history, present and future. 
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				I went to a somewhat progressive but still mainstream public school for most of my education, and then because I have always been a show-off, decided I would try my luck at MacRobertson Girls High School, Melbourne, where entry is by exam, followed by interview. This prepared me for the present job market and a career in the arts by teaching me how to “fake it” and beg people for money. I also knew I was attracted to multiple genders since the age of about thirteen. Whilst I wouldn’t trade my mainstream school and my fancy Melbourne Uni bachelor degree for anything, there were and still are gaps. Even in Australia “the lucky country.” At my so-called progressive school there was no uniform (pause for shock and awe). I was possibly one of a handful of “integration students.” In laymen’s terms that means students that need some kind of assistance from a non-disabled person in order to be in a mainstream school rather than in specialist education, which in the words of Stella Young is “code for shit.”2 In my year level there was me and one other girl who was somewhat visibly disabled. And like a good teen trying to be the fittest in a Darwinian society I traded homophobic and possibly other hurtful language with students my age and hung out with the Christian kids because it was better to have a group of non-friends around you than no friends at all. At this same progressive school, in subjects such as English, lit, drama, theatre studies and media, diversity meant that we did one book with a First Nations character clearly written by a white person, and an apparently less than satisfactory rendition of To Kill A Mockingbird (A Lesson Before Dying),3 and a teacher showed us some anime because she had been to that exotic place called Japan. There were no kids at the school who looked like me. No one I ever spoke to said they were into girls, and I was convinced I was the only one who had to see the school counsellor. 

				I was lucky that someone decided that I should do work experience at a disability organisation which gave me the community I didn’t know I needed. I also got to be part of a few iterations of Quippings: a multidisciplinary arts group that turned more towards spoken word/poetry in my last performance with them, who explicitly commissioned artistic work by people who identify as both queer and disabled.4 Here I could explore my queer self without being the only crip in the village. This is not to say that I don’t sometimes enjoy this position. This essay is in itself me saying look how superior I am to all you non-disabled folk. Look how much I know and how I’m going to teach you. But there are days when being the only obviously disabled person just feels like you are being stared at because you have three heads. 

				At uni the story was much the same although a little better. You could choose to do a women’s lit subject or a subject about the literature of the slavery period in America. It is here that I sincerely apologise to all my hardworking lecturers and tutors because what I remember from three years of undergraduate lit classes was Emily Dickinson week (a poet who may or 
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				may not have been neurodivergent and/or queer), Sylvia Plath who set the stereotype of the depressed poet, and one single lecture about Back to Back Theatre.5 She nods to Eddie Paterson and Kath Duncan who agreed to collaborate with Arts Access Victoria on “The Last Avant-Garde,” an academic project documenting contemporary disability performance.6 But the key word here is choose. I could have chosen not to study black American history, or feminist history, and instead decided to spend my career reading and writing fairytales. A possibility still open as one of my community’s founding stories is that of the changeling child. In medieval European speak, a fairy child who was swapped with a human one. There are of course variations of this story but the perfect human baby is taken away to fairyland and the deformed fairy child is placed in the distressed arms of its parents, chaos ensuing.7 So one might begin here, if creating an entire disability literature subject. Or one might go further back in time to Tiresias, the blind prophet from ancient Greece. The man who cannot literally see, but who can see forward into the future, back in time and read people’s real intentions. It is Tiresias’ fault that we have so many misconceptions about the experience of being blind today.8 And so many bad blind fictional characters. This narrative of compensating for what is supposedly lacking in the body or mind appears with other disabilities as well, but Tiresias and Daredevil9 are the most famous. The compensation story is one of the harmful things that the disability community regularly faces. 

				But if my sob story about the struggles of intersectional identities doesn’t interest you that’s okay. Perhaps this will? One in four people experience some kind of psychosocial impairment throughout their lifetime (anxiety, depression, schizoaffective disorders, disassociative identity disorder), and one in five people will experience disability, either psychosocial or physical, at some point during their life; for many this impairment is unrelated to the process of aging.10 What do all my fancy big words mean? An artist who I have known for a long time wisely told me that the disability community is the largest minority in Australia. This may not be true but it is an accessible way to think about the importance of meeting these people, real or imaginary. It is worth bearing in mind here that post-traumatic stress disorder also comes under the large disability umbrella, so anyone with an experience of war, persecution, or our now current climate change refugees, will most likely be welcome in the disability community.11 Here, I introduce “Persepolis,” a semi-autobiographical graphic novel about an Iranian girl’s experiences of forced migration.12 Or to put it in Jess’ words, non-disabled people don’t tend to cry and struggle with life that much. 

				And so all our stories must be introduced in particular to the secondary school classroom or the lit major at university for those of us 
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				deemed worthy enough to get a tertiary education. The statistics tell us that it is likely that anyone reading this article, either is disabled or, if they are yet to be initiated, will soon have a friend, family member, partner or dare I hope, colleague who falls under this giant warm, fuzzy UN defined umbrella. Consider this a guide to prepare you for your first encounter so you don’t look like a knob. And yes, I am still working on good words to insult people that don’t have a disability connection. Yet I use the words cunt and cripple now without shame. In part thanks to someone I used to know who had the former word written in glittery pink letters as a fridge magnet. Speaking of offensive words, my band does a cover of “Spasticus Autisticus” by disabled punk singer/band Ian Dury and the Blockheads. We perform it because it is a critical part of disability arts history and perhaps to reclaim the S word for the next generation in what Dury describes as the “tribe of the disabled, which knows no race or creed... rich or poor.” And yes, this is mostly an essay about books but I couldn’t not include one of my famous ancestors.13 

				What else could we expect from the syllabus? It will be important to have a mixture of texts (and I say here controversially) written by disabled and non-disabled people. This is in part a reflection of the fact that our community is still often denied the education and/or employment opportunities that lead to what many define as a successful career in the arts. Or our alternative means of communication and expression are deemed inferior by the largely non-disabled elite. And so, there are few of us on stages and screens although it is improving. The other reason for this is that some of the best disabled characters which have inspired my work the most have been written by someone with no lived experience. Shakespeare’s “Richard III”14 is one example of a text that must be heard even if only performed on stages in the future by actors with a physical impairment. Jeffery Deaver’s 1997 crime novel, The Bone Collector is another that has had a huge impact on me as a writer.15

				Next one would have to include a mixture of fiction and biography. This is because in many places around the world and throughout history, marginalised groups have been locked out of creative fiction especially in the traditional Western sense of the word. By contrast, people with disabilities have been able to write their own life stories or have someone write about their life with relatively more ease, especially in the last few decades in Australia. These biographies, whilst not all of them are what I would call brilliant writing, have served to strengthen the disability community as a whole and give support to young people with disabilities finding their place in the world. Crucial texts like Helen Keller’s autobiography16 and Annie’s Coming Out17 have been key components of the Australian disability rights movement in conjunction with other more traditional forms of activism. These texts have also helped to bridge the divide between those who do and do not experience disability more broadly. 
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				There would have to be a range of texts that represent as many different experiences of disability as possible, including those who sit both in and out of the community. In this last category I am thinking of, for example, texts involving writers or characters who are D/deaf. Here one might ask a deaf academic to present the basics of Auslan (some people who medically can’t hear identify as a language minority rather than as part of the disability community). One might at this point do a comparison between Nina Raine’s play Tribes18 (written by a hearing person) and Asphyxia’s graphic novel Future Girl.19As a self-described crazy person I would be thrilled to see disability literature tackle any number of authors from the past whose disabilities are speculated but which may never be proven. This would tie in seamlessly with a discussion of forced psychiatric admissions of people, particularly women who were behaving not as expected by their societies, and the related recent scholarship and activism that encompasses mad pride. I mention here Emily Dickinson who may or may not have been neurodiverse in some way, but there are many other similar creatives. Whilst I cringe at diagnosing disability onto authors many years after their death with little evidence other than the fact that they were odd, a friend pointed out to me recently that some writing, when you read it you cannot help but notice a brain that perceives the world differently to most people. 

				Finally, after travelling through time and space, across genres, forms and experiences, I would call in a guest lecturer from the media and communications department to do some in depth work on the ways that social media and blogging have become indispensable for the disability community. Although we should still be working to make our spaces more physically accessible and socially welcoming, the fact remains that there will always be people whose disabilities or other realities (parenting for example) mean that they will not be able to leave the house. Whilst many people are quick to malign social media, Naomi Chainee points out that social media and blogging allowed many people with disabilities for the first time a means of expression and connection with the wider world that they had never experienced before.20 Any course therefore which seeks to unpack a connection between artistic output and disability studies must continue to move with technology not behind it, as people with disabilities will be those most reliant on any new developments. Here I do some self-promotion by saying that part of my goal as an artist is to create, for example, a play with many traditional components but which can be produced or reproduced online and in print. This approach to one text being available in multiple formats is most obvious in the music and film industries but could be applied to any artistic project if we as an industry are afforded the time, money and space to stretch the boundaries of what is currently possible. 
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				Abstract

				Australian disability arts is recognised globally for its innovation and impact. However, this celebrated body of contemporary work builds on a largely undocumented historical legacy that sits at the margins, rather than centre, of the narrative of Australia’s theatre history. Major reports focus on key disability arts companies, rather than community, professional and political artists practicing over the last 50+ years.1 Similarly, the significant body of scholarly research emerging in the last decade emphasises key companies like Back to Back Theatre2 and Restless Dance Theatre.3 In contrast, information on community art in and around institutions for people with disabilities in the 1970s and 1980s, professional practices, policies, and protocols emerging after the first disability arts industry forums in the 1980s and 1990s, and other critical precursors to Australia’s modern ecologies of practice, remains sparse. In this chapter, we discuss an Australia Research Council funded project attempting to provide d/Deaf and Disabled artists, the industry, scholars, and students better access to this cultural heritage—the broad spectrum of events, the social issues raised, and the artists involved—through an online disability arts archive. We consider the issues around identification of artists, artwork, themes, curation, labelling, and site construction involved in attempting to co-design an archive that “centres” this changing, and contested history with a diverse community of d/Deaf and Disabled artists, including First Nations, Culturally and Linguistically Diverse, and LGBTQIA+ d/Deaf and Disabled artists.4
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				“The Evolution of Disability Arts in Australia: Practices, Legacies, and Cultural Heritage” is an Australian Research Council funded project that aims to create the first online archive of disability arts in Australia. The archive will document and analyse the impact of a cultural heritage that has helped Australians with disability develop their identity, community, and politics over the last 50 years. Generating audio-visual recordings of oral history interviews with key disability arts practitioners, producers, administrators and allies, the project will situate these interviews alongside digitised material and curated links to existing digital collections, historical documents and timelines. The archive will also “centre” this changing, and contested history with a diverse community of d/Deaf and Disabled artists, including First Nations, Culturally and Linguistically Diverse, and LGBTQIA+ d/Deaf and Disabled artists.5 In this chapter, we discuss our ongoing co-design project and consider issues around the identification of artists, artworks, themes, curation, labelling, and site construction.

				Australia’s disability arts practices are recognised globally for their aesthetic innovation and ability to change attitudes, yet our previous research reveals that the historical legacy that underpins contemporary practice is still largely undocumented.6 Information on community art in and around institutions for people with disabilities in the 1970s and 1980s, professional practices emerging after the first forums on the topic in the 1990s, and other critical precursors to Australia’s modern ecology of practice, is still not available. Arts Access Australia’s overview of Australia’s first National Arts and Disability Strategy in 2009,7 and the Department of Communication and the Arts’ overview ahead of a planned update to this Strategy in 2018,8 both focus on key contemporary companies, rather than highlighting community, professional, or political artists and companies practising over the last 50+ years.9 

				Moreover, the significant body of scholarly research emerging in the last decade also emphasises key contemporary performing and visual artists like James Cunningham10 and Mike Parr,11 and companies like Back to Back Theatre,12 and Restless Dance Theatre.13 Again, beyond these explorations of a specific artist or company, there is little work on the broad history of disability arts in Australia and the changes and impacts of disability arts practice over time.

				Similarly, existing archival records describing the broad spectrum of Australian disability arts events and exhibitions, the social issues raised, and artists involved, are not available. The 9 percent of professional artists and 18 percent of people who identify as disabled in Australia14 are not the only ones without access to their heritage. The Museum of disABILITY History in the USA remains the only known museum of disability15 while the UK’s Disability Arts Collection and Archive16 is the only site documenting disability arts and disability rights movements in parallel in any country. 
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				To the best of our knowledge, Canadian theatre scholar Kirsty Johnson’s Stage Turns (2012) is the only book analysing disability arts history in any country.17

				Addressing Ableism in Arts Archives

				Archives, and the artworks presented in them, have played a defining role in determining how the public understand people, relationships, and histories. Mainstream arts archives have used sexist, racist, and ableist criteria to select, categorise, label, and describe artworks.18 As Rieger and Strickfaden have noted, representations of disability are not absent in museums, galleries, libraries, or other forms of cultural archives. These representations are, in fact, visible and invisible—remembered and forgotten—as a spectacle of difference, deficiency or non-conformity by which society identifies, defines, and perpetuates definitions of “normal,” conforming human bodies.19 Historically, people with disabilities—represented as objects of terror, monstrosity, pity, stoic overcoming, or inspiration, or, not at all—are socially constructed as the “absent citizen,”20 the non-citizen, a symbolic trope remembered, re-membered, and made visible as part of a cultural narrative, but forgotten and made invisible in everyday social relations.21 

				In this sense, remembering and forgetting, making visible or invisible, are always performatively intertwined in constructing archives.22 Archives enable this repeated reperformance of remembering and forgetting of people, relationships, and events, to sure up the meaning culture assigns to them.23 As Connerton notes, while historians have considered the role museums, galleries, libraries, and archives play in this form of cultural representation, other processes of remembrance, knowledge transition, and identify formation—what culture is forgetting: when, where, and how?—has received less attention. 24 As Van Assche and collaborators put it:

				“In order to remember, one must be able to forget, to release the capacities of memory. Remembering something necessarily entails the forgetting of other things. Although the crucial importance of forgetting for memorising is nowadays largely acknowledged, the common understanding of memory still tends to privilege remembering over forgetting.”25 

				In considering the material effects of remembering and forgetting, modern digital media do have potential to broaden the archive.26 However, many platforms still foreground canonical figures, because of the amount of content—over a million items of Shakespeare content on YouTube for example—and the way algorithms retrieve it.27 As such, even targeted searches of mainstream archives and platforms still retrieve few historical or contemporary works by people with disabilities.28 

				Our research29 suggests four reasons why it remains difficult to identify work by artists with disabilities:
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				It is difficult in the archives to differentiate between: mainstream practice which deploys disability stereotypes as symbols of deviance, tragedy, or overcoming; “arts and disability” practice produced by non-disabled facilitators working with disabled participants; and “disability arts” practice produced by artists with disability themselves.

				It is difficult to trace records of practices that take place outside of traditional venues —such as artistic practice in asylums, institutions, and schools, and/or in sign languages such as Auslan. Artists with disability have only recently had access to mainstream arts institutions. As a result, discovering historical records of practice requires engagement with work in therapeutic, educational, recreational, and community contexts, as well as in professional contexts. 

				It is difficult to trace records of practices that have been labelled differently—crippled, handicapped, invalid, and disabled—over time. Further complicating matters, there has been a recent trend to relabel work to avoid offense.

				It is difficult to articulate changes in artists’ alignment with disabled identity over time in archives—if an artist chooses not to disclose a disability, does not identify with a particular language or semiotics of disability, or only acquires a disability at a certain stage in their career, for example.

				These disability arts specific issues make it difficult for historians, archivists, scholars, and artists to identify and investigate the evolution of disability arts in Australia. Moreover, such factors make it difficult to document disability arts history in a way that is accurate, culturally appropriate, and aligned with artists’ preferred descriptors of their political, inclusive, or mainstream practices.

				Co-designing a Disability Arts Archive

				To address this gap in knowledge about the formation, development, and distinctiveness of disability arts in modern Australia, our project aims to create an online archive documenting the evolution of disability arts in Australia since the 1970s. This project brings together a team of researchers from around Australia, and across a range of artforms, including performing arts researcher Prof Bree Hadley, internet and media researcher Prof Katie Ellis, performance and creative writing researcher A/Prof Eddie Paterson, museums/galleries and visual arts researcher A/Prof Janice Rieger, music researcher A/Prof Michael Whelan, working in collaboration with Partner Investigators Dr Christen Cornell and Caitlin Vaughan from the Australia Council for the Arts, and Caroline Bowditch from Arts Access Victoria. The project employs a team of researchers —Annie Rolfe, Jordan Fyfe, Erin Scudder, Jung Yoon, Hannah-Leigh Mason, Ruth Williams, and previously 
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				Racheal Missingham—who coordinate the gathering of archival materials, undertake interviews with artists, and contribute to the co-design of the project. “The Evolution of Disability Arts in Australia” also involves a Steering Committee of expert disability arts practitioners and leaders from across Australia.

