








Primary cultural text 8

Fig 3.8

61



Stage 2: A global interchange - project participants
express their worlds

Participants in the research are young adults between the ages of 18 and 40
years; most are in their twenties. While participant recruitment has drawn on a
range of communication technologies it has fully utilised the potentiality of
computer-mediated communication processes in order to reach out to diverse
global regions. This is not to say that the project’s success in dependant on
digital processes. Face-to-face communication was initially used to activate the
networking process with students, family, friends, friends of friends etc
spreading the word, which was then supported by a range of communication
devices including email correspondence. However, internet forums and
international websites provided an opportunity to post the project details,
enabling people from around the world the opportunity to learn about the
research and to make contact with myself and vice versa. A particularly
inspirational site, Taking IT Global has been extremely effective in engaging
young people from all around the world. This site is linked to UNESCO.
Accessing virtual communities that have already been established to promote
intercultural understanding, have ensured success in the percentage of
participants fulfilling their commitment to the project.

Once this initial contact is made with potential contributors, a process of
ongoing dialogue begins, where detailed information about the research, the
project generally and expected outcomes are exchanged. They are made aware
of their potential role in the project and are advised of the ethical
considerations put in place for the protection of those involved in the project.
The process of dialogic exchange involving their responses to the primary
cultural texts is explained to them so that they have a clear understanding
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regarding the collaborative nature of the research. If they are interested and
willing to take part, they are then sent an information sheet, a consent form and
a random selection of the eight primary cultural texts (see appendix A-C). They
are also advised that they cannot be registered as participants in the project
until they carefully read the information sheet and return the consent form,
agreeing to have their name, age and nationality made public in various related
publications and viewing sites. For practical reasons, this initial communication
exchange is carried out in the language of English, although dialogue between
some participants can be assisted via an English translator.

The project is essentially set up as a game, an intercultural playground where
the emphasis is clearly on enjoyment of the process. The structure mimics the
idea of the semiosphere’s centre operating as a conformity enforcer while the
periphery engages with the new and the unfamiliar, generating diversity and
innovation. This is similar to Pope’s ideas on the relation between creativity
and constraint as ways of expressing the dynamic between bound game and free
play. He suggests that, ‘...it is precisely through game-like constraints — as long
as they are not too many and too inhibiting — that playful creativity is
stimulated to emerge’ (2005:122). Project participants are constrained by a set
of rules, but the rules are loose enough to allow for freedom of creative
expression. The game provides participants with a set of pictures, the primary
cultural texts. Participants can only use those pictures supplied to them. They
do not have the opportunity to access other interpretations, therefore, they are
not influenced by cross encounters. This provides the boundaries in which the
game can be played. As Sharples (1999: 41) notes, ‘constraint is not a barrier to
creative thinking, but the context within which creativity can occur’.

Project participants are asked to interpret the primary cultural texts, but have
been offered few cues as to the direction they are to take; only that each has the
opportunity to freely explore ideas towards locating their preferred meanings by
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drawing on their familiar cultural systems, cultural memory codes, social
practices and language structures. They are advised that they can make use of
the tools of the creative and visual arts in order to express themselves beyond
prose. Participants have the opportunity to utilise visualisation strategies to
shape their ideas and inform their actions. Seeing and knowing through images
and negotiating the visual world is part of everyday experience regardless of
nationality. Responding to the primary cultural texts using creative practice
techniques can encourage the expansion of imaginative possibilities, offering
participants a fertile environment for creative reflection and representation of
ideas.

Sarah Nasser
Cayman Islands

Fig 3.9
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Denniston Ewen
Jamaica

Fig 3.10

Robert Solso (2003) believes that the brain, consciousness, cultural
developments, and art are co-evolutionary and that both the mind and art
coexist within the same system, in a single physical universe. Nonetheless, the
way an individual thinks about art or interprets a visual object will be
influenced by personal experiences, histories and genetic predispositions.
Context therefore is an important factor in the understanding of pictures, so
while the formulation of ideas is a creative process that depends on individual

65



imaginative preferences, the practice is also mediated by collective cultural
contexts. We search out meaning that coincides with our view of the world.