				Together, this extended national research network hopes to find out which people, companies, works, and critical moments in arts and disability policy have helped shape development of the field of disability arts in Australia as we know it today. It then seeks to share that information in a way that benefits artists, arts organisations, government, and scholars in their present and future work to create a more inclusive industry by: 

				Providing artists access to their cultural heritage.

				Providing arts policy makers, funding agencies, producers, and programmers with insight to inform future strategic initiatives to make the industry more inclusive of people with disabilities.

				Providing the arts sector and audiences more broadly with insight into the historical context and quality of work across artforms. 

				Stage 1: Making Invisible Legacies Visible

				As we write, our project has been underway for around 18 months—albeit 18 months interrupted by pandemics, natural disasters, and their particular impacts on a disability-led research project, where both the research team and the prospective research participants involve a high number of people who identify as d/Deaf, disabled, and neurodiverse artists and allies. Nevertheless, we have started initial archival research to study business, production, and promotion records of disability arts practice in Australia. We have also begun a series of semi-structured interviews to collect oral histories from stakeholders involved in these practices in order to document the full spectrum of disability arts works, events, and exhibitions created across Australia over the past 50 years for the first time. 

				The Research Project team, and the broader Research Project Steering Committee, have adopted a critical disability studies framework to identify issues and themes related to personal, medical, social, political, economic, and aesthetic experiences, or experiences of change over time which the archival research and interviews may reveal. Critical disability studies recognises that disability is not only caused by the impacts of impairment within the body or mind but is also the result of external forces such as inaccessible built and digital environments and negative attitudes about people with disabilities. The experience of disability changes across time and place too, with the introduction of anti-discrimination legislations and new technologies.
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				Deploying critical disability studies as an interpretative paradigm allows us to analyse stakeholder accounts of how disability arts has developed in Australia in a nuanced way, which considers the complex web of physical, social, and political phenomena that combine to produce prevailing understandings of disability.30 It will also allow us to acknowledge power, prejudice, and worldviews held by artists with disabilities and their allies—based on long histories of exclusion from employment, education, politics, and society—as factors that need to be considered to interpret data accurately.

				The critical disability studies framework thus enables us to understand records and recollections in their full historical, social, and political context. This is a critical first step in disrupting, unfixing, rendering fluid, and potentially reforming the process of remembering, forgetting, and silencing performed in the formation of memory and identity in mainstream archives, wherein the legacies of artists with disabilities have historically been made invisible.31 

				The critical disability studies framework has been designed not just for our research team, but to support arts workers in our Steering Committee to participate—through structured engagement sessions—and to incorporate their evaluation of how archival and interview material tells a story of change in policy, practice, and culture. 

				The participation of the Steering Committee—which includes representatives from the Access Arts organisations in each state, other arts organisations, artists, and archivists, including Aboriginal and Torres Strait Islander, Culturally and Linguistically Diverse (CALD), and Lesbian, Gay, Bisexual, Intersex, and Queer (LGBTQIA+) artists with disabilities—has been key to the research. Their diverse, intersectional perspectives have been critical, not only in identifying key practices, practitioners, companies, time periods, artforms, genres, priorities, turning points, and foci (activism, politics, identity, etc), but also in interpreting trends in the data.

				The framework is helping us understand how changes in Australian society, disability policy, and arts policy over time have influenced the development of the distinct landscape of disability arts practice seen in Australia today. The information gathered during interviews and archival research is, unsurprisingly, proving quite varied, depending on what participants wish to focus on, as well as length of engagement in the field, artform, and other factors. Yet, the framework is helping identify how changes in artist career patterns, company formation, and aesthetics align with changes in disability policy, arts policy, funding, and/or other influences in the operating climate. 

				The clearest findings from preliminary archival and interview research affirm some of our previous research motivating this project, which indicate that d/Deaf, disabled and neurodiverse artists have not typically 
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				worked in “portfolio” careers—moving from project to project, company to company—a career progression that may characterise the trajectories of their non-disabled peers. Artists with disability have also not tended to pursue solo careers, until very recently.32 The lack of opportunities beyond those offered by key allies, in key arts access organisations and in key early disability arts/arts and disability organisations, may have contributed to a lack of career progression outside of existing networks and familiar collaborations. Indeed, the burden of labour that comes with explaining access requirements to new prospective collaborators, and having to negotiate the frequently inaccessible application requirements of new waves of funding, all tend to provide an explanation for this pattern. Several initial interviews indicate that while key allies, and key leaders of arts access organisations operating in the sector for decades may have a sense of what is happening or has happened beyond their own organisation, many artists have had, and continue to have, little access to networks, information, and resources outside their own collaborative groups.

				The material impact of these career patterns has come, of course, when allies, or allied organisations, are subject to funding changes, that necessitate change in or withdrawal of services, and networks, information, and resources.33 In this way, because artists rely on a longstanding collaboration with one company or groups of collaborators, when support is withdrawn or a familiar network breaks down, artists have limited outside connections and opportunities. The barriers to new collaborations and career developments continue to have implications for capacity for growth, and agency, until recently in this history of disability arts in Australia.

				The advent of dedicated funding programs since the emergency of the National Arts and Disability Strategy (2009)—including the Australia Council’s Disability Arts Mentoring Initiative, the Sync Leadership Program, and others—along with the emergence of festivals like Undercover Artist Festival, The Other Film Festival, Platform, Flux, and now Alter State, have worked to create change.34 At the same time, major changes such as the advent of the National Disability Insurance Scheme (NDIS), and the lasting impacts of the pandemic, continue to create precarity for artists, allies, and organisations in continuity of networks, information, and resources.35

				Stage 2: The Archive as Living Cultural Heritage

				Following initial data collection, the project will continue with co-design workshops with members of disability arts communities in Brisbane, Melbourne, and Perth. These co-design workshops will invite members of the disability arts community to come together to review results of initial data analysis to determine how information about disability arts in Australia at different time periods, across different parts of Australia, over different 
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				art genres, and amongst different communities, will be presented in the archive. While past studies have looked at archiving the histories of people with disabilities,36 ours is the first look at archiving the history of a country’s disability arts practices, and the first to apply participatory co-design to the problem of archiving; providing stakeholders agency to decide how their cultural heritage should be represented. 

				The co-design workshops will use creative activities, conversations, and self-reflection tasks to encourage participants to share experiences, identify needs, and prototype solutions for categorising, labelling, describing, and displaying content.37 This will include new approaches to curating basic data, and associated text, image, video, review, and oral history documentation, in the online archive. It will also include advice on curating information specific to Aboriginal and Torres Strait Islander, Culturally and Linguistically Diverse, and LGBTQIA+ artists, as well as considerations for specific regions or artforms. Related projects in the field of Indigenous Australian cultural heritage, such as Ara Irititja and PARADISEC38—living archives of Aboriginal Languages and Cultural Heritage of Endangered Cultures—will help inform these workshops.39 This co-design process will be critical to conceptualising culturally respectful approaches to curating an online disability arts archive, in collaboration with the Australian disability arts community, as the custodians of this living cultural heritage.40 

				We expect analysis of data coming out of the co-design workshops will focus on recommendations that balance the need to present historical records in their original form and context, will navigate contested histories and terminologies, and also make the records searchable, legible, accessible, and sensitive to the politics of current and future users. While the results of this stage of research cannot be pre-determined, it is anticipated the emergent archive may include curated information about the overall history of disability arts in Australia, different artforms, different moments in policy and practice.

				Stage 3: Representing the Past to Imagine the Future

				Informed by our interviews, historical review and co-designed research, the final stage of the project will be to construct, create, and curate the first open access online archive of disability arts in Australia. The archive will sit within the Arts Access Victoria website, alongside other national resources, such as the Choose Art site with details of arts participation opportunities available to people with disabilities across Australia, and The Last Avant Garde site profiling current disability theatre practices and practitioners around Australia.
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				Currently, we’re exploring the use of an open-source curatorial software recommended by digital humanities/Data Commons experts on our Steering Committee. Critically, this software has capacity to import links from Trove—the National Library of Australia’s digital archiving collaboration with partner organisations from around Australia. Compatibility with Trove means that our archive can link directly to stable versions of web data, videos, transcripts, and other data sets and digitised material. As such, our choice of software will ensure that our archive can be accessed in perpetuity regardless of whether Arts Access Victoria or university partners can access funds for ongoing site maintenance.

				The goal will be to generate a culturally appropriate representation of standalone and curated content on companies, artists, politics, and turning points in practice, along with accessible records, navigation tools, and interfaces, and rigorous data entry and integrity protocols, to ensure the archive serves the needs of users. To test it and ensure it is effective in sharing evolving histories with the disability arts community, and the wider arts community, PIs Bowditch, Cornell, and Vaughan will launch the archive online, via the Australia Council, arts access organisations, and scholarly networks, and start promoting its use amongst the project’s network of participants and other potential end users.

				Conclusion

				“The Evolution of Disability Arts in Australia: Practices, Legacies, and Cultural Heritage” project will, we hope, celebrate our rich cultural legacy with Australia’s first open access online disability arts archive. This project is disability-led and the archive will be co-designed. Drawing on the perspectives of our Steering Committee as well as engaging in interviews, archival research and co-design sessions, we look to foster innovation and insights that challenge and broaden our project’s focus. 

				Whatever the archive becomes, we hope it will engage a nationwide network of government industry, stakeholders, artists, scholars, and students with a curated record of the past, to provide a rigorous historical base of evidence to support the development of future inclusivity initiatives. Alongside this outcome, the project will, we hope, generate new insights into the process of working with communities to disrupt the complexity of remembering and forgetting that mainstream archives use to construct identities, histories, and dominant culture narratives, and intervene in the material, social and economic impacts for the groups represented in those archives.
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				Abstract

				Wiradjuri critic, poet, and scholar Jeanine Leane expresses Aboriginal authors’ claims over their own work—“to speak for ourselves”—a collective movement between critical and creative modes of writing to ensure that their work reaches its intended community. In this essay, I explore the way various Aboriginal poets displace the gap between critical and creative modes of writing to challenge the appropriation of Aboriginality. I draw three examples from the works of Narungga poet Natalie Harkin, Dharug poet and scholar Evelyn Araluen, and Yoogum and Mununjali poet Lionel Fogarty, all of whom use poetry to draw fluid connections between different genres, institutions, and historical contexts. This draws me to the title of this chapter and to the source of a haunting. The idea calls attention to an originary act of violence that incurs a haunting, which Christopher Ree and Unangax̂ scholar Eve Tuck name as the “ongoing horror” of settler-colonialism. A source of haunting compels an answer to a continuously present author, while also calling to the renewal of Indigenous knowledges, capturing the interdisciplinary space in which Harkin, Araluen and Fogarty work.
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				In “La mort de l’auteur” (1967), translated by Stephen Heath as “The Death of the Author,” Roland Barthes described “writing [as] that neutral, composite, oblique space where our subject slips away, the negative where all identity is lost, starting with the very identity of the body writing.”1 He meant that, once a literary text has been published, meaning is created through the complex relationship between the text and its reader, rather than in accordance with the author’s intentions for, or involvement with, the text. While Barthes’ approach appeared to open the text up for a wide range of interpretations, the same logic has often diminished literary models that do not conform to conventional concepts of textuality. An author can have many relations to a literary text, even to the point of being inextricable from it. Writing two decades later, Wiradjuri poet, playwright, and artist Kevin Gilbert expressed an alternative to Barthes’ formulation by defining Aboriginal poetry as “an extension of the traditional oral language, where the history or song cycle is recorded on bark paintings—symbolic mnemonics which link together the beginning and end of the complex whole.”2 

				Wiradjuri critic, poet, and scholar Jeanine Leane delivers another counter to Barthes’ theory in her recent critique of white settler critics’ reliance on non-Aboriginal frameworks for reading Aboriginal writing:

				Margins do not just encircle the centre and sit passively at its edges of exclusion and misrepresentation. We moved into its space. Not to be like it, or to speak for it, but to speak to it; to assert our cultural identities—our differences; and most importantly to speak for ourselves.3

				Leane expresses Aboriginal authors’ claims over their own work—“to speak for ourselves”—a collective commitment to work between creative (writerly) and critical (readerly) modes of writing to ensure that their work reaches its intended community. As a non-Aboriginal reader, I came to discussions of texts authored by Aboriginal writers with some consternation given the continuing practice of settler-colonial appropriation of Aboriginal perspectives in writing. Statements like Leane’s are often wrongly read as a form of political opposition, or worse, persecution, that restricts intellectual practice. What this criticism fails to recognise is that her intervention is intended to point out to the Australian audience an open space in which perspectives are active that do not subscribe to dominant epistemological and disciplinary traditions in the Australian humanities. Leane valorises the necessity of moving between interchangeable political, critical and authorial positions as a condition of work. 

				In this essay, I explore some of the ways in which various Aboriginal poets displace exclusive categorisations of genre, mode, and literary industry or institution by insisting on a fluid and embodied idea of literary 
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				practice that challenges settler-colonial appropriations of Aboriginal cultures and also ideas about the space of poetry itself. I draw three examples from the works of Narungga poet Natalie Harkin, Dharug poet and scholar Evelyn Araluen, and Yoogum and Mununjali poet Lionel Fogarty, all of whom use poetry to create relations between critical and creative engagements with literature in ways not encompassed by Barthes’ “The Death of the Author.” 

				Harkin, for example, has often manoeuvred between various critical and creative modes through her literary projects. In a scholarly article written to accompany her poetry collection, Dirty Words (2015),4 Harkin recounts that the inspiration for her alphabetical play on the A to Z of settler-colonialism stemmed from uncovering archival materials relating to her grandmother held by the Aboriginal Protection Board and the Children’s Welfare Department through the years 1938 to 1947. The article moves between scholarly quotations of Derrida, personal anecdotes of combing the archives, tender evocations of family, poetic language italicised and pinned to the right-hand corner of the page (“my heart pumps / memory-in-the-blood”), and direct quotations from the archives themselves (“the Aborigines Protection Board has granted UNCONDITIONAL EXEMPTION to you and the members of your [Quadroon-Octoroon] family”).5 Corr argues that Harkin’s “radical historicism” combines lived experience and archival practice to subvert the documentative function of the settler-colonial archive.6 The resulting poetry collection, Dirty Words (2015), demanded the poet take on the roles of a poet, artist, educator, activist, critic, and researcher at the Yunggorendi First Nations Centre for Higher Education and Research. These overlapping roles dispatch the belief that literary creativity takes place at a distance from the world. In a scholarly article, Harkin states that the inspiration for Dirty Words came from an embodied tradition of storytelling: 

				[O]ur bodies too are archives where memories, stories, and lived experiences are stored, etched and anchored in our bloodlines deep. They ground our creativity in what become personal and political acts of remembering, identity making and speaking back to the State.7 

				Harkin posits that the author is not only inseparable from the story they tell, but is also a container of stories. This idea of authorship draws on the concept of blood memory, which Harkin attributes to Kiowa novelist Scott Momaday, “which identifies a relationship to individual and collective heritage and to one’s family and ancestors, written through landscape and the body.”8 Harris’ multivocal work contains the continued echo of many voices who used language to resist the erasures of the settler-colonial state, a phenomenon that suggests there is more than one author whose voice has survived its passage into published text. As Bundjalung novelist Melissa 
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				Lucashenko puts it in her own response to Barthes, “the Aboriginal author is not dead,” despite “the long-lived colonial attempt at shunning and destroying Aboriginal voices and stories.”9 Harkin, Araluen and Fogarty challenge this attempted erasure, giving their work a haunting quality in the eyes of settler critics who cannot come to terms with an irreconcilable presence heard within the text that cannot be accounted for. Harkin captures this effect brilliantly in her remark: “We are haunted and we haunt. We write to create, to survive, and to revolutionise; we write to haunt and we ache because we refuse to leave the past alone.”10 

				Who does Harkin haunt? In short, a settler reader who assumes that what is past is past, who evades the responsibility for truth-telling, and therefore one for whom Harkin’s continuing influence over and presence in her own work becomes unfathomable. Jacques Derrida once accounted for an analogous phenomenon through the concept of spectrality, developed in Specters of Marx (1994), which he describes as “a paradoxical incorporation” that exists outside of our capacity to name and classify.11 Thirteen years later, gender theorist Judith Butler located this undecidable figure in “the derealization of the ‘Other,’” a figure that is “neither alive nor dead, but interminably spectral.”12 Pertinently, Christopher Ree and Unangax̂ scholar Eve Tuck, in “A Glossary of Haunting,” reposition spectrality within Indigenous studies specifically to designate the unspeakability of Indigenous bodies.13

				Ree and Tuck have influenced similar turns in Aboriginal Australian literature; Araluen and Harkin both draw on Ree and Tuck’s revision of the concept of haunting in scholarly essays on the subject of Aboriginal writing; and Fogarty has throughout his career frequently articulated a similar idea of haunting, as in his remarkable poem “Signing My Death in Lion and Hell,” where he writes, “I am dead singing death.”14 Ree and Tuck account for this by describing the act of haunting as a useful metaphor to represent the “ongoing horror made invisible by” the “persistence” of settler-colonialism, which they define as “the management of those who have been made killable, once and future ghosts.”15 They quote sociologist Avery Gordon, who uses the term “haunting” to refer to “a constituent element of modern social life” that “is neither premodern superstition nor individual psychosis; it is a generalizable social phenomenon,” based on the haunting of “entire societies ... by terrible deeds that are systematically occurring and are simultaneously denied by every public organ of governance and communication.”16 Ree and Tuck use the metaphor of haunting to bring this “on-going horror” into view in a “relentless remembering and reminding that will not be appeased by settler society’s assurances of innocence and reconciliation.”17 

				The act of haunting brings me back to a distinctly literary problem: a distinction between what is readable to me and unreadable to someone 
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				else. Leane posits this problem in her call for non-Aboriginal readers to “un-pack” their “toolkit ... of cultural values, practices, and words ... before” reading “First Nations works.”18 I have taken Leane’s words to heart as a non-Aboriginal researcher working in the field of literary studies; my own critical toolkit reflects the focus points and blind spots of five years of work researching historical and aesthetic connections between the Caribbean and Aboriginal Australia. I could therefore be counted in what Gilbert once described as the Aboriginal industry: “A whole new education ‘industry’ has arisen in the academic area, where it would appear that every student is doing his or her PhD English thesis on ‘Aboriginal Literature.’”19 In this very specific sense, I speak from within an institutionalised space haunted by its own culpability in the erasure of Aboriginal voices and stories. With Leane’s words in mind, I have attempted to address my own position by centring critical writings by Aboriginal poets, authors, and scholars as a starting point for reading Araluen, Harkin, and Fogarty, an approach that helpfully led me to this essay’s argument: that Aboriginal writers challenge conventional settler understandings of the author and therefore also of creativity, criticism, and imagining. 

				This draws me to the title of this chapter and to the source of a haunting. The idea of a source calls attention to an originary act of violence that incurs a haunting, which Ree and Tuck name as the “ongoing horror” of settler-colonialism. A source of haunting compels me to not evade the demands made by the author regarding their continued presence within the text. At the same time, a source brings with it notions of renewal and restoration, which link contemporary literary and critical work to the practice of Indigenous knowledges, capturing the interdisciplinary space in which Harkin, Araluen and Fogarty work. Aboriginal poets weave critical and creative practices into their work so as to orient their work around a source, rather than the protocols and expectations of complicated institutional structures or the contradictions of literary theory. Through these means, they articulate their authorial survival by evading or refusing processes often framed to foreclose the author’s influence over or presence in the resulting text, processes that have troubling implications when considered through the lens of settler-violence and the erasure of Aboriginal history within Australia. I proceed by reprising the act of haunting as explored in a literary response to settler representations of Aboriginality, before identifying through close reading the varied textual effects of haunting in Araluen’s debut poetry collection, Dropbear (2021). I then trace haunting to source by emphasising the ways Fogarty and Harkin encode the text with their presence so as to shape and guide a reader. I refer to a key example of authorial survival in and critical misreading of Fogarty’s poem “Weather Comes,” and conclude by considering the body of knowledge expressed through these texts—a source that I explore through Harkin’s scholarly article on poetry, “The Poetics of (Re)Mapping Archives.”
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				“watching me acknowledge”: Institutionalisation and Haunting

				In Decolonizing Methodologies (1999), Māori scholar Linda Tuhiwai Smith remarks that “the term ‘research’ ... is probably one of the dirtiest words in the indigenous world’s vocabulary”20 and that “‘We are the most researched people in the world’ is a comment” she has “heard frequently from several different indigenous communities,” including “in Australia by Aboriginal people.”21 Smith adds that “[t]he truth of [this second] comment is unimportant, what does need to be taken seriously is the sense of weight and unspoken cynicism about research that the message conveys.”22 In the present context, its significance lies in its suggestion that settler Australians have created or, more accurately, conjured an idea of Aboriginality, while concealing and erasing the voices of Aboriginal peoples themselves. This gives metaphorical presence to the concealed violence of various settler institutions, as documented in Hunters and Collectors (1996) by cultural historian Tom Griffiths. Hunters and Collectors attempted to define the peculiar position of the field of archaeology in Australia. Griffiths argues that Australia’s early historians, archaeologists, and ethnologists had distanced themselves from Aboriginal peoples and their cultures, but were ultimately haunted by them.23 

				Hunters and Collectors contains an often-quoted passage where Griffiths recounts his own experience transporting several Aboriginal artefacts, held in a box on the backseat of his car, to the State Library of Victoria. While on this journey, the author begins to reflect on the hold the objects appear to have over him, “still full of power”:

				During the long drive back to Melbourne I felt increasingly conscious of the boxes in the back of the station-wagon enclosing the secret/sacred objects. Whose were they? What meanings did they hold? What processes had brought them here, a process that now implicated me? I thought of a scene at the end of Raiders of the Lost Ark, a film about the archaeologist-adventurer Indiana Jones, where the immensely powerful ark of the covenant is casually wheeled into the vaults of a state museum. Was I participating in the dispossession of a people and the disenchantment of the world?24 

				Griffiths’ ironic reference to Indiana Jones suggests that he exists in a complicated position of power over the artefact, and is therefore “implicated” in acts of “dispossession.” In The Postcolonial Eye (2012), Alison Ravenscroft argues that Griffiths translates the objects into his interpretive context, “a translation in which Griffiths figures as the possessor of the other’s magical power rather than possessed by it.”25 In the passage 
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				quoted above, this is true to the extent that the objects come to represent the representational tools used to describe them, repackaged within a Hollywood lexicon of exoticism and discovery. The limits of this lexicon are tellingly expressed by the enclosure of the objects in “boxes.” While Griffiths opens the objects to question, he arguably adds to the physical box a metaphorical box produced by the anthropologist’s interpretative apparatus.

				This passage from Hunters and Collectors parallels the ways that Aboriginal peoples were represented within literary genres such as the Gothic or the uncanny, a history that Araluen critiques in her memorable poetry collection, Dropbear (2021),26 and in her essay on decolonisation, “Resisting the Institution.”27 Two years before Griffiths published Hunters and Collectors, Ken Gelder and Jane Jacobs published Uncanny Australia (1998), a foundational study that explored the Gothic genre in relation to Australia’s colonial history of the dispossession and marginalisation of Indigenous peoples. Jacobs and Gelder observed that the Australian nation-state was built on the erasure of this history of dispossession, which set in motion the return of what is known but repressed. They point out that this truth was contested in public debate on the “sacredness” of particular sites connected with land rights claims. Consequently, ancestral stories associated with regional areas came to take on great significance in national discussions of sovereignty and modernity, whereby an ancestral spirit such as Bula at Coronation Hill in the Northern Territory appeared to reside “at the centre of the modern nation,” with a “sphere of influence” that “is not just utterly unbounded, it is (if only for a moment, at least), utterly determining.”28 More than ten years later, this argument continues to reverberate in, for example, Fiona Nicoll’s description of Indigenous sovereignty as the “place where all Australians come into relationship.”29 To Nicoll, while Aboriginal sovereignty was once erased to constitute national identity, it has now been internalised as a binding fabric of national culture. 

				In Ancient & Modern (2004), Stephen Muecke challenges this exceptionalist opposition between Aboriginal and Western ways of knowing and its constitutive representation in nationalist discourses. On the one hand, he argues that our modern “secular world,” which values rationality and objectivity, has “not left intuition and magic behind”30 and, on the other hand, that Aboriginal creative expressions are not a “primitive counterpoint to that modernity” defined “by contrast” for “the European’s advantage,” but a concerted “predisposition to (both) resistance and adaptation to the rapid changes introduced by invasion and colonisation.”31 This academic turn leads to Muecke’s later work in The Children’s Country, where he sacrifices “academic objectivity” at the altar of “a new kind of enlightenment.”32 But not everyone was willing to go down this path with him: Gelder claimed that Ancient and Modern attempted “to become Deleuzean and Aboriginal simultaneously, to somehow fold these two realms together almost to the 
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				point of indistinguishability.”33 In other words, Gelder suggests that while Muecke unsettles the division between modernity and antiquity, he presupposes a shared experience of time in Western and Aboriginal ways of knowing. 

				How do Aboriginal writers and scholars themselves interpret the liminal space in which they come into spectrality? Goenpul scholar Aileen Moreton-Robinson challenges this shared experience of modernity in her incisive critique of settler nationalism, The White Possessive (2015). Moreton-Robinson writes that the settler-colonial representational discourses represent Aboriginal peoples as “simultaneously relegated to the past while existing in the present, saturated with meanings operationalized within racialized discourses,” a racial framework that can only be challenged by a forthright expression of “Indigenous embodied ontologies.”34 Mark Rifkin makes a similar argument in his recent book, Beyond Settler Time (2017). Citing Moreton-Robinson’s essay on white possession, Rifkin points out that this idea of a shared experience of modernity “merges Native people(s) into a conception of the present whose contours emerge from the ongoing assault on Indigenous sovereignties,” whereas, he adds, the idea that we experience time relatively foregrounds “discrepant temporalities that can be understood as affecting each other, as all open to change, and yet as not equivalent or mergeable into a neutral, common frame.”35 Like Moreton-Robinson, Rifkin notes that this critical shift in thinking makes contemporary acts of artistic and creative expression “extensions (rather than disruptions) of the complex temporality/ies of Indigenous peoplehood(s).”36

				The collective call for Indigenous embodied ontologies has been taken up by numerous Aboriginal creative practitioners who have drawn on different cultural elements to sustain and express their knowledge practices, as represented, for example, by the adoption of the book, the brush, or Country and Western music. In Writing Never Arrives Naked (2006), Penny Van Toorn states that Aboriginal peoples developed their own cultures of reading and writing immediately after European explorers and settlers exchanged gifts and materials in the seventeenth and eighteenth centuries.37 A later example can be found in the songpoem transcribed from Yindjibarndi songman Toby Wiliguru Pambardu, translated by anthropologist Carl Georg von Brandenstein under the title “The First Truck At Tambrey,” which was published in Taururu: Aboriginal Song Poetry from the Pilbara (1974). 

				As the title suggests, the songpoem recounts the arrival of the first truck to enter the Tambrey community. While Brandenstein may have selected this event in order to designate the onrush of modernity, the songpoem is structured in such a way as to promote the continuity of the community’s interpretative modes:
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				Inside below the engine is built — with its splutter,Inside below the engine is built — the starter,Chirping “njeen njeen” in the front like crickets — the starter.38 

				The sonic repetition of the first two lines of this passage and the onomato-poeic “njeen njeen” of the engine spluttering to life create a mnemonic effect that is central to the cultural function of a song-cycle: the passing on of knowledge. The mnemonic call and response evokes mechanical processes of technological modernity, but rather than stage the fatalistic erasure of Aboriginal culture, the repetitions evoke the narrative processing of a new technology within ancestral ways of knowing. 

				“The First Truck At Tambrey” exemplifies the notion that the imagination serves as a bridge in cross-cultural juncture by re-mapping the world from a particular vantage point. A similar point has been made within scholarly writings on decolonial thought. Smith introduces Decolonizing Methodologies by calling for a creative 

				[i]magination [that] enables people to rise above their own circumstances, to dream new visions and to hold on to old ones. It fosters inventions and discoveries, facilitates simple improvements to people’s lives and uplifts our spirits.39 

				This call to action resonates with locally-situated studies of standpoint theory by Torres Strait Islander scholar Martin Nakata. In a 2006 article, Nakata argues for the “mapping” of distinct Indigenous experiences “at the intersection between Indigenous and Western systems of knowledge.”40 He suggests that Aboriginal practitioners work in what he calls “the cultural interface” between Indigenous and non-Indigenous Australia, an interstitial space informed by dialogue, representation, and interpretation. Nakata demonstrates that the cultural interface of knowledge production is not symmetrical or open, but determined by one’s proximity to accepted discourses of knowledge, and to one’s sense of time. Building on his thesis in Disciplining the Savages: Savaging the Disciplines (2007), Nakata writes that “What I brought to my learning ... was not considered admissible unless I could explain and defend it according to the content, logic and systems of thought of others.”41 A year after Nakata published Disciplining the Savages, Quandamooka researcher Karen Martin published Please Knock Before You Enter (2008), where she develops Nakata’s standpoint theory to encompass “the multiple and complex dimensions inherent in being an Outsider who is both Aboriginal and also a researcher.”42 Martin suspends the binary logic 
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				of insiders and outsiders, settlers and Aboriginal peoples, arguing that “with relatedness as the premise and impetus, there is no such thing as Outsider, or Other, but Another.”43 This notion of relatedness unsettles the ritualistic dualism that relegates Aboriginality to an enclosed space, set apart from the settler researcher, where it becomes an object understood through comparison with the world of the researcher. 

				Drawing on standpoint theory and decolonial methodologies, a number of Aboriginal poets have unsettled the settler-Aboriginal binary to clear space for “Indigenous embodied ontologies” within academic institutions.44 In “Cultural Rigour: First Nations Critical Culture,” Leane writes that “every review” is “an opportunity for our readers to understand art and the world around us from a different intersection of life.”45 Leane’s criticism bridges literary criticism and standpoint theory in that she articulates an embodied approach to authorship and reception that is defined by a continuous and adaptive idea of collective and individual identity. In her debut poetry collection, Dropbear (2021), Araluen critiques this binary opposition of settler-Aboriginal worlds by revisiting the nostalgic phantasma conjured by settler and European metaphors for, and associations with, the Australian landscape. A reader perceives glimpses of their own reflection in the fabled black panther in the reserve, a Peters ice-cream in the grey-lapel metropolis, the desert interior as an object of “sunburnt” desire, a wilful blindness to the destruction of topsoil in large-scale agriculture, and more.46 Often, this means poetically working through scholarly and historical material, as in Dropbear’s “Appendix Australis,” a series of actual and imagined references (85–90). Araluen’s creative use of the appendix format recalls the organisation of Ree and Tuck’s A to Z formatting of their essay, “A Glossary of Haunting,” a format also followed in Harkin’s A to Z index in Dirty Words. All four writers bring into view the textual materials that are often represented as an accompaniment to the text, dismembered from the main body. Harkin, Araluen, Ree and Tuck remind the reader that language and its meanings cannot be extricated from the context in which they were expressed or interpreted, nor dismissed under fatalistic teleologies that associate textual publication with the erasure of the author. Araluen makes this case in her essay, “Resisting the Institution,” where she corrects “the widely circulated mistranslation of Jacques Derrida’s aphorism ‘il n’y a pas de hors-texte’—‘there is nothing outside the text’,” a rendering that “legitimates the depoliticisation of literary, social and cultural theory,” to its “more accurate sense—‘there is no outside-text.’”47 Language is to Araluen a powerful tool for the evocation of politics and material realities of Aboriginal peoples, and thus a mode to explore the various echoes and resonances of authorial survival in a settler-colonial context. As Araluen writes in the poem, “Learning Bundjalung in Tharawal” in Dropbear, “a word spoken here / might almost sound like home” (9). 
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				In a remarkable section of Dropbear entitled “Spectre,” Araluen appropriates the settler fantasy of the Aboriginal author as a haunting presence. Her poem, “Acknowledgement of Cuntery,” presents the formal practice of an Acknowledgement of Country, a performative gesture whereby a non-Aboriginal or Aboriginal person with no ties to a particular region acknowledges the continuing legacies of an absent traditional owner, as a ritual re-enactment of settler possession (30–31): 

				I would like to acknowledge 

				And pay my respects 

				The past the present emerging 

				 ; Country ; Elders ; Care ; Custodians 

				I welcome you all 

				You all like me 

				To the unpronounceable the 

				Unrememorable time immemorial 

				Would like to would like acknowledgement 

				Invitation/invite you all 

				To be acknowledged 

				And welcome invitation and respects 

				To any Indigenous past present 

				Emerging now watching me acknowledge 

				To be acknowledged with my respects and my conciliation 

				After the show during the show during acknowledgements

				As I regard Indigenous with glances with acknowledgement

				By keeping visible the form of an acknowledgement of country, while distancing the reader from it, Araluen expresses the acknowledgement’s formalisation, by which I mean its frequent use as a formality in opening occasions. The act of performing the formality robs the gesture of its radical promise to unceded sovereignty by binding those present to honour the “unpronounceable” and “the unrememorable.” Araluen’s repetition of the formal structure of an acknowledgement suggests that this mode of address has been and perhaps was already corrupted, and has in many ways become an acknowledgement of (settler) “cuntery.” The acknowledgement conceals this act of colonisation, as evoked in a later paternalistic and self-serving address, which Araluen spaces out into individual letters as if she were addressing a child: 

				I would like r e s p e c t and  a c k n o w l e d g e m e n tFor all this respect and acknowledgement
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				There is something deeply unsettling about this passage. The speaker’s acknowledgement of sovereignty is not only a self-serving request that they be acknowledged, but an active premise of settler-colonisation, as symbolised by the commercial appropriation of “your flag / On shirt and tote and Facebook filter,” and by the open invitation, “I would like to be invited to your homes.” The poem represents the gap between what words appear to evoke (their radical political promise) and how they are spoken (their self-aggrandising performance), as in the broken syntax in “Would like to would like acknowledgement.” By repeating this emptied and formalised rhetorical mode, Araluen draws attention to the spectre conjured within this gap between language and speech, viz. the unnameable, unspeakable Aboriginal author. One could easily read this poem as a rite of acknowledgement that successfully calls forth its spectre, the Aboriginal author seeking to repossess the genre of acknowledgement itself. We are given glimpses of this figure in the poem through the lens of the speaker of the acknowledgement, who “glances” furtively at the Aboriginal persons present in the room. We may imagine that the very act of returning this gaze reduces the speaker and the formality to an incomplete babble. 