While participants have been encouraged to attempt an interpretation for each
primary cultural text, it is stressed that it is more important to the project that
they feel comfortable with their level of involvement. Again, the emphasis is on
enjoyment of the process. Some of the project members have interpreted all
eight primary cultural texts while some members have chosen to interpret
fewer. Responses are returned in a range of formats; most have been emailed
back either as word documents or image files; others are posted and these are
usually hand-made responses, like original paintings or craftworks. For
instance, Katarina Lindstrom from Sweden returned via post a collection of
responses that included small oil pastels, hand-stitched assemblages of fabrics
and a paper collage. Her six responses are reproduced below as Figure 3.11.

Fig 3.11
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As responses are returned they are collated into the larger collection and
formatted for a range of viewing sites. AIll visual representations are
photographed and/or electronically scanned so that they can be moved around
across a variety of media.

The responses represented in Book 2 have been executed without any reference
to other participants’ interpretations. Each participant has worked alone in
expressing ideas and visualizations that best signify their individual thoughts
and feelings in response to the primary cultural texts. This has been an
important strategy for the project’s integrity in relation to maintaining the
theoretical position from which the methodological structure has been built.
Confrontation and interaction between different socio-cultural codings activates
semiotic dynamism. Because of the deliberate cultural ambiguity of the primary
cultural texts participants experience a visual dissonance and resolution to this
tension is required either through reduction, reinterpretation or change.
Disruptive encounters with the unfamiliar or the untranslatable, rather than
shutting down the system, will draw out creativity and new ideas can emerge.
This generative process, vital to cultural change and diversity, is what the
project exploits, the results of which make up the project’s collection of
intercultural interpretations.

Whilst there is a creative co-operation that extends and threads its way through
the sharing of a common subject, the project’s primary cultural texts, there is
an intricate autonomy built up that incorporates playful contributions of
individual expressions. These expressions of individual gestures can then be
contained and shared within a communal context, the emergence of which has
created something that is greater than the sum of its parts. The project’s
dedicated website opens the collection to a wider international audience and
offers the opportunity for the rules to change and a different process of
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intercultural exchange to be activated. Future participants in the project will
approach the primary cultural texts with a familiarity and a contextuality that
did not previously exist. Therefore interpretations received from this point will
be influenced by cross-cultural engagements.

Nonetheless, now re-created as a new game, the project can be sent back out
into a larger context still, to be shaped and reshaped again, and again, emerging
and re-emerging as different creative communicative potentialities. That is
creative practice as process. In James Carse’s Finite and infinite games: A
vision of life as play and possibility (1987) he approaches the concepts of play
and creativity and notes differences in the intent of a player, in that a ‘finite
player’ plays competitively with the objective of bringing the game to an end,
while an ‘infinite player’ plays with and for others in a collaborative and
cooperative game that has no determinate end in sight. Carse suggests that the
paradox and the ‘joyfulness’ of infinite play lays in learning to start something
that has no predetermined conclusion; there is, therefore, a selflessness about
infinite play that opens up creativity to greater possibilities beyond its first
conception (Carse 1987; Johnson 2001; Pope 2005).

The participant-interpretation stage of the project does not conclude the project.
Rather, it can be seen as a new departure point for further communicative
possibilities. The interchange of ideas continues onto stage three of the project,
where visual discourse takes place between myself, as artist and researcher, and
project members. This process involves the visual documentation of fragments
of the collected interpretations, in order to convert the collection into another
format. This new format can facilitate continuing creative exchange, opening
experiential opportunities to engage with an ever-more-widening international
collective.
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Stage 3: Placing pictures - mapping nhew meanings

The third stage of the research engages visual arts practice as a modality
between the participants’ thoughts, feelings and ideas, and the researcher, as
visual arts practitioner. This is where the project is expanded, by means of a
continuing interchange of ideas through visual dialogue between myself, as
artist and researcher, and project members. Making specific use of the
communicative method of hand-made picture-making my own creative
reflections of negotiated interpretations are recorded on small, magnetic-
backed, wooden blocks, 100x100x10mm in size (Fig 3.12). As interpretations are
gathered up from around the world visual components are dialogically explored
and associations are made through the intertextual relationship between the
original texts, creative responses from project members, and myself as
researcher and artist. Having prior knowledge of the construction process of the
primary cultural texts, the blocks implicitly allude to the original images sent
out for interpretation, whilst also explicitly referencing participants’ responses.
The blocks therefore provide a synchronic link between the primary cultural
texts and participants’ interpretations.