				Writing to authorial survival as a starting-point, rather than a lucky escape from fatalism, Araluen reverses the dynamics of haunting by writing back to Griffiths’ image of the Aboriginal artefact on the backseat, in a prose-poem section of Dropbear entitled “The Ghost Gum Sequence” (5): 

				I’ve been lugging a childhood from Dad’s shed to Sydney in the boot of my car and it’s getting restless. The little gumnuts are creeping from the pages to play patty cake with the yuri men on my back seat, tucking themselves under discarded jackets and licking droplets from the blackorg-branded water bottles collecting under my seat. They want me to write about them — or maybe they don’t, and they just want to be left where and when they are — but, in any case, they’re enjoying the ride. With their little faces pressed to the window, they watch tree turn to town, and hiss and shudder as we pass the earthmovers stacked at the post-Maccas merge. 

				In this case, the object on the backseat is not the secret and sacred item of an Indigenous culture, but an item of Australiana inherited from a colonial literary education. In contrast to Griffiths, who glimpses the spectre of his own complicity in Aboriginal dispossession, while reflecting on the box of sacred objects on his backseat, Araluen perceives the characters of her childhood where gumnut children engage in raucous play “with the yuri men.” This self-knowledge allows Araluen to depart from the diminishing returns of nostalgia and haunting. While Griffiths repackaged the secret and sacred objects into the box of a familiar Hollywood lexicon, Araluen allows both the yuri men (the hairy men said to live by the riverbank in various 
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				Aboriginal creation stories) and the gumnut children of her childhood memories to sit in a space outside of her control: “they want me to write about them — or maybe they don’t.” These “magical objects” are not contained within a material or metaphorical box or placed beyond or behind the driver’s field of vision. Araluen allows them to remain “partial and imperfect.”48 This gesture allows the poet to imagine relations between the yuri men and the gumnut children, as in their shared reaction to the displacement of bushland for urban development, an emblematic case of Araluen’s capacity to negotiate liminal spaces between creative and critical modes, to “care through entanglement” (7). 

				Elsewhere in “The Ghost Gum Sequence,” Araluen’s capacity to orient through Aboriginal and Western metaphorical landscapes leads to an encounter with Lieutenant Watkin Tench, who was said to look out from Prosperity Hill after naming the region in 1789. Araluen remembers that Tench named the region to encompass a paradisical centre of the emerging colony, which was taking shape alongside several other “Miltonic visions” in “Jericho, Mamre, Ebenezer” (6). If Gelder and Jacobs saw Bula at Coronation Hill as “utterly unbounded, ... utterly determining,” Prosperity Hill evokes the corrupted beginnings of settler development of bushland by representing Prosperity Hill as a misplaced colonial fantasy of paradise. This wilful blindness reflects Tench’s authorial intentions—to imagine a Paradise regained. Araluen returns Tench’s unseeing gaze through a poetic lens: “In the way I know all times are capable of being, Tench’s gaze is still there—but so is ours, staring back” (7). Drawing on the work of Joan Copjec, Ravenscroft notes that the desire to be recognised will always be limited by a one-way process of representation, in which “when you encounter the gaze of the Other, you meet not a seeing eye, but a blind one.”49 Araluen revises this account by staring back at Tench from within a network of interconnection signified by the collective gaze, “so is ours, staring back,” so that the explorer may find himself being observed in the act of naming.

				The “Source” of Spectrality and Authorial Survival

				The source of a haunting cannot be pinned down—ghosts have no single location. As Ree and Tuck explain, a haunting is defined by “spectral dissemination” rather than “spectral containment”: “There is no permanent vanquishing of a monster; monsters can only be deferred, disseminated; the door to their threshold can only be shut on them for so long.”50 But every monster has an origin story, an original act of violence that sets a pattern in motion. In this case, the haunting of the Aboriginal author reflects the historical and ongoing dispossession of Indigenous peoples, such as enacted by Lieutenant Watkin Tench’s naming of Prosperity Hill in 1789. While a haunting is by definition unreconcilable, it exists to call attention and 
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				demand witness to this unspeakable source, and in so doing begin a process of truth-telling. These processes of truth-telling represent an extension of what Peter Minter describes as “tens of thousands of years of sustained cultural continuity and diversity” through “new horizons of restoration, healing, and sovereign expression.”51 

				However, as Moreton-Robinson, Rifkin and Leane separately observe, Aboriginal storytelling traditions are often interpreted within Western concepts of time, as either the hapless remnant of an ancestral past or an example of modern hybridity. The difficulty of identifying the “source” of a phenomenon is illustrated by Yoogum and Mununjali poet Lionel Fogarty’s poem, “Weather Comes.”52 Fogarty is a remarkably prolific and well-known writer, having published sixteen poetry collections over forty years of work as a poet. Mudrooroo (formerly Colin Johnston) famously designated Fogarty as a guerrilla poet, Fanon’s native, in the foreword of his New and Selected Poems (1995). Fogarty has often confused or challenged readers, forcing them to embrace their inner Indiana Jones by concealing the identities of various interlocutors in his poetry, all the while eluding resolution or closure that may come from the violence of “discovery” or “enclosure.” “Weather Comes” is one of his more well-known poems and is a fine example of the poet’s capacity to conceal an internal narrative through inventive uses of poetic language. The opening describes a distorted and strange environment using anti-grammatical language:

				The weather is wearilyThe winds are webbing blowing voices of help 

				Midway through the poem, we hear the haunting resonance of presences beyond our ken: 

				We can’t hardly believe this

				was once our dreamtime home

				The sky turns strangler and

				clouds hide behind smoked

				pollutions.

				Pollutions walking the bush

				slips feet unfound, and seeks

				sound unheard. Sleeping

				never rests in our human

				minds, for fear terror follows

				about day and night.

				The weather is a changed by

				man’s interfering

			

		

	

	
		
		
		Page 351
		

	
	
		
			[image: ]
		

		
			
				351

			

		

		
			
				Our respects for seasons for

				hunting and gathering is

				untogether mixed up. Feelings of

				heat rushes sweat all over bodies

				hurting

				Feelings of cold shivers blood

				veins frozen.

				The weather is changed.

				The “smoked / pollutions” simultaneously conceals and illuminates the source of a haunting, an original act of violence perpetrated against the environment, in which “weather is a changed by / man’s interfering.” It is this violation that causes the spectre to slip “feet unfound” through the land, in a search of “sound unheard.” But what precisely is this spectre in pursuit of? 

				In asking this question, I’d like to consider that this image of the spectre is intentionally written in such a way as to force a reader to reflect on what they identify as haunted within the poem, a dynamic that David Brooks identifies in his essay on the poem, “Lionel Fogarty and a Note on the Indigenous.” Although Brooks artfully picks apart the poem’s capacity to splice temporal structures together, the conclusion to his article circles about the source of a haunting, unable to fully consider the terms of authorial survival articulated by Fogarty, where a figure seeks “feet unfound, and seeks / sound unheard.” Reading the changed weather as it “rushes” and shivers” through the numerical disagreement of verbs and objects, Brooks writes: 

				Something like a worldview emerges? Or rather can be glimpsed, intuited, twisting beneath or within the world. Who am I to say whether or how much the language—distorted, broken open as it has been—has been adequate to it, or even to the indication of it? Who is anyone to say?53

				It is a rare thing for a literary scholar to be left speechless. Brooks’ prose appears to suggest another authorial presence—as if Fogarty had risen from his poem being read and, while looking over Brooks’ shoulder, critiques what the critic is writing. Unable to make peace with the spectres inside and outside the poem, Brooks questions the grounds for his own speechlessness, effectively becoming the spectre encapsulated by the poem, in pursuit of a “sound unheard” or, in Brooks’ own words, in search of the entity “twisting beneath or within the world.” 

				What is there left to say after Brooks’ reading of “Weather Comes”? Although Fogarty has been an active poet for over forty years, he remains, as Brooks implies, not fully understood by many readers. The ambivalent assessment of Fogarty’s stature as a poet, I argue, is tied to the 
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				spectralisation of the trajectory of thought and creativity that underpins Aboriginal literature, represented in such a way as to be ever poised on the brink of recognition. Gomeroi poet, scholar, and critic Alison Whittaker argues that despite the recent successes of “a golden age” of Aboriginal writing, “Blak writers are expected to meekly show gratitude for the small white gestures that get us onto the page or stage where we belong.”54 Whittaker helpfully unsettles the performative evasions that have delimited contemporary Aboriginal authorship in ways that reveal a longer history of literary and political work in Australia than that which starts with Oodgeroo Noonuccal, Charles Perkins, Jack Davis, and Kevin Gilbert. The same evasions were made against the milestones of the 1980s and 1990s, as identified by Adam Shoemaker in 1997: 

				Once again, the dominant Black Australian issue of the 1990s will be a question which is followed and debated overseas; once again, the international scope and significance of Aboriginality will be underlined. The paradox continues: that which is rooted most firmly in Australian soil is that which will be of most interest beyond its shores.55 

				Shoemaker saw the international success of Aboriginal peoples as a tired trope in the Australian vocabulary. “Once again” the conversation comes around and “once again” that conversation is undermined by the belief that Aboriginal peoples are “rooted most firmly” in Australian soil. The fact that these words were spoken in 1997 should highlight for contemporary readers the importance of critically interrogating the critical and scholarly strategies used to review Aboriginal literature: the source behind spectrality and authorial survival. In her recent essay, “Cultural Rigour: First Nations Critical Culture,” Leane reflects on a tradition of pioneering Aboriginal cultural and literary work by figures like Noongar writer and scholar Aunty Rosemary Vandenberg. Leane presents a lineage of criticism of writers of colour for whom “critical writing [is] personal, subjective, and embodied—a direct contrast to the aloof, disembodied voice” celebrated for its “objectivity.”56 Leane’s embrace of the “personal, subjective, and embodied” allows her to illuminate less legible voices within the literary mainstream as a distinct intellectual lineage.

				The Macquarie PEN Anthology of Aboriginal Literature, edited by Anita Heiss and Peter Minter, evokes a longer history of Aboriginal literature that takes its origins in expressive storytelling traditions that evolved through thousands of years as well as those who resisted the settler dispossession of their lands in letters, petitions, and protests throughout the colonial and modern period, such as Bennelong and William Barak.57 As Harkin highlights in her article, “The Poetics of (Re)Mapping Archives,” this tradition can be traced forward to the work of Aboriginal letter-writers who 
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				protested against the dispossession of their lands and the separation of their families throughout the nineteenth and twentieth centuries. The extent of the latter was foregrounded by the Bringing Them Home report into the Stolen Generations, which revealed that between 1905 and 1969 at least 100,000 children were removed from their communities under the authority of governmental, religious, and educational institutions.58 This historical picture provides a clear indication that the sudden shock emergence of Aboriginal writers in Australian literature, supposedly without precedents, was in fact preceded by the many generational cycles that have helped carve space for contemporary Aboriginal writing. 

				Harkin animates these generations by reclaiming the archive as a space of blood memory. In her “Ode to the Board of Anthropological Research,” she honours a female ancestor whose life was recorded in the archives: 

				She’s not your hybrid-‘between-world’—wonder nor your noble-wretched-girl not your savage Australian-nigger waiting to die, she was never ‘destitute’ from Mother-love and she won’t let you see her cry—you will never know her fully. Tilt her chin up-slightly to the right and shoot her body once again down the barrel of your camera drag her image through your lens—you will never know her fully.59 

				Harkin’s ancestral voice is not of the “hybrid-between-world,” nor a member of the “dying race,” or a scientific discovery to “stake your claim.” The repetition of the line, “you will never know her fully” creates a gap between the archive’s documentative ethos and the unknowability of the Aboriginal body. By interrupting the documentative mode of the archive, Harkin creates a picture of Aboriginal literature as a body of work steeped in intergenerational knowledge and story, which is radically different from those drawn by critics who believed it had emerged from nothing at the turn of the century. Writers like Leane, Harkin, Araluen, and Fogarty, who appear to exert a spectral influence on how their creative work is read, situate their survivals in relation to this intergenerational context. They encode their works in ways that allow them to suspend conventional formal and spatiotemporal boundaries and open instead alternative trajectories of knowledge formation and, subsequently, new reading publics. Unifying what Harkin describes as the need for “personal and political acts of remembering,” they animate their authorial spectres in such a way that readers will experience their work as mobile, inextricable from its orientation to a source, always in motion towards community.
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				Lyndell Brown & Charles Green

			

		

		
			
				18.	100 Years of Turbulence 	[a fifteen-metre panorama]

			

		

	

	
		
		
		Page 362
		

	
	
		
			[image: ]
		

		
			
				362

			

		

		
			
				Lyndell Brown and Charles Green have worked together as one artist for more than thirty years. They work in mixed media on paper, make oil paintings on linen (canvas), create large format photographs and paint over transparent digital prints. They were Australia’s Official War Artists in Iraq and Afghanistan in 2007–2008 and their works have been collected by most major Australian public art museums and many private collections. Since their war artist deployment, Brown & Green have created artworks that show how past wars have changed our lives and how wars continue to be fought across the globe. Painted by layering, modifying and copying found images and the documentary photographs they gather in their fieldwork, the artists select source material for its visual charge and historical depths. 

				The archive of art and the turbulence of history are worlds that connect in their cosmopolitan art, along with the concept of a postnational culture. That is why Brown & Green’s sophisticated quotation of found images are drawn from a rich archive of global visual history, for instance of the Apollo 11 moon landing gathered from NASA’s documentation and equally from the Vietnam War. The artists reorganise and sift both iconic and specific records, and their families’ histories that touch the edges of the panorama of world history. Brown & Green are intensely conscious of the tensions and the ethics of collecting, documenting and representing. With no single event in history to pinpoint for blame, absolution or inspiration, their powerful, constructed tableaux mediate a history pinned in place by indexes of contemporary world-making across panoramic perspectives. As they say: “we have always made paintings that show how the past survives into the present.”

				“100 Years of Turbulence” is a photographic panorama (a picture with a wide view) that links photographs taken across 100 years of catastrophic (and terrible) post-Enlightenment history. The artists have constructed a visual countdown of chaos, trouble, war and what follows, from 1918 to 2018. This artwork is an atlas of conflict and ideas; it links one terrible event to the next and also to apparently unrelated but in fact connected other moments, showing how one conflict leads into another.

				The work is made up of old photographs, historical snapshots and drawings that seem to be randomly scattered, but when together tell the story of global conflict over 100 years. Sometimes old photos are overlaid with new photos of the same places, showing us how things have changed (or stayed the same) over time. In other parts of scroll-like, horizontal work, so long it had to be printed in four separate sheets, each themselves of great length, images of conflict and war are placed with images of approximately the same date, in relative peace or continued conflict. The result shows the past reaching towards the present and the present towards the past: the countdown joins 1918 to 2018 in chains of causation and similarity leading towards this photo which is also an atlas in which timelines move from one side of the world to another in a cat’s cradle of force.
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				The Work

				Lyndell Brown and Charles Green, “100 Years of Turbulence,” 2019, digital photographic panorama. 4 inkjet prints on rag paper, 110 cms high x 1761 cms wide. Edition of 5 plus 2 artist proofs. Courtesy ARC One Gallery, Melbourne.