The collection of hand-painted blocks form 170 individual miniatures which I
refer to as imagetexts. These imagetexts are made publicly available at various
exhibiting sites. Arranged as an interactive semiotic playground, interlocutors
have the opportunity to continue the communication process by engaging with
the blocks, moving them around on the table and up the wall, reflexively
constructing new configurations, allowing for the possibility of fresh ideas and
meanings to emerge and re-emerge as an ongoing creative dialogue. Again, the
emphasis is on open ended ‘infinite play’. These hand-painted pictures can be
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renegotiated and reconfigured by each new player, broadening dialogue through
engagement with the exhibition. The paintings are produced on small wooden
blocks that are protected by a hard, clear lacquer. They fit neatly in the palm of
a person’s hand, are accessible and easy to handle.

Fig 3.12 170 hand-painted blocks can be reconfigured to form new meanings.
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The theoretical framework for this research project has been positioned with the
premise that images are central to the representation of our worlds. The
methodological structure has extended modes of interpretation in order to allow
meanings to come forward by exploiting the visual as a cultural resource and by
drawing on self-reflexivity to reveal how embedded cultural narratives are
imbued with the values of a contemporary lifeworld. The making and viewing of
art essentially offers an integrative experience that can express the relationship
between material, process and idea, connecting body and mind, and providing a
way of coming to know the world (Dewey 1934; Freedman 2003; Sullivan 2005).
Sullivan points out that ‘meaning is not contained within a form itself, but
exists within a network of social relations and discourse [and the] interpretive
landscape of “intertextuality” serves as a means by which meanings become
distributed and debated’ (2005:43).

The associative quality of images particularly gives them interpretive uses that
enable us to dynamically engage with our environment on multiple semiotic
levels. Stage three has utilised visual arts practice as a communication medium
that has acted as an agency for intercultural understanding by shifting contexts
and constructively expanding cultural perspectives, continually reshaping how
reality is perceived and meanings are formed. The collage of images reproduced
in Figure 3.13 on the following page represents a snapshot of visual
interpretations submitted in response to primary cultural text 2. They illustrate
the diversity of both individual and cultural expressions that can be generated
by the imaginative processes within the domain of the visual. The next
illustration, Figure 3.14, shows a selection of the hand-painted blocks that have
been produced as associative references to these negotiated interpretations.
These extracted fragments of information are passed on to the next level of the
communication process which extends to the public through its varied
interactions with the exhibition of the project’s 170 blocks.
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Fig 3.13 Visual interpretations submitted in response to primary cultural text 2.
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Fig 3.14 Hand-painted blocks produced as associative references to the negotiated
interpretations for primary cultural text 2.
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There are a number of reasons why the traditional method of painting was
employed for stage three of the research. Firstly, participants made use of a
range of visual and creative techniques to express their ideas and these have
been submitted in various formats. Therefore, in order to provide a consistent
visual collection for the next stage of intercultural exchange I needed to make a
decision on the choice of medium in relation to collective accessibility and
potentiality for extended creative practice. Painting was chosen because it
communicates through the plasticity of the material and through the optical
presence of allusion, whilst maintaining the stability of familiarity through its
canonical conventionality. The production of the blocks was not an attempt to
create new conventions, but rather to reinforce existing ones, providing an
agency for stability and continuity.

Due to its local decision-making attributes, painting also allows for contextual
ambiguity while dictating a fixed position, even when it takes on
representational stylistic qualities. This 1is because of the chirographic
characteristic of the mark-making qualities of painting. Through the painting
process, artists can make distinctive decisions about what is to be reproduced
from their lifeworld, and what is to be rejected, emphasising some aspects or
peculiarities while excluding others. This local decision-making characteristic
of painting means that the rendering process is variable and context-selective in
that the features derive from personal, historical and cultural conditions.
Therefore, because of the local decision-making qualities of hand-made picture-
making, each detail of a painting holds a particular point of view situated in a
context but that viewpoint does not need to be known or understood by the
viewer in order for the viewer to find meaning. Paintings are indexical of the
forces contributing to produce them and of the forces contributing to their
meaning so that this fragmentation allows for an unfixed identity (Sonesson
1999).
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Each hand-painted block indicates a selected fragment of the whole of a
participant’s interpretative expression. On one level there is an iconic quality to
this process, as each individual painting represents and is identified as a sign,
particularly because the context in which the blocks are situated is specifically
set up for an interpretive action to take place. However, local decision making
is employed in the choice of fragment to be repositioned as a new artefact and
the choice of rendering effects of the painted surface. Therefore, each painting
indicates a particular type of sign and there is a relational intention in the
production process. Sonesson (1996) contrasts iconicity as that which begins
with the single object and indexicality as starting out as a relation which would
give indexicality a perceptual quality. This indexicality is associated with its
local decision making qualities which Sonesson attributes to the notion that the
mapping rules of a painting, as a chirographic picture, use lifeworld concepts
that require there to be a set of rules that apply to mapping perceptual
experience through the direction of the mind and the hand and that these
mapping rules imply a particular view of the world. In this aspect the blocks, as
paintings, are indexical as distinct from iconic (Gibson 1980; Sonesson 1999).

The paintings also act like miniatures in that they are there to illuminate
individual ideas and provide the imagination with additional pathways for
innovation and insight. Miniatures have a long and established history within
the arts of literacy-based civilizations. The presence of miniatures as an
established art form dominates most early literate civilisations including Egypt,
Greece, China and India. [lluminated manuscripts from Ireland, Italy and other
parts of Europe survive and are dated as early as 400AD. The art of miniatures
continued throughout European history and was particularly prevalent during
the Middle Ages and the Renaissance, and to a large degree and in addition to
Chinese painting traditions, influencing early Islamic art through the great
Persian miniatures and the renowned miniature paintings of the Moghul Empire.
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Miniatures have traditionally synthesised the narrative to the pictorial, acting
as visual fusion to poetic expression and literary illumination. The use of this
art practice gives the blocks an illustrative quality and making use of the
painterly technique of photo-realism provides a sense of accessibility to a wider
audience. Painting is also tactile and personal and so may draw the viewer into
the artist’s space. This intimacy may encourage the viewer to engage with the
communication process as a co-creator.

Fig 3.15 The indexicality inherent in painting allows for a continuing process
of selection and omission.
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The decision to produce small paintings that could be handled by spectators
reinforces this sense of engagement and fulfils an important element of the
project’s philosophy of cooperation and sharing in the creative process. The
hand-painted blocks are personal and portable; in one way they take on a
utilitarian purpose, and the interactive aspect provides a culturally diverse
audience an open invitation into the visual arts domain through a space that
provides the opportunity for playful expressions of individual difference and
alternative viewpoints. The 170 blocks weigh only 12 kg and stack to a size that
can easily be transported around the world as personal luggage. The advantage
to this is that they can be set up anywhere enabling much greater accessibility
to a geographically diverse public.

Fig 3.16 The hand-painted blocks are personal and portable allowing
for a more intimate engagement and greater accessibility.
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PART 4 MAKING MORE PICTURES ON THE PERIPHERY

Studio exchange in Paris

Fig 4.1

During June and July 2007 a studio was set up at Centre International d’Accueil
et d'Echanges des Recollets in Paris as an international exchange. The 17
century convent was refurbished by the French government in the 1990°s to
serve as an international centre for visiting artists, scientists, intellectuals and
university students. The studio exchange was sponsored by Association Regard
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Contemporain. This studio-based activity provided an opportunity for me, as an
Australian academic and artist, to engage on an international level
professionally and to navigate within a different social and cultural context,
constructing a new creative platform from which to inspire unexpected
directions and approaches for responding to the project outcomes.

Eight paintings were produced during this exchange which synthesised the
project outcomes in relation to each primary cultural text by merging the
intercultural creative dialogues to date. Each painting provides an individual,
immersive reaction to research findings about intercultural existence as
expressed by the many nationalities embodied in the project. This extension to
the project is intended to show how the communication practice of making art
can broaden understandings. The completed paintings accompanied the
exhibition and interactive workshop at the 5" International Conference on New
Directions in the Humanities at the American University in Paris in July 2007.
These paintings further support the ideal of using art practice-based research as
a valid approach to new meaning-creation emphasising its valuable contribution
to the knowledge economy.