			

		

		
			
				A Note from the Designers

				In the following pages, “100 Years of Turbulence” is presented twice. First, as four non-scrollable views on a single page, to give spectators a sense of the broad sweep of the work as a whole. The views are arranged in sequence, so that as your gaze move from the first to the second and then the third and fourth, you will be taken from the left- to the right-hand side of the panorama. Second, as a single scrollable image that, as you scroll left or right, offers a more intimate, immersive view of the panorama’s elements and the way they interact with each other. The to-and-fro between the four views and the scrollable whole will conjure we hope, something of the temporal, spatial, and intellectual drama of this work.
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				100 Years of Turbulence

			

		

		
			
				Part 2.
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				19.	Romanticism, Capitalism, 	Wellbeing, & the Long Age 	of Imagination
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				the same event sounds different in the evening than it did in the morning Johann Wolfgang von Goethe (1749–1832)1

				Abstract

				As the sociologist Andreas Reckwitz remarks in The Invention of Creativity (2017), “the creativity ideal of the once marginal, utopian, aesthetic-artistic opposition,” which first emerged in the late eighteenth century, has in recent decades “percolated up into the dominant segments of contemporary culture” where it now conditions “the way we work, consume and engage in relationships.” This leads to the paradoxical situation in which “creativity counts as something everyone is obliged to achieve” and this in turn muddies distinctions between creativity and conformity, wellbeing and alienation, and freedom and captivity, that had previously seemed self-evident. This chapter explores this phenomenon with the help of five exhibits: first “1984,” the big-budget TV commercial directed by Ridley Scott that accompanied the launch of Apple’s Macintosh computer; second, the recent excited talk of the metaverse and the Age of Imagination it is supposed to herald; and third, fourth, and fifth, respectively, a plate from America a Prophecy (1793), a design from The Book of Los (1795), and the broadsheet “ הי [Jehovah] & his two Sons Satan & Adam” (c.1826)—all by the Romantic poet, artist, engraver, and philosopher William Blake (1757–1827). With the help of these exhibits I sketch a cultural geography larger than the one imagined by Reckwitz, within which the story he tells can be placed, which pushes us to think of the histories rather than the history of imagination/creativity; the complicated relation of these histories to each other and to the present; and the ways in which all this might unsettle how we currently think about wellbeing. The chapter concludes by arguing that, if we are to understand the tangled and sometimes troubled relations between imagination/creativity and wellbeing, we need more extensive conversation than is currently the case between disciplines focused on the past and “present pasts” and those occupied by the present and its “present futures.”
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				Introduction

				In the third decade of the twenty-first century the prominence of the Romantic imagination and its twentieth-century child, the discourse of creativity, is surprising—not least because the Romantic imagination emerged a long time ago, in the last decade of the eighteenth century, in the revolutionary literary, cultural, and political movement known as Romanticism.2 Rather than being eclipsed by instrumental rationality, postmodern irony, or the lego-land ethos of biotechnology and shrugging off psychoanalytic, deconstructive, and Marxist critiques of its pretensions, imagination, creativity, and the new are now as they were in the 1960s and 70s “buzz words.” They are heard in conversations about self-development, life-style choice, people management, ecological thinking, radical politics, creative communities and innovation economies, virtual reality and the metaverse, and much more. 

				The scale of this phenomenon is indicated by Google’s Ngram viewer, which shows an increase after the 1970s in the use of words such as imagine, imagination, create, creation, creative, and creativity, which accelerates in the early years of the twenty-first century, most dramatically for the first and third of these words (fig. 1). This rise in popularity roughly echoes the fortunes of “imagine” and “imagination” in the middle of the eighteenth century, particularly if one sees twentieth-century notions of the creative and creativity as elaborating elements implicit in Romantic understandings of the imagination.3 Indeed, one of the pleasures offered by recent talk of imagination/creativity and its relation to wellbeing devolves from its sometimes conscious, more often unconscious echoes of Romantic thought.
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				Figure 1. “Screenshot of Google Books Ngram Viewer showing the Relative Frequency of the Words Imagine, Imagination, Create, Creation, Creative, and Creativity from 1700 to 2019.” Generated at http://books.google.com/ngrams.
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				Forty-five years ago, Phillipe Lacoue-Labarthe and Jean-Luc Nancy argued that “[a] veritable romantic unconscious is discernible today, in most of the central motifs of our ‘modernity,’” which uses “romanticism as a foil, without ever recognizing—or in order not to recognize—that it has done little more than rehash romanticism’s discoveries.”4 Much the same could be said today, although now the rehashing of “romanticism’s discoveries” is done with an upward twist. As Andreas Reckwitz argues in The Invention of Creativity (2017), modern notions of imagination/creativity first emerged in the late eighteenth and early nineteenth centuries and for the next 150 years were associated with “the promise of emancipation” and the overcoming of “repressive Western rationalism.” During the decades after the 1970s, however, “[t]he creativity ideal of the once marginal, utopian, aesthetic-artistic opposition has percolated up into the dominant segments of contemporary culture to condition the way we work, consume and engage in relationships, and it has undergone a seachange in the process.”5 This leads to the paradoxical situation in which, according to Reckwitz, “creativity counts as something everyone is obliged to achieve.”6 In so doing, it muddies distinctions between creativity and conformity, the new and the conventional, wellbeing and alienation, perhaps even freedom and captivity that had previously seemed self-evident.

				The sociological and genealogical methodologies that underwrite the history told in The Invention of Creativity are the source of its strengths but also of its limitations. By drawing a line that tunnels from the past to a predetermined place in the present, it necessarily simplifies the relation between old and new and, in each of its phases, the relation between marginal and mainstream iterations of imagination/creativity. It is therefore possible to argue that the line Reckwitz draws from the past to the present throws into relief a history that is more diverse and wayward than he allows.

				In the following pages I make this case with the help of five exhibits, beginning with “1984,” the big-budget TV commercial directed by Ridley Scott7 that accompanied the launch on January 24, 1984 of Apple’s Macintosh computer (fig. 2). This first exhibit functions in this chapter as a switching point between earlier and later instantiations of imagination. On the one hand, it looks forward to developments exemplified by my second exhibit, namely the recent excited talk of the metaverse and the Age of Imagination that it is supposed to herald.8 On the other hand, it looks back to the counter-cultural thought of Romanticism, which is introduced by my third, fourth, and fifth exhibits. These are, respectively, the second plate of America a Prophecy (1793), the hieroglyphic design at the top of plate 3 of The Book of Los (1795); and “ הי [Jehovah] & his two Sons Satan & Adam” (c.1826)—all by the Romantic poet, artist, engraver, and radical philosopher William Blake (1757–1827). 
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				In brief summary, although the third exhibit provides a paradigmatic example of the kind of imagination that provides the starting point for Reckwitz’s genealogy of creativity, Blake represents it as entangled with a phenomenon similar to the upward percolation with which it concludes. This conjunction, in the same historical moment, of an imagination that is opposed to and assimilated by “things as they are”9 suggests a more intricately folded relation between the past and the present than Reckwitz is willing to entertain. However, for Blake, this conjunction served as provocation for the exploration of imagination with which he was occupied for the rest of his life, which is represented by the remaining exhibits. 

				The fourth exhibit introduces the imagination implied by the discordant poles of the previous one—an imagination aligned with power, which is itself unwell and therefore productive of illness rather than health. The picture Blake draws here of the imagination is so negative that it threatens to bring his exploration of imagination to an end in despair. At the same time, definition throws into relief what does not fit the pattern, causing the number of imaginations that one is able to recognise to multiply—a process that culminates in Blake’s account of a republican imagination, the subject of the fifth exhibit, which he proposes as antidote to upward percolation.

				As this rough sketch of my argument suggests, in the following pages I run Reckwitz’s genealogy in reverse, moving from the late twentieth and early twenty-first centuries back to late eighteenth and early nineteenth-century Romanticism before briefly returning to the present. By multiplying possible starting and (temporary) end points for a history of imagination, this genealogy-in-reverse aims to evoke a cultural geography larger than the one imagined by Reckwitz, within which the story he tells can be placed alongside other, sometimes wildly different, histories of imagination. This is a geography that pushes us to think, therefore, of the histories rather than the history of imagination/creativity; the complicated relation of these histories to each other and to the present; and the ways in which this larger canvas might influence the ways in which we think about wellbeing.
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				Exhibits One and Two:

				Looking Forwards

				Exhibit One and Two: Beyond “1984”

				As the title of Scott’s “1984” makes clear, the regime he depicts is intended to recall Oceania, the totalitarian State ruled by Big Brother in George Orwell’s Nineteen Eighty-Four (1949). In both works, tyranny is resisted by 
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				Figure 2. Bernard Gotfryd, “Steve Jobs and Macintosh computer, January 1984.” The image on the computer screen is 髪梳ける女 (A Woman Combing Her Hair), by Hashiguchi Goyo (d. 1921). Tif version of photo converted to jpg, retouched and edited; edited from tif by Cart; Public domain, via Wikimedia Commons.
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				desire and imagination, which are represented in the latter by Winston Smith, who eventually learns to love rather than resist Big Brother, and in the former by a young woman (played by Anya Major), whose opposition to “things as they are” is more successful. She bursts onto the scene wearing brilliant red shorts and a tank-top emblazoned with a representation of the Macintosh computer and of Apple’s logo at that time, an apple from which one bite has been taken. With security guards in hot pursuit, she swings and then releases a sledgehammer that shatters the large screen through which Big Brother is addressing an audience of expressionless, colourless, compliant men seated in semi-darkness. The explosion this produces, accompanied by an apocalyptic light and a rushing wind, marks simultaneously the destruction of Big Brother’s closed world and the opening of a new world. 

				This narrative turns the third chapter of Genesis upside down. First, the Garden of Eden reappears as a prison, a “garden of pure ideology” tended by Big Brother. Next, inverting the story told in the Bible, it is woman’s disobedience that delivers us from rather than consigning us to the fallen world, by carrying us to rather than exiling us from a utopia marked by difference, freedom, and colour. In other words, the Saviour turns out to be the dissident, the woman who repeats Eve’s act of disobedience (plucking the apple), rather than Jesus, the obedient son of God. As promised by the expository voice-over heard and the intertitle seen in the penultimate moments of the advertisement, all this explains why on January 24, when the Apple Macintosh is released, “you’ll see why 1984 won’t be like ‘1984.’” 

				As is no doubt already evident, the revolutionary rhetoric I have been cataloguing is indivisible from the commercial rhetoric deployed to distinguish Apple from IBM (Apple’s “Big Brother”), which during the 1980s was known primarily for its mainframe computers (the Macintosh’s Big Brother), even though its own Personal Computer, launched in 1981, had by 1982 captured 80 percent of the market (Big Brother to the Macintosh again, now in terms of age and market share).10 Seen in this light, the young rebel represents three things: Apple’s dream of and desire for increased market share; the Macintosh as object of desire and vehicle of liberation; and the consumers hooked by the promise of creative freedom, who after purchasing a Macintosh turn Apple’s dreams, and occasionally their own as well, into reality. The destructive/creative force Apple hopes to unleash is symbolised by the sledgehammer, while the utopia it is supposed to open is evoked by the rainbow-coloured apple that brings “1984” to a close. Differences are now market segments, each represented by a colour of the rainbow, which together pave the path to the pot of gold at its end. 

				Although Apple advertised the Macintosh as a computer built not for technicians but “for the rest of us,”11 in practice the gates of the secular paradise it promised could be opened only by those with well-paying jobs. 
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				Much the same might be said about the metaverse (fig. 3), which promises to take us inside the new day glimpsed in 1984/“1984.”

				Exhibit Two: Metaverse

				The word “metaverse” was coined by Neal Stephenson in his dystopian novel Snow Crash (1992), where it names a vast three-dimensional virtual world, which takes the form of an urban environment centred on a “grand boulevard going all the way around the equator of a black sphere with a radius of a bit more than ten thousand kilometers.”12 Following Stephenson’s lead, the metaverse is commonly imagined, although now in utopian rather than dystopian terms, as a vast, persistent three-dimensional virtual world that can be experienced as present by large numbers of individuals at the same time, where many of our social interactions, financial transactions, and work and leisure activities take place.13 

				The earliest attempt to build the metaverse was Linden Lab’s “Second Life,” which was launched in 2003. In its heyday it had about a million users who were able to create their own avatars (digital identities), build virtual objects and sell them using Second Life’s own currency (the Linden), own land and develop it, interact with each other, and in so doing help shape the world in which they were immersed. In contrast to Stephenson’s urban dystopia, Second Life is a Romantic utopia, “a new world,” a “haven of self-expression,” where you can “Explore. Discover. Create.”14 

				Second Life was developed alongside “fully or partially user-
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				Figure 3. Ben Holfeld, “Example of an Nth Floor Setup with XR Pods for People to enter the Enterprise Metaverse” (October 31, 2021), Wikimedia Commons (Creative Commons Attribution-Share Alike 4.0 International license).
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				generated worlds, such as Active Worlds (with more than a thousand unique worlds); … vast game-worlds … such as those encountered in City of Heroes, EverQuest Universe, EVE Online, RuneScape, and World of Warcraft; and social worlds such as Habbo Hotel… and Gaia Online,”15 which include elements of what might one day be bolted together to become part of the metaverse. But the term itself entered popular consciousness only after Mark Zuckerberg’s announcement in October 2021 that Facebook’s parent company would become a “metaverse company” called “Meta Platforms.”16 He was not alone: other technology companies, such as Microsoft, Google, Nvidia, and Qualcomm were on the same path. 

				The metaverse has a longer history than the one I have sketched. It stretches back to late eighteenth and early nineteenth-century entertainments such as the Panorama and the Phantasmagoria, which for the time of performance enclosed spectators and their social interactions within a virtual world, and also to Romantic interest in heterocosms, immersive realities, life as “an endless novel,” the world as “a work of art,” and so on.17 Building on these developments and the desires that fuelled them, the London Colosseum, which opened in 1829, is arguably the first attempt to create a very large, persistent, three-dimensional virtual environment composed of multiple virtual worlds “within which immersants could build a second life as an extension and complement of their first.”18 

				The multiple exchanges between this long history and late twentieth and early twenty-first century developments explain in part the fantasies guiding many of the accounts of the metaverse now tumbling from the press. In Navigating the Metaverse: A Guide to Limitless Possibilities in a Web 3.0 World (2022), for example, the metaverse is described as “built on magic, the imagination,” and as a space in which you will be able to hold “A Universe in the Palm of Your Hand”—an appropriation of the first lines of Blake’s “Auguries of Innocence” (c.1803).19 Similar claims appear in Marketing 6.0: The Future is Immersive, which describes the metaverse as allowing “limitless imagination” and opening “endless possibilities.”20 The Cyber Meta-Reality: Beyond the Metaverse goes one step further, with talk of a realm of “imaginative processes unbounded by human or machine limitations,” in which “human beings … will not only perceive, but create new realities.”21 

				Seen in the context of these late twentieth and early twenty-first century developments, “1984” is a step on the wide road leading from the Information Age, where thought and analysis were paramount, to the Imagination Age where, we are told, “our phantasm can meet reality, and we are just as big as the size of our dreams.”22 In this supposedly new Age, we will see “technology, consumer trends, brands and [the] reinvention of personal self expression” converge.23 When this occurs, as Mark van Rijmenan argues in Step into the Multiverse: How the Immersive Internet 
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				Will Unlock a Trillion-Dollar Social Economy, we gain access to a “magical world where we are only bound by our own creativity.”24 

				In these developments, the differential between actual and imagined reality becomes entangled, on the one hand, with the “enthusiasm of ordinary [people] for cultural revolution” or at least cultural change and, on the other hand, with a market eager to identify, recontextualise, package, and then retail the new.25 As Nigel Thrift writes in “Re-inventing Invention: New Tendencies in Capitalist Commodification,” “[c]apitalism is carpeting expectation and capturing potential.” The negative judgment this implies seems obvious and yet he goes on to say that

				Simple condemnation of this tendency, as if from some putative outside, or, alternatively, embracing it as a part of some continuously fluid and overarching vitalist order will not do. Rather, it seems to me to call for radically new imaginings of exactly how things are, but under a new aspect that we can currently only glimpse, ‘a tune beyond us, yet ourselves’, as Wallace Stevens [1879–1955] put it.26

				Thrift is quoting from “The Man with the Blue Guitar” (1937), a poem by Wallace Stevens that distinguishes between “things as they are,” which the poem describes as “green,” and the realm of art, which it aligns with the “blue guitar.”27 The gulf between these realms, which Stevens foregrounds by developing contrasts between night and day, up (blue sky) and down (green fields), and so on, is not as impassable as it might at first seem because, when opposing poles are placed alongside each other they conjure a single world. The point is emphasised by the rhyme that pulls “Blue Guitar” and “things as they are” towards each other.

				This conventional scheme, drawn in large part from “Ode on a Grecian Urn” (1819) by John Keats (1795–1821), is transformed in late capitalism. Rather than contrary domains in the same world, elements of “the blue guitar” have migrated to what had been its binary opposite, and this changes the implications of, while making more poignant, the desire to hear a “tune beyond us, yet ourselves.” This is why Thrift argues that radical critique and approaches that naturalise this transformation are inadequate: the former understates the degree to which imagination/creativity is already part of “things as they are,” while the latter takes as given a scene that is historically constructed. 