The project website also served as a creative diary. A web page within the site
provided for photos to be posted and updated regularly, to document the
progress of the studio activity, thus maintaining connectedness with project
participants and the public audience.
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Fig 4.2 Painting #1 Fig 4.3 Painting #2
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Fig 4.4 Painting #3 Fig 4.5 Painting #4
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Fig 4.6 Painting #5 Fig 4.7 Painting #6
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Fig 4.8 Painting #7 Fig 4.9 Painting #8
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PART 5 EXPANDING IDEAS - INTERCULTURAL
DIALOGUES CONTINUE

Presentation of project outcomes

Visual art-based processes and outcomes have required new media tools to
address the range of possibilities for the transmission of information and the
generation of new ideas. While it is not the project’s principal research
methodology, new media technologies play an integral role in locating, accessing
and engaging with participants from geographically and culturally diverse parts
of the world and provides a virtual space for the efficient movement of
information. New media technologies have also been utilised to collate and
present visual outcomes in ways that foster innovation and inclusiveness.
Presenting the project in innovative and challenging ways is crucial because of
the international nature of the research and the visual art based dialogic platform
that propels the project forward.

Because of the organic and open-ended nature of the research the presentation of
project outcomes has required a shift in focus from the traditional exhibition
methodology, towards a more mobile, interactive and international approach,
therefore a dedicated website has been designed and developed for the project
and is accessible via www.blueballproject.net. A regularly updated web-based
exhibition of the project outcomes is necessary to connect project participants
from around the world and to meet the needs of a contemporary global audience.
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The website ensures the project’s continuation and will provide the opportunity
for intercultural dialogues to continue by enabling new participants to join and
contribute their ideas and their viewpoints. The accessibility and the truly
international nature of the internet will ensure the collection can continue to
grow and it is hoped that the project will eventually represent every nationality
in the world.

The collection of hand-painted magnetised blocks, referred to as imagetexts,
comprise 170 individually resolved paintings. Each painting can stand on its own
as a professionally executed miniature. Just as the choice of medium was
considered an essential element to complete the third stage of the project, so too
was the decision to produce small paintings that could comfortably fit into a
person’s hand. By painting the semiotic imagetexts on small blocks that could be
easily handled and moved around, it was hoped that the viewer could become
more intimate with each block and feel confident to engage with the exhibition.
Each painted block has been finished with high grade varnish so that each loses
the preciousness of an exhibited artwork ensuring that participating spectators
engage enthusiastically with the collection. After all, the paintings have been
produced to be handled, scrutinised, moved around, and repositioned in order to
present multiple narratives to an engaging audience. The physical dimension of
the paintings also allow for the works to be stacked and packed as a compact
light weight unit that can easily be transported around the world as cabin

luggage.

The collection of hand-painted miniatures is also incorporated into the project’s
website. Set up as a Picture Play the user, or player, making individual choices
from the project’s collection can physically drag each selected block into a
gridded canvas, thereby assembling new visual configurations that may allow for
the emergence of unexpected ideas. These creative reconstructions by an
unknown, participating public can be saved and stored on the website’s database,
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and can be printed out by the player, providing an intertextuality that can extend
and enrich the communication process. Additionally, participants have the
opportunity to continue exploring intercultural interchange through the new
communication platform that the project’s website provides. The visual
configuration below (fig 5.1) has been executed by one of the original
participants, Melanie Ovaert, who represented France. She accessed the project’s
website in her hometown of Lille and re-engaged dialogue by responding to the
project’s larger collection of ideas via the imagetexts made available on the
project’s website through the Picture Play. This enabled her to creatively explore
new ideas and find expression through a different visual medium.

Fig 5.1
Picture Play response
from the project’s website

‘Rainbow’

Name: Mel from France
Country: World

Comment: love the concept
to play with all the paints
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The use of new media technologies has also been chosen to exhibit the large
visual collection of participants’ responses. With the use of a laptop and a small
data projector, an electronic virtual presentation of varying dimensions can be
projected onto any wall, anywhere in the world. This allows the entire project
to be compact, lightweight and extremely portable. It also ensures that the
collection maintains a professional presentation quality and can be regularly
updated, in transit.

5.2 Visual interpretations can be projected onto any wall,
anywhere in the world.
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International exposure

Big Blue Ball: Pictures, people, place was first presented to an international
audience in July 2006 at the 4th International Conference on New Directions in
the Humanities at the University of Carthage in Tunisia. This annual
international conference has been established to critically address the broad
range of themes and issues that impact on the various fields that currently make
up the Humanities. The conference paper introduced the project’s key focus of
enquiry, the theoretical foundation and the methodological principle and
processes. The paper was accompanied by a virtual presentation of the
participants’ visual responses collected at that time. An article titled ‘Big Blue
Ball: Pictures, people, place — An intercultural playground for creative
conversations’ followed up the conference presentation and was published in
the International Journal of the Humanities, Vol 4, No 2, 2006.