				This last sentence takes us back to our switching point between earlier and later instantiations of imagination, where Romanticism comes into view as one of the primary “sources” of the ideas about imagination and wellbeing that we have been following. From that point we can begin the next phase of the argument by listing the similarities between Scott’s “1984” and the second plate of Blake’s America a Prophecy (fig. 4).
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				Exhibits Three to Five:

				Looking Backwards

				Exhibit Three: Blake’s America a Prophecy

				To begin with the most obvious parallel, Scott’s advertisement and Blake’s design represent revolution as emergence from underground darkness into the light of a day that dawns whenever an authoritarian regime is dispatched. Second, in both works the energies of revolution are funnelled by an individual, with the young woman in the former channelling the energy of the Counterculture and the young man in the latter, named Orc by Blake, personifying the revolutionary energy at work in the American and French revolutions. And third, in both revolution is centred on bodily powers (desire, sexuality, imagination) that are pitted against the status quo. In “1984,” the light that illuminates the body of the woman as she runs anticipates the flood of light that marks the end of the old and beginning of the new world. Similarly, on the second plate of America a Prophecy (hereafter America), the tongues of flame evoked by the locks of the man’s hair, coupled with the rising sun that frames his face, identify the son as the sun that, in opposition 
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				Figure 4. William Blake, America a Prophecy, plate 4 (21.6 x 17.1 cm), Copy M (1793), Yale Center for British Art, Paul Mellon Collection, Public Domain.
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				to the father, brings the new world into being. Finally, in both contexts, the journey from the old to the new is as natural as that from night to day, sleep to waking, or buried seed to growing plant. 

				These parallels are less surprising if, as Harriet Rubin claims, Steve Jobs, the CEO of Apple from 1984 until his death in 2011, “had an ‘inexhaustible interest’ in the books of William Blake.”28 But my argument is not that Scott or Jobs had the second plate of America in mind when “1984” was conceived, but that the former is emblematic of an early and the latter of a recent phase of a modernity in which Romanticism provides some of the most important motifs and organising narratives. In both phases, Romanticism contributes to left-wing and liberal traditions in which political action aims to transport “people from a phase where they are dominated by others … to a freedom which is effective self-action (Selbsttätigkeit).”29 Nevertheless, no sooner have the parallels between advertisement and engraved plate become visible than they begin to diverge. 

				Orc is poised midway between earth and sky, darkness and light, the vegetable forms on the left and the unframed space on the right. On the one hand, this intermediate position represents the revolutionary “dawn” as a moment of radical freedom, centred on the human, when it becomes possible to step into a new world. On the other hand, this moment of promise is marked by hesitation: Orc cranes his head upwards, with an expression suggestive of intense concentration on his face, as he reads the text floating in the sky above him. 

				When we too become readers rather than viewers of this plate, our point of view shifts from the agent of revolution to its object, a woman who personifies America (the land) and its indigenous peoples.30 From this second perspective, what was celebrated as liberation is re-presented as rape, dispossession, “eternal death: and ... the torment long foretold.”31 Image and text therefore confront us with incommensurate visions of the future, with the one promising to dispatch and the other reinstating (albeit in new form) the repression and cruelty of the ancien regime. Although critics commonly ignore or excuse the latter in order to celebrate the former,32 the plate holds both in tension with each other, refusing to choose between them.

				America was published in 1793, four years after the French Revolution, which Blake saw as a continuation of the American Revolution. The proximate context informing Orc’s equivocation can therefore be found, on the one hand, in the celebrations marking the first day of Year I of the French Republic calendar (September 22, 1792) and, on the other hand, the events that followed, which included the execution of Louis XVI (January 21, 1793) and the beginning of the Reign of Terror (September 5, 1793–July 27, 1794) during which perhaps half a million people were arrested and tens of thousands were executed.33 But whether framed by events in America or 
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				France, the power of imagination to fashion new worlds, which Reckwitz’s genealogy of upward percolation takes as its starting point, is represented as entangled in a violent history that it had promised to dispatch. 

				It is important to add that this conjunction of incommensurate views is the work of an imagination centred on empathy rather than creation, and patiency rather than agency, which is therefore able to hold contradictory perspectives in tension with each other, without rushing to decide between them.34 And this in turn brings another variety of imagination into view, this time centred on self-reflection and self-critique, which is foregrounded by lines engraved beneath the rising Orc:35 

				The stern Bard cease’d, asham’d of his own song; enrag’d he swungHis harp aloft sounding, then dash’d its shining frame againstA ruin’d pillar in glittring fragments; silent he turn’d away,And wander’d down the vales of Kent in sick & drear la	-mentings.36

				These lines take us to our fourth exhibit (fig. 5), which introduce an imagination that is itself unwell and a source of sickness.

				Exhibit Four: A Detail from Blake’s The Book of Los
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				Figure 5. William Blake, Detail from The Book of Los, plate 3 (13.7 x 9.8), The Book of Los (1795) © The Trustees of the British Museum. This image, provided courtesy of the British Museum, is not licensed to be reproduced in any other context.
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				At first glance, this image resembles an egg lying on its side: its yolk is formed by the second of the letters “L,” “O,” and “S,” which together spell the name given by Blake to the (fallen) imagination, while its shell is outlined by the flourish that, beginning a short distance from the upper terminal of the letter “S,” moves clock-wise around the name. When this flourish reaches the upper left-hand portion of the design, it forms the first of a sequence of six egg-shaped loops, each smaller than the previous one. Together they form a vortex or diminishing spiral, the end of which disappears in the void immediately above and some distance behind the point where the flourish began.

				Accounts of the Romantic imagination commonly set its expressive and transgressive powers against the repressive forms of instrumental reason, with the first linked to wellbeing and the second to illness; but in Blake’s oeuvre, the name “Los” links imagination to “loss,” while also identifying it as a dark sun (a reversed “Sol”) that brings darkness rather than light into the world. Rather than being a self-evident source of health, the imagination is associated with trauma and to that extent with illness. Still worse, the egg-shaped “O” at the centre of the name “Los” and of the design as a whole frames Urizen—a figure who in Blake’s pantheon represents god, priest, king, reason and, as can be heard when his name is spoken, “your reason.”37 As this suggests, in this design upward percolation is represented as already underway, with the “carpeting [of] expectation and capturing [of] potential” having reached the point where “things as they are,” dominated by Urizen, is supported by Los. 

				Recalling popular images of God the Father, Urizen is depicted as an elderly white man, with a long brown beard and flowing hair, who keeps his eyes shut in order not to see what is beneath him. A large Bible, open at pages that together contain ten lines of text, representing the ten commandments, is suspended by a rope from his neck. The Book and the Law, with the head of the Father looming above them, establish an anchoring point for “The Net of Religion,”38 which extends from the “O” at the centre of the egg (the yolk) down into the space below it and out towards the reader/viewer until it reaches the shell to which it has been fastened, where it has caught a naked man and woman. The pair are lying on their sides, divided from each other, glued to the net beneath them. Both lift their heads above their bodies, in order to gaze at the other-worldly heaven promised by the powers above them. 

				A yolk normally supplies nutrients necessary for an embryo to develop, but here the process is reversed: the yolk supports a net or web (a yoke) that stifles bodily encounter, movement, and growth. Further, the elderly man at the centre of the egg is a spider (two of his eight legs are visible where his left arm should be), who grows by feeding on the lives he catches in his web. The world created by Los, the design suggests, is a world 
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				of repression, enslavement, and death, which serves only the interests of the powerful. 

				Blake’s images, like his names, are often multivalent. In this case, the “O” that frames Urizen, which we have described as a letter, an egg, and a yolk/yoke, is shaped like a pier glass—a type of mirror typically fixed to the wall between two windows. In the eighteenth century, these mirrors were often placed in the reception rooms of the wealthy, where they added virtual to material spaces making the small seem large. Like all mirrors, a pier glass reverses the scene it reflects: when the naked couple gaze into the mirror above them, the Net of Religion, the proximate source of suffering in this world, reappears as an orderly mathematical/spiritual world in the heavens above Urizen (visible in the upper reaches of the “O”). 

				The differential introduced by this mirror, between earthly suffering and heavenly bliss, divides life between opposing natures, creating a subject that is “An Heir of Glory! a frail Child of Dust! / Helpless Immortal! Insect infinite! / A Worm! a God!”39 And this in turn sets the scene for a profound re-routing of desire, which brings even Orc into the service of the high and mighty. Indeed, in this design upward percolation has reached the point where only three traces of Orc remain. First, in the (incomplete) heart sketched by the upper half of the letter “S” and the first sweep up and down of the flourish. Next, in the bodies of the couple caught by the Net of Religion. And third, in the sequence of egg-shaped loops, each defined by a movement up towards heaven, which is followed by a fall back into the body, that takes us step by step to catastrophe.

				This depressing conclusion completes the description of an imagination radically different from the one contemplated by Reckwitz or acknowledged in the Age of Imagination. Imagination, reason, energy, and the body are now entangled with rather than standing at a distance from each other, with the trajectory of each shaped in part by a system to which they all contribute. Further, inside this system Los and Urizen are in league with rather than struggling against each other: the former frames while the latter imposes the hierarchical binary distinctions that set the scene for upward percolation.

				It is important to add, however, that this redescription of imagination is a product of the same faculty’s re-productive and self-reflexive powers, glimpsed in the second plate of America, but which here has become radical critique. We normally align critique with reason rather than imagination, but for Blake critique is the work principally of the prophetic imagination, owing to that faculty’s predictive and redescriptive powers, which enable us to see (imagine) the relations that shape the present and the future to which they are leading. 

				It is true, of course, that critique/prophecy “changes nothing because it leaves the world as it stands intact” and that this conditions the 
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				impasse evoked by the four lines that brought our discussion of our third exhibit to an end. And yet at the same time “it changes everything because by revealing this world to be contingent it opens the possibility of change from inside it rather than” by trying to reach a supposedly new world somewhere else.40 This apparent contradiction informs my discussion of the next exhibit, “ הי [Jehovah] & his two Sons Satan & Adam” (fig. 6), which is framed by the imperial work of art at its centre and the republican art articulated from its margins. Our journey between these poles passes, necessarily quite slowly, from imagination as re-presentation (realism) to imagination as reframing (critique), then as re-visioning, and finally as a participatory art that takes us back to the present. 

				Exhibit Five: Blake’s “הי & his two Sons Satan & Adam”

				Re-presentation
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				Figure 6. William Blake, “ הי & his two Sons Satan & Adam,” composed c.1815, c.1826–1827, Copy B (image 26.2 x 21.6 cm). Collection of Robert N. Essick, Altadena, California. Wikimedia Commons / Public Domain. 
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				At the centre of “ הי [Jehovah] & his two Sons Satan & Adam” is an engraving of “Laocoön and his Sons,” a marble sculptural group that Pliny the Elder (23/4–79 CE) described as the work of three artists from the island of Rhodes, housed “in the palace of General Titus” (39–81 CE), and “superior to any painting and any bronze.”41 After its excavation in 1506, it became a key point of reference for Renaissance and Neoclassical debate about aesthetics, the relation between the visual and verbal arts, and the competing demands of expression and decorum. According to Johann Joachim Winckelmann (1717–1768), it portrays 

				a man in extreme suffering who is striving to collect the conscious strength of his soul to bear it … While the muscles are swelling and the nerves are straining with torture, the determined spirit is visible in the turgid forehead, the chest is distended by the obstructed breath and the suppressed outburst of feeling, in order that he may retain and keep within himself the pain which tortures him.42

				Blake’s engraving of “Laocoön and his Sons” was probably made in c.1815, while working on plates commissioned by Abraham Rees (1743–1825) for The Cyclopaedia; or, Universal Dictionary of Arts, Sciences, and Literature (1802–1820).43 It may have been the first state of a design rejected by Rees or a separate commission that came to nothing,44 but whatever the case, Blake returned to the plate in 1826 or 1827, adding lines of text that crowd around the figures, filling what had been empty space. Blake describes the composite work this produced as containing his “creed”45 and critics have followed suit, with Geoffrey Keynes, for example, describing it as Blake’s “Last Testament.”46

				As recounted by Virgil (70–19 BCE) in the second book of the Aeneid (29–19 BCE), Laocoön was a priest of Neptune, who warned his fellow Trojans not to accept the wooden horse left at the city gates by the Greeks. He almost succeeded: when he pierced the side of the horse with his spear, groans from those hidden inside could be heard, but to no avail. The attention of his audience was captured instead by Sinon, a Greek soldier acting the part of a deserter, who played on their curiosity, pity, credulity, and finally their pride and desire for revenge. 

				The wooden horse, Sinon told the Trojans, was a statue dedicated to Minerva, the goddess of wisdom, the arts, commerce, and war. Further, it had been ordained that, if it was carried inside the city walls, then Greece rather than Troy would be destroyed.47 Doubts that might still have been entertained were eclipsed by the spectacular event that followed, memorialised by “Laocoön and his Sons,” which the Trojans interpreted as punishment meted out by Minerva for Laocoön’s treatment of the statue.48 After the horse had been brought inside the city’s walls, those hidden inside 
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				it were released and the Trojans slaughtered. In the words of Virgil’s narrator: “False Tears and fawning Words” (the hallmarks of an imagination in league with the powerful), led to the destruction of Troy, something that “[a] thousand ships” and “ten years Siege” had been unable to achieve.49

				With this history in mind, it can be argued that Laocoön’s suffering, as described by Winckelmann, is the vehicle rather than the tenor of this sculpture, which functions as a testament to the cruel power and cunning of the gods, emperors, and generals who “drive wars, and a caution for those who would oppose them.”50 Indeed, this class of powerful figures are soldered to the sculpture by the places where it has been displayed. First, the palace of General Titus, the man responsible for the destruction of Jerusalem during the First Jewish-Roman War (66–74 CE). Next the Pope’s Vatican Palace, the seat of the spiritual/material empire of the Roman Catholic Church. Third, the Musée Central des Arts (The Louvre) in Paris, where it was brought by Napoleon after he had conquered Northern Italy (1796–1797) and become its King (1805). After Napoleon’s defeat at the Battle of Waterloo (1815) and abdication four days later from his role as Emperor of France, the sculpture was returned to the Vatican where it remains.51 

				Reframing

				The frame used by Blake to defamiliarise, reinterpret, and then re-envision the statue is announced by the title of his engraving, which is not “Laocoön and his Sons,” as it was until recently called by editors, but “ הי [Jehovah] & his two Sons Satan & Adam as they were copied from the Cherubim of Solomon’s Temple by three Rhodians & applied to Natural Fact, or History of Ilium [Troy].”52 According to this title, accounts of the statue as a testament to power, like the one developed in the previous section, mistake the surface of the statue for its substance. In other words, they take the picture it draws as a testament to, rather than critique of, the supposedly natural state of things. This misreading becomes possible when its audiences forget that it is a copy of a much older work of art, which was framed by the drama described in the Book of Genesis. Adam, Satan, and God are, of course, the key players in this drama, which describes the process through which this world is brought into being.

				This primal drama is brought to bear on the statue by the words “Good” and “Evil” (4). The first can be found in the centre of the design, above the head of the serpent biting Laocoön, and the second above the head of the serpent attacking the son on the left. Together they recall the binary moral code assumed by Adam and Eve when they ate an apple from “the tree of knowledge of good and evil” (Genesis 3:5)—an act inspired by Satan’s promise that it would turn them into “gods” (3:5). Thanks to these 
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				two words, the design draws a correspondence between, on the one hand, Laocoön and his two sons (Thymbraeus on the left and Antiphantes on the right) and, on the other hand, Jehovah and his two sons (Adam on the left and the fallen angel Satan on the right). 

				At first sight, these words and the Hebraic myth that frames them seem impossibly distant from the Classical sculpture we have been discussing. But this temporal gap, along with the gulf that divides these ancient worlds from early nineteenth-century London, are narrowed by the aphorisms closest to the statue, which draw attention to what one might call persistent structures of repetition that appear “historically in ever new and different forms.”53 These structures are introduced by the aphorism that frames Adam’s raised right arm, which renders in social and political terms applicable to each of these eras the story told in Genesis (see fig. 7): 

				 Good & Evil are	 Riches & Poverty a Tree of  Misery	 propagating  Generation & Death  (ll. 13–17)	
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				Figure 7. Detail from William Blake, “ הי & his two Sons Satan & Adam” (composed c.1815, c.1826–1827), Copy B (image 26.2 x 21.6 cm). Collection of Robert N. Essick, Altadena, California. Wikimedia Commons.
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				In the first two of these lines, the matter-of-fact identification of moral and economic binaries is presented as a primal scheme in which Adam has become entangled, which divides life from its Edenic forms by judging, categorising, and then rearranging it in relation to hierarchical sexual, social, and economic norms. This strips life of its potential, leaving only “a Tree of Misery” and “propagating / Generation & Death,” which we can gloss as the cycles of hope and despair that drive state religion, commerce, global empire, and war.54 

				On the right-hand side of “Laocoön and his Sons,” another dimension of the same picture is drawn: the word “Good,” inscribed above the head of the serpent held in Jehovah’s left hand, is placed in binary opposition to the name Lilith, written in Hebrew script below the same serpent’s body. Lilith, Adam’s first wife, was banished because she refused to obey him—a fate registered by her enclosure in the triangle outlined by the body of the serpent of Good, Jehovah’s left thigh, and Satan’s right hip. This sets the scene for another recension, now in gendered terms, of the contrast between “Good & Evil,” which distinguishes between the outcast Lilith, commonly represented as a demon, and “The Goddess Nature,” Satan’s wife, whose name forms a halo for her husband (see fig. 8). 
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				Figure 8. Detail from William Blake, “ הי & his two Sons Satan & Adam” (composed c.1815, c.1826–1827), Copy B (image 26.2 x 21.6 cm). Collection of Robert N. Essick, Altadena, California. Wikimedia Commons. 
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				Moral, economic, and gendered distinctions combine, the design suggests, to structure a world that, in its myriad dominant forms, is itself the “flaming sword” that, according to Genesis, keeps us from “the tree of life.” In this sense they are similar to the quasi-universal distinctions identified by Reinhart Koselleck, such as “master and servant,” “friend and foe,” and so on, that set “history in motion”55—although in Blake’s case the distinctions he mentions set in motion a particular kind of history, one dominated by the powerful.

				Re-visioning

				A note different from those we have been considering is struck by the aphorism arching down from above Jehovah’s head to Satan’s right shoulder, as if to draw the parts of the statue together, which announces a retreat from time to the heavens of religion and art—or at least that is how it is normally read:56

					Hebrew Art is	called Sin by the Deist Science	All that we See is Vision from Generated Organs gone as soon as come	Permanent in The Imagination; Considered	as Nothing by the	Natural Man	(ll. 20–26)

				However, if we put the critical consensus to one side for a moment, there is in fact nothing in these lines to suggest retreat, which are instead better described as metacommentary on the exchanges between imagination as re-presentation (realism) and as reframing (critique), which we have to this point been tracing, and on the re-visioning of “Laocoön and his Sons” that they have already effected. Indeed, if we look again at the image at the centre of the plate, we find that nothing and, to this viewer’s surprise, everything has changed. 

				“Laocoön and his Sons” remains visible to our “Generated Organs”: the engraving, the sculpture it represents, and the imperial culture it memorialises have not changed. And yet the same sensuous impressions, now reframed by “Hebrew Art” (the story told in Genesis), bring into view the foundational drama rehearsed each time “Laocoön and his Sons” is viewed. This performance takes as its subject matter the simultaneous attempt by each of the sculpture’s figures “to ‘possess’ the object of [their] desire in spite of its [continuing] absence.”57 For those able to keep two stories (one Classical and the other Hebraic) and two times (one repetitive and the other 

			

		

	

	
		
		
		Page 397
		

	
	
		
			[image: ]
		

		
			
				397

			

		

		
			
				progressive) in view at the same time, it is as if we are seeing double, but with each image of the same thing tugging in a different direction.

				It is now possible to see, for example, that while Adam pushes with his left hand against the head of the serpent of evil, he is looking behind his father’s back to Satan, who promised him that one day he would be like a god. At the same time, Satan looks upwards, towards the head of the Father whose power he wants to usurp, while Jehovah, having turned his back on his wayward son, looks still higher into the air, away from both his sons, towards the obedient heaven over which he would prefer to reign. As in the previous exhibit, the struggle this institutes, between phantasmatic objects of desire (power / control / dominance) and the real world that keeps us from them (misery / the reprobate / the actual) portends a catastrophe in which although Jehovah plays a leading role, all are involved. 

				The Greek text running parallel to and just above the right-hand side of Jehovah’s head, identifies him as “Ophiuchus (‘serpent holder’), the name of the constellation next to serpens.”58 As this confirms, he is the Urizenic figure who (with the help of imagination) holds in place the culturally constructed serpents of Good and Evil, which is to say at the same time “Riches & Poverty,” Generation & Death, powerful men & compliant women, and goddesses & whores. 

				Adam’s (humanity’s) role as agent and victim of the world in which he is immersed is suggested by the position of his right arm, which wears like a long glove the first three of the binaries we have just mentioned, while being closely associated by Hebraic myth with the fourth and fifth. The point is emphasised by his right hand, which, while weighed down by “Misery,” holds “Death” between its thumb and outstretched fingers.

				Satan’s prospects seem more positive: the serpents coil so loosely around his right arm and left leg and are so preoccupied by his father and brother that there seems little to keep him from walking free. But this degree of freedom stems from his kinship with the world within which all three are bound. As is advertised by the textual halo around his head, “Satans Wife The Goddess Nature is War & Misery & Heroism a Miser” (18).

				These disparate perspectives and the primal drama they evoke bring us back to the line quoted near the beginning of this sub-section, “All that we See is Vision,” which we can now gloss as the claim that, when read symptomatically, the world revealed by everyday sight (the actual) is at the same time a Vision of the acts through which it is produced. As one moves from empirical fact to constituting drama, what had seemed solid becomes ephemeral (“from Generated Organs gone as soon as come”) and what had seemed “Nothing” (human acts) becomes substantial. This is why “Hebrew [aka prophetic] Art is / called Sin by the Deist Science”: it presents as contingent what the latter believes is set in place by God or Nature and, still more provocatively, makes visible the drama of domination, dispossession, and repression that brings “things as they are” into being. 

			

		

	

	
		
		
		Page 398
		

	
	
		
			[image: ]
		

		
			
				398

			

		

		
			
				A Republican Art

				In contrast to recent critiques of critique, which take it to be a dead end,59 critique is for Blake the beginning of Vision.60 Indeed, the words and phrases we have been discussing, which reframe, critique, and re-envision “Laocoön and his Sons,” function also as stepping stones that lead from the surface of the image/statue out into the crowd of aphorisms surrounding it, where those likely to be encountered first are at work dismantling the reality of which the statue is part.

				“Good and Evil,” for example, are dismissed by lines inscribed to the right of Satan’s foot, which ask rhetorically “Is not every Vice possible to Man / described in the Bible openly” before concluding that “All is not Sin that Satan calls so / all the Loves & Graces of Eternity” (111–14). Similarly, “Riches & Poverty” are dispatched by the claim (to the right of Satan’s head) that “For every / Pleasure / Money / is Useless” and (to the left of Adam’s feet) that “Money ... is … / the Root of Good & Evil / In The Accusation of Sin” (82–5, 48–50).

				Further from the statue, secrecy, the exploits of great men, and the dominant class, which are respectively the chief hallmark, primary subject matter, and ideal viewers of imperial art are dismissed by aphorisms that promote a republican aesthetics, thematics, and audience. Near the upper border of the plate, for example, an aphorism asserts that “Art can never exist without / Naked Beauty displayd” (57–8), while another, placed at right-angles to the first, summarises what follows from this claim: 

				The whole Business of Man IsThe Arts & All Things Common	No Secre sy in Art	(105–108)

				As one approaches the left- and right-hand margins, aphorisms like these are joined by others that explore what a republican art would involve. The aphorism on the left, for example, which extends from the first step of the plinth almost to the upper margin of the plate, outlines an immanent theology that displaces a set of hierarchical binary distinctions (such as those between God and humans, eternity and time, the high and the low) that arguably contain all the other destructive binaries that we have mentioned. 
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				After asserting that “The Eternal Body of Man is The Imagination,” the aphorism’s long first line adds: 

				
					 that is God himself

					 The Divine Body
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					 Jesus we are his

					 Members

				

				It manifests itself in his Works of Art (In Eternity All is Vision)

				 (42–5)

				Although “The Eternal Body of Man” is normally associated with life after death, it is here identified with “Imagination,” a faculty closely associated with time, earthly bodies, and new beginnings rather than eternal states. Next, “God himself” (the Father) and “The Divine Body” (the Holy Ghost) are identified with the same temporal faculty. And in the third part of the aphorism (towards which the curly bracket is pointing), all these figures are identified with Jesus,61 who in conventional theologies is the one member of the Trinity who descends from Heaven to Earth. In this case, however, all three descend, along with the “The Eternal Body of Man,” leaving heaven untenanted and bringing Imagination into the centre of life. 

				These claims take us back to the beginning of our argument, to what Reckwitz describes as “the … marginal, utopian, aesthetic-artistic opposition” that in the late twentieth century percolates “up into the dominant segments of contemporary culture.” But this return now enables us to see the extent to which “ הי [Jehovah] & his two Sons” is part of and yet not contained by this history and therefore always threatens to take us beyond its borders. Rather than mediating between the powerful (God/the State) and the powerless (humanity), Blake represents Jesus the Imagination as a republican assembly (“we are his / Members”), which can therefore be aligned with the open rather than the predetermined. This is why the aphorism we are considering concludes with the claims that “It [‘the Divine Body’] manifests itself in Works of Art,” and that “In Eternity,” which we can now gloss as living potential (imagination-in-time), “All is Vision.” Both evoke a world in which “there is no essence, no historical or spiritual vocation, no biological destiny that humans must enact or realize”62 and which is, therefore, in process rather than set in stone.

				The movement sketched by the design is therefore not upward, still less towards the centre, but downwards (deconstructive) and then outwards to its peripheries, from where a democratic republican body can begin to take shape. Much the same movement is rehearsed each time the work is read/viewed, while the open world it champions is mimed by its processual form. As we turn “the page, first this way and then that, in order to read [the aphorisms], the relation between centre and periphery, and text and reader, 
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				is reversed: it is the second in each of these pairs that now puts the first in motion.”63 In contrast to the testaments of the powerful, represented here by “Laocoön and his Sons,” Blake’s testament is ephemeral, printed on a single sheet of paper, and recorded in aphoristic and non-linear form that invites readers/viewers actively/bodily to take part in the construction of meaning. It presents, in other words, an image of healing rather than domination.

				Looking Backwards and Forwards At Once

				In Sediments of Time: On Possible Histories, Reinhart Koselleck remarks that because “each present expands backward [to the past] and forward [to the future] at the same time” it includes within itself a “present past” and “present future.” The former repeats without being identical to an element of the past (a “past present”). The latter anticipates without circumscribing what will one day come to be (a “future present”).64 In Reckwitz’s The Invention of Creativity, for example, our “present past” includes an element drawn from Romantic notions of imagination (a “past present”), while the “present future” it explores takes shape as this element percolates upwards into the mainstream, where it works variously to widen or narrow the forms that the future (a “future present”) might take. But, of course, Koselleck’s schema also suggests the importance of not circumscribing too narrowly the “present pasts” and “present futures” that we are able to recognise—not least with regard to the imagination, given that wellbeing is something we play a part in building, in our individual lives, in the cultural and social worlds we inhabit, and through what will in time be the “present pasts” engaged by later generations. 

				In “Sketch of the Ultimate Politician” (1947), Stevens conjures a figure able not just to narrow but to close the gap that ten years earlier he represented as dividing “the Blue Guitar” from “things as they are.” The “Ultimate Politician,” he writes, “is the final builder of the total building, / The final dreamer of the total dream, / Or will be. Building and dream are one.”65 The identification of “total building” and “total dream” anticipates once again the phenomenon described by Reckwitz (and Thrift), while also bringing to mind the ambition that, in spite of their differences, informs our first three exhibits. 

				For Stevens, writing in the aftermath of World War II, ruin inspires the restitutional politics proposed by the last lines of “Sketch of the Ultimate Politician,” which invoke “a building [that] stands in a ruinous storm, / A dream interrupted out of the past, / From beside us, from where we have yet to live.” For the early twenty-first century, that building is perhaps the metaverse, a utopia being built in the midst of catastrophic climate change, which offers a retreat from the world in which we nevertheless have to live. For Blake, writing during and after the Napoleonic wars, ruin prompts a turn 
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				from ideal objects to the world in which we already live, evoked by his claim in Milton a Poem (c.1804–1811) that “The Imagination is not a State [or Building or Platform66]: it is the Human Existence itself.”67 The redescription in these lines of the adamantine (the State and its metanarratives) as ephemeral (a mere state) and the passing (imagination/existence) as permanent provides the foundation for his republican politics and aesthetics, in which imagination appears not as a faculty possessed by an individual, still less as “potential” captured by the State, but as “Human existence” in all its variety. 

				There is no need to overstate the importance of Romanticism for our understanding of the present in order to conclude, first, that the cycles of repetition and change mapped by Reckwitz and the multiple temporalities they imply are more complex than he allows. Next, that this complexity calls for a history of imagination that is plural, multi-perspectival, located in the particular, and “refracted through different accounts of similar historical events and structures”68—a history for which the volume in which this chapter appears might be considered a prolegomenon. And, finally, that if we are to make sense of the tangled relations between imagination/creativity and wellbeing, we need more extensive conversation than is currently the case between disciplines focused on the past and “present pasts” and those occupied by the present and its “present futures.” 
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				Appendix 1

				הי & his two Sons Satan & Adam1Drawn & Engraved by William Blake

				The Angel of the Divine Presence

				מלאך יהוה

				ΟΦΙουΧο

					Evil	Good

					If Morality was Christianity Socrates was the Saviour

					הי & his two Sons Satan & Adam as they were copied from the Cherubim

					of Solomons Temple by three Rhodians & applied to Natural Fact, or History

					[of Ilium

					Art Degraded Imagination Denied War Governed the Nations

					[Enveloping Jehovah’s right arm]

					The Gods of Priam are the Cherubim of Moses & Solomon: The Hosts

					of Heaven

					Without Unceasing Pracise nothing can be done Practise is Art

					If you leave off you are Lost

					[Above the head of the figure on the left]

					Good & Evil are

					Riches	& Poverty a Tree of 

					Misery

					propagating 

					Generation & Death

					[Curving around the head of the figure on the right]

					Satans Wife The Goddess Nature is War & Misery & Heroism a Miser

					[Linking Jehovah’s left thigh and the hip of the figure on the right]

					לילית

					[Arranged in an arc that curves down to the right, from above Jehovah’s head]		 Hebrew Art is 

					called Sin by the Deist Science

					All that we See is Vision 
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					from Generated Organs gone as soon as come

					Permanent in The Imagination; Considered 

					as Nothing by the 

					Natural Man

					[Directly above the preceding lines]

					What can be Created

					Can be Destroyed

					Adam is only

					The Natural Man

					& not the Soul

					or Imagination

				[Remaining aphorisms, reading clockwise, from the outside towards the centre, beginning in the lower left-hand corner:]

					Spiritual War

					Israel deliverd from Egypt 

					is Art deliverd from

					Nature & Imitation

					A Poet a Painter a Musician an Architect : the Man

					Or Woman who is not one of these is not a Christian

					You must leave Fathers & Mothers & Houses & Lands if they stand in 

					[the way of Art

					Prayer is the Study of Art	Fasting &c. all relate to Art

					Praise is the Practise of Art	The outward Ceremony is Antichrist

					

					The Eternal Body of Man is The Imagination .

					[that is God himself

					The Divine Body	 Jesus we are his 	Members

					It manifests itself in his Works of Art (In Eternity All is Vision)

					The True Christian Charity not dependent on Money (the lifes blood of 

					[Poor Families)

					that is on Caesar or Empire or Natural Religion

					Money, which is The Great Satan or Reason 

					the Root of Good & Evil

					In The Accusation of Sin
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					Where any view of Money exists Art cannot be carried on, but War only 

					by pretences to the Two Impossibilities Chastity & Abstinence Gods of the 

					[Heathen	Read Matthew CX. 9 & 10 v

					He repented that he had made Adam

					(of the Female, the Adamah)

					& it grieved him at his heart

					Art can never exist without 

					Naked Beauty displayed

					The Gods of Greece & Egypt were Mathematical 

					Diagrams 

					See Plato’s

					Works

					Divine Union 

					Deriding

					And Denying Immediate

					Communion with God

					The Spoilers say 

					Where are his Works

					That he did in the Wilderness

					Lo what are these 

					Whence came they

					These are not the Works 

					Of Egypt nor Babylon

					Whose Gods are the Powers 

					Of this World. Goddess, Nature.

					Who first spoil & then destroy 

					Imaginative Art

					For their Glory is 

					War and Dominion 

					Empire against Art	See Virgils Eneid. 

					Lib. VI. v 848

					For every 

					Pleasure

					Money

					Is Useless

			

		

		
			
				55

				60

				65

				70

				75

				80

				85

			

		

	

	
		
		
		Page 416
		

	
	
		
			[image: ]
		

		
			
				416

			

		

		
			
					There are States 

					in which all

					Visionary Men

					are accounted

					Mad Men

					such are

					Greece & Rome 

					Such is

					Empire

					or Tax	See Luke Ch 2 v I

					Jesus & his Apostles & Disciples were all Artists Their Works were destroyd 

					[by the Seven Angels of the Seven Churches in Asia. Antichrist Science 

					The unproductive Man is not a Christian much less the Destroyer

					The Old & New Testaments are	Science is the 

					the Great Code of Art Art is the	Tree of Death

					Tree

					of Life

					GOD

					is Jesus

					The whole Business of Man Is 

					The Arts & All Things Common

					No Secre

					sy in Art

					What we call Antique Gems 

					are the Gems of Aarons Breast Plate

					Is not every Vice possible to Man 

					described in the Bible openly

					All is not Sin that Satan calls so 

					all the Loves & Graces of Eternity.

					Christianity is Art 

					& not Money

					Money is its Curse

			

		

		
			
				90

				95

				100

				105

				110

				115

			

		

	

	
		
		
		Page 417
		

	
	
		
			[image: ]
		

		
			
				417

			

		

		
			
				1.	This transcription of “ הי [Jehovah] & his two Sons Satan & Adam” is taken from Peter Otto, ed., William Blake, 21st Century Oxford Authors (Oxford: Oxford University Press, 2018), 618–21, and reproduced with the kind permission of Oxford University Press. Line breaks not in the original text are indicated by a single, square, right-facing bracket (“[” ).
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				Maria Alejandra Pinero de Plaza & Penelope McMillan, with Ricky Buchanan, Hila Dafny, Michael Lawless, Alline Beleigoli, Alexandra Mudd, Penelope Del Fante, 
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					looks at the effectiveness of telehealth versus standard care on healthcare utilization, health-related quality of life, and wellbeing in homebound populations. Such a review will 
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				Figure 6. Our socio-scientific exhibition for the Australian Association of Gerontology—submitted to and acknowledged by The Royal Commission into Violence, Abuse, Neglect, and Exploitation of People with Disability (SUB.001.02754 & SUB.001.02754)—with a link via QR code, to “Effectiveness of Telehealth versus Standard Care on Health Care Utilization, Health-related Quality of Life, and Well-being in Homebound Populations: A Systematic Review Protocol.
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0f those people who do not leave home as often as they would like because of their disability or condition,
383,500 were aged 5-64 years, and 212,800 were 65 years or older. This information was collected for all
people with disability aged 5 years and over, and those aged 65 years and over with or without disabilities.
0f all people with disability aged 5 years and over, approximately 37,700 (0.9%) reported not leaving home
at all; of these: 20,000 were aged 5-64 years old; 18,000 were aged 65 years and over, and 19,500 reported
disability or a health condition as the main reason they do not leave home.

This information represents a vital discovery highlighting the
FHBP problem as an issue that will likely become more
prevalent across the lifespan because of aging populations,
people living with multiple chronic conditions, and new
challenges like long Covid. For example, in 2022, Australia's
new census data indicates that more than three-quarters of
Australians reported at least one long-term health condition.
Potential combinations of those long-term conditions and
other health and social issues (considered rare health
issues or not considered chronic) are not addressed by
research; they are not investigated to inform policy, so
healthcare services or disability support services do not
cover them. Those knowledge gaps augment the scope of
study concerning FHBP because those combinations may
limit the person's capacity to leave home and the associated
marginalisation reported by FHBP.

Our collaborative work's data, findings, and implications resulted in media presentations, acceptance,
participation, and invitations to more than ten conferences, where our consumer co-authors were the
leading voice. Additionally, our first community report was cited in policymaking petitions, submissions to
the Senate, and associated recommendations. Our social research approach generates national and
international awareness and promotes public discussion about FHBP's crucial health and societal issues.
We believe a change process has been triggered via the visual research materials’ aesthetic and the
emotional power behind our work (as per fig. 3).
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to co-create another reality
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Ricky Buchanan, Hila Dafny, Michael Lawless,
Alline Beleigoli, Alexandra Mudd, Penelope Del Fante,

Geoffrey Hallmann,
Renuka Visvanathan, Zulimel Leon, Alison Kitson.
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Six potential areas to address the FHBP's challenges were identi
1.

Education for health practitioners and all
service providers about FHBP's needs would
facilitate the creation of more inclusive and
accessible communities and  associated
access to the physical environment, including
public transport, parks, buildings; housing;
digital information and communications
technologies; and inclusion in civic life,
including social, sporting, recreational and
cultural activities.

. Access to legal services refers to rights

protection, justice, and legislation. For
example, statutory protections like anti-
discrimination  measures,  complaints
mechanisms, advocacy, and better access to
justice systems were identified as relevant for
FHBP.

. Access to community care and rebates

means providing better economic security,
facilitating, when possible, jobs, ~better
business opportunities, financial
independence, ~and  creating better
possibilites so that FHBP can receive
adequate income support and/or housing.

in our study

4. Social prescription via technology refers to
personal and community support concerning
inclusion and participation in the community;
person-centred care and support provided by
specialist disability services and mainstream
services; and informal care and support.

5. Telehealth and virtual care to support FHBP's
health and wellbeing require providing online
health services, health promotion, and better
interaction between the health and disabilty
systems to increase FHBP's overall wellbeing
and enjoyment of life.

6. Implementing technological solutions (apps,
online platforms, robots) means increasing
the leaming and skils of FHBP and
embracing early childhood education and
better homecare across their lifespan. These
technologies ~ can increase  FHBP
participation in schools, further education,
vocational activities, and transition from
education to employment. They can also
facilitate life-long learning and  caring
services.

The core healthcare message behind these ideas was presented as a one-minute video embedded within
figure 4. The Consumers Health Forum of Australia recogniscd this video as onc of the best five idecas to
improve Australia’s health system.

)
=}

EN
-

Figure 4. “Telehealth and Social Prescription for Frail, Homebound and Bedridden People in
Australia” (video), Maria Alejandra Pinero de Plaza, Penelope McMillan, and Ricky Buchanan.

Further evidence-based research was activated; the team
published a systematic literature review protocol to
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Articulating the social-scientific
narrative behind our audio-visual work
highlights the empowerment journey
that our FHBP team members
obtained via advocacy and research.
The journey involved  several
publications and discoveries; for
example, the first conference
presentation on the topic became a
book chapter disseminated by The
World Health Organization,
considering the ethical issues around
the Covid-19 pandemic and FHBP.
The work of the consumer co-
researchers as advocates in science
and implementation projects allowed
the team access to national data
indicating that in 2018 the Australian
Bureau of Statistics survey of
Disability, Ageing and Carers found
that an estimated 596,800 people with
disabilities over five years of age were
being prevented from leaving home by
their own disability or difficulty using
transport.
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Abstract

People living with different debilitating illnesses chose to
use science and art to co-create another reality for Frail,
Homebound and Bedridden People: FHBP. This acronym
refers to people living in the community whose daily life is
physically limited to the boundary of their homes because of
their ongoing impairments in mobility, health, energy,
psychosocial or socio-functional domains. An estimated
596,800 Australians may meet this FHBP definition.

A Community-Based Participatory Research approach was
utilised to create a social-scientific narrative as a
collaborative autoethnography to report how art and science
have increased the creativity and wellbeing of the members
of the FHBP program of research.

In this chapter, we aim to present the visual work and
research that comprised the social-scientific narrative and
describe the empowerment of FHBP via advocacy and
research around their health and wellbeing. It presents the
co-design, co-research, and co-implementation pathway of
the FHBP research program and its vision to improve
FHBP’s health and wellbeing nationally and globally.
Suggested solutions from consumer co-researchers are
delivered as part of the work
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Figure 3. “Generating awareness about the FHBP experiences: FHBP’s hands reach for what
matters, narrating resilience and significance,” with link to “Frail, Homebound and Bedridden
People shared photos of touching or holding something important to them” (video) and, via QR
codes, to “Highlighting the unseen: Frail, Homebound and Bedridden People in Australia” (video),
Maria Alejandra Pinero de Plaza, et al.
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oFrame[i].addEventListener("touchend", function(event) { onTouchEnd(this, event) }, false);
oFrame[i].addEventListener("mousedown", function(event) { onMouseDown(this, event) }, false);
oFrame[i].addEventListener("mouseup", function(event) { onMouseUp(this, event) }, false);
oFrame[i].addEventListener("mouseover", function(event) { onMouseOver(this, event) }, false);
oFrame[i].addEventListener("mouseout", function(event) { onMouseOut(this, event) }, false);
}
}
function hasAppearance(element, appearance) {
var childArray = element.children;
for(var i=0; i< childArray.length; i++) {
var cn = childArray[i].className;
if(cn.indexOf(appearance) != -1) {
return true;
}
}
return false;
}
function isDescendantOf(child, parent) {
var current = child;
while(current) {
if(current == parent)
return true;
current = current.parentNode;
}
return false;
}
function addClass(element,classname) { 
var cn = element.className;
if (cn.indexOf(classname) != -1 ) {
return;
}
if (cn != '') {
classname = ' ' + classname;
}
element.className = cn + classname;
}
function removeClass(element, classname) {
var cn = element.className;
var rxp = new RegExp("\\s?\\b" + classname + "\\b", "g");
cn = cn.replace(rxp, '');
element.className = cn;
}
function onMouseDown(element, event) {
if (event.target && event.target.__id_touched) {event.target.__id_touched=false; return;}
if (hasAppearance(element, '_idGen-Appearance-Click')) {
addClass(element, '_idGenStateClick');
}
var actions = element.getAttribute("data-clickactions");
if(actions) {
eval(actions);
}
event.stopPropagation();
event.preventDefault();
}
function onMouseUp(element, event) {
if (event.target && event.target.__id_touched) {event.target.__id_touched=false; return;}
removeClass(element, '_idGenStateClick');
var actions = element.getAttribute("data-releaseactions");
if(actions) {
eval(actions);
}
event.stopPropagation();
event.preventDefault();
}
function onMouseOver(element, event) {
if (event.relatedTarget) {
if(isDescendantOf(event.relatedTarget, element)) return;
}
if (hasAppearance(element, '_idGen-Appearance-Rollover')) {
addClass(element, '_idGenStateHover');
}
var actions = element.getAttribute("data-rolloveractions");
if(actions) {
eval(actions);
}
event.stopPropagation();
event.preventDefault();
}
function onMouseOut(element, event) {
if (event.relatedTarget) {
if(isDescendantOf(event.relatedTarget, element)) return;
}
removeClass(element, '_idGenStateHover');
removeClass(element, '_idGenStateClick');
var actions = element.getAttribute("data-rolloffactions");
if(actions) {
eval(actions);
}
event.stopPropagation();
event.preventDefault();
}
function onTouchStart(element, event) {
if (hasAppearance(element, '_idGen-Appearance-Click')) {
addClass(element, '_idGenStateClick');
}
var actions = element.getAttribute("data-clickactions");
if(actions) {
eval(actions);
event.target.__id_touched = true;
}
event.stopPropagation();
event.preventDefault();
}
function onTouchEnd(element, event) {
removeClass(element, '_idGenStateClick');
var actions = element.getAttribute("data-releaseactions");
if(actions) {
eval(actions);
event.target.__id_touched = true;
}
event.stopPropagation();
event.preventDefault();
}
function goToDestination(ref) {
window.location.href = ref;
}
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"A socio-scientific and healthy aging exhibition
co-created and co-researched with homebound
people. It brings knowledge and understanding
about their situation, highlighting the solutions
scientists and clinicians can create with and for
homebound people."
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Figure 6. Our for the Australian Association of Gerontology—:

(SUB.001.02754 & SUB.001.02754)—with a link via QR code, to
“Effectiveness of Telehealth versus Standard Care on Health Care Utilization, Health-related

Quality of Life, and Well-being in Homebound Populations: A Systematic Review Protocol.
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Introduction

Research and art can combine in collaborative studies to prevent, mitigate and alleviate issues that
the mainstream cultural, power, or healthcare structures do not reflect or address. This belief informs.
this chapter, which, drawing on storytelling, photography, and art, tells the story of and documents
an unseen group's reality. In so doing, it also responds to calls made 20 years ago for research to
become involved in social change and to make the relationship between researched groups and
their investigators more equal. For instance, in 2005, Israel and colleagues published a repertoire
of competencies and methods for establishing partnership approaches to improve the health and
wellbeing of communities in general and eliminate health disparities. The publication was directed
to students, practitioners, community members, and researchers in public health and related
disciplines; however, two decades after this publication appeared, such resources and methods are
still unexplored and/or underused. Therefore, in this chapter, we applied participatory action
research methods by respecting health consumers’ (viz patient's and carers’) interconnectedness,
dignity, knowledge, and welfare to recognise them as co-researchers, co-authors, and experts on
their life experiences.

The origins of the FHBP program

In 2019, three women living with debilitating conditions decided to use science and art to co-create
another reality for the increasing numbers of people living in the community whose daily life is
physically limited to the boundary of their homes because of their ongoing impairments in mobility,
health, energy, psychosocial or socio-functional domains (i.e., Frail, Homebound and Bedridden
People: FHBP). The experiences of these women, as occasionally semi-homebound, homebound,
and bedridden persons, unite them. They used creativity and imagination to open a window on an
unseen problem (by “problem,” we refer to the kind of research question with implications for
scholarly literature, theory, and practice, that arises from an unattended need calling for meaningful
understanding and deliberate investigation, and action to support the change process requested by
FHBP). Therefore, forces were merged with researchers, practitioners, artists, industry, and the
community to create a program that responds to the calls and needs of FHBP (as a research
problem in this understanding of the term)

The methods of the FHBP program

A Community-Based Participatory Research approach was utilised to create a social-scientific
narrative for this chapter, a collaborative autoethnography, meaning a self-reflective qualitative
method to gain and share insights into this creative approach towards FHBP wellbeing. By following
this pathway, FHBP partners established and maintained equitable relationships with everyone
involved, using the Community-Based Participatory Research approach to increase awareness
about FHBP. They developed an intentional and purposeful discourse to highlight that the problem
faced by FHBP is that their reality is unseen; and they started a transformative research process
that involved building and enhancing trusting relationships amongst the co-researchers and many
co-creators of the program (health consumers, clinicians, and other healthcare stakeholders).

An accelerator grant from the “Better Communities Theme” of the Caring Futures Institute at Flinders
University, was awarded ($4000), and salary support was secured for the lead investigator from the
National Health and Medical Research Council Centre of Research Excellence in Frailty and Healthy
Ageing. The first ideas were drafted around our plans to collect visual survey data about FHBP
touching objects of value that represented their current or lost identities. These ideas were the
triggers for drafting the foundation of this program.
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determine if the suggested technological approaches to
tackling the complexities of the health care system and the
fundamental care needs of FHBP are relevant. The study
looks at the effectiveness of telehealth versus standard care
on healthcare utilization, health-related quality of life, and
wellbeing in_homebound populations. Such a review will
bring information on the interventions that may significantly
benefit FHBP in Australia and worldwide. FHBP are affected
by segregated support services and are concerned about
further marginalisation and discrimination. They describe
serious biases and inappropriate assumptions about their
life experiences, health diagnoses, and quality of life, and
these ideas are communicated via art and participatory
action research methods.

It is known that public health infrastructure and the health care delivery systems are ill-equipped to reach
people's homes. Therefore, the FHBP program now focuses on tackling the profound disparities concerning
healtheare access and public services. In these regards, the team believes that to activate change, they and
several transdisciplinary stakeholders must collaborate in a co-creation process. Therefore, we created an
innovative evaluation and implementation method and co-developed a socio-scientific exhibition about our
findings. We also communicated this program's core learnings to set up our future research agenda (as
presented in figs. 5 -Video- and 6). Future work involves co-designed research and exploring the perspective
of clinicians around the FHBP problem and its potential solutions.

Pinders

Figure 5. “We need to co-design tech solutions” (video), Maria Alejandra Pinero de Plaza, et al
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highighting

Being frail,
homebound, and
bedridden means

being trapped and
unable to leave
home.

o Homepound snd BeccenPeie

Figure 1. “The Origins of the Frail, Homebound, and Bedridden People program in Australia” (video),
Maria Alejandra Pinero de Plaza, et al.
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Conclusion

In this collaborative autoethnography, we presented art and
science as the enablers for change around the FHBP
problem. We believe that the unification of a social-scientific
narrative describing the empowerment of FHBP via
advocacy and research has triggered the initiation of that
change process. The visual research materials' aesthetic
and the emotional power behind our work are supported by
evidence-based resources that impact the health and
wellbeing of FHBP. Our program is still incipient but is
building significant value, capacity, and agency for its
members, their networks, and the public. We are creating a
common language that merges science, art, and health
research and revives important participatory action research
values around collaborating with different experts to create
wellbeing solutions beyond discipline-specific matters.
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This work was based on deep listening, creativity, and passion for change. The vision was focused
on opposite concepts: on one side the unseen realities of FHBP; on the other, the opportunity to
highlight those stories, considering different levels, needs, and impacts (as per fig. 2). The program
of research and methods obtained ethical approval from the Flinders University Social and
Behavioural Research Ethics Commit