The final outcomes of the research were presented at the 5" International
Conference on New Directions in the Humanities at the American University in
Paris (AUP) in July 2007. The complete exhibition travelled to Paris and was
exhibited at AUP during the conference. The exhibition comprised a looped
presentation of participants’ image-based responses that were projected onto the
wall via a data projector and viewed as a digital showcase. The entire collection
of interpretations including both visual and text-based expressions were
accessible via the project’s website. A selection of the hand-painted blocks was
assembled as a hands-on interactive display where conference delegates and the
public could engage in a playful encounter with the collection encouraging the
processes inherent in ‘infinite play’. This activity was incorporated into the
conference presentation providing conference delegates with the opportunity to
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use the media of visual culture to contribute to an expanding intercultural
discourse. The exhibition and conference presentation also included the eight
paintings produced during the six week international studio exchange at Centre
International d’Accueil et d'Echanges des Recollets.

A paper specifically relating to diversity awareness in transcultural
communication practices was presented at the 7'" International Conference on
Diversity in Communities, Organisations and Nations in Amsterdam in early
July 2007. The conference is considered a major international forum in which to
critically examine the concept of diversity as a positive aspect of a globalised
world, and as a mode of social existence that deepens and fulfils human
experience.

Additionally, articles on the project’s art practice-based research strategies
have been published in the International Journal of the Humanities and SLEID:
Studies in Learning, Evaluation, Innovation and Development. An article on
research outcomes relating to emerging interconnections through transcultural
flows has been published in the International Journal for Diversity in
Communities, Organisations and Nations.
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CONCLUSION

New Information for repositioning cultural identity

Big Blue Ball: Pictures, people, place has aimed to better understand complex
meaning-systems development and adaptation within a contemporary,
intercultural context. It has achieved this by offering a new model for
intertextual processes of creativity that provides multiple sites for semiotic
mediation. The project’s model has allowed for creative explorations into how
meaning is reconstructed through cross-cultural exposure and intercultural
exchange. Collaborative spaces for intercultural negotiation link spatial
conceptions and processes to multiple, interconnected mediums for the
production and reception of new information. These spaces have encouraged a
continuing discourse that promotes deeper understandings about our global
community.

Research strategies have positioned images as being central to the representation
of the world, therefore the structure of the project’s methodology has allowed for
a research model to emerge that can successfully exploit the visual as a cultural
resource. The experience of art-making and visual-imaging has facilitated
creative dialogue across cultures, providing an opportunity to broaden the
expressive range of meaning-making. This has in turn provided a context in
which to support knowledge discovery that may facilitate intercultural
understanding. These creative practices have expanded our awareness of
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differences and similarities in existing cultural lifeworlds and with this new
awareness comes the opportunity to share understandings and to break down
cultural barriers.

The project’s theoretical framework incorporated a range of diverse yet
complementary positions currently being explored in the fields of cognitive
psychology, neuroscience, biology, sociology and anthropology, and
encompassed cultural semiotics, socio-cultural theory, social systems theory,
bio-semiotics, visual studies, cybernetics and related theories of complexity,
emergence and creativity. This multi-disciplinary theoretical approach allowed
for the emergence and identification of connections in perspectives and
perceptions of culture and communication. These were then mapped and
synthesised to support the development of a research model that could sustain a
practice-based research methodology that exploited the richness inherent in the
visual and creative arts.

The performative quality of practice-led research has provided an experiential
dialogic space that is flexible and alert to the needs of the moment. This process
has activated more questions, continuing discursive debate within and outside the
field of inquiry, thereby contributing innovatively to the broader knowledge
economy. Through the specific use of the media of visual culture, the project has
effectively placed contemporary art practice in a position to act as a vehicle for
innovative approaches to our continuing investigations into the human
communicative process and its complex systems of mutual understanding. The
project’s varied and innovative methodological processes have provided both a
specificity and a plasticity which have produced visual artefacts and creative
dialogues that can position a moment in our time; in our making of meaning that
is part of our evolving, collective humanity. What has been gathered from our
contemporary intercultural landscape has been many times transformed and
passed through to the future, helping to design and shape things to come.
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As an artistic journey, Big Blue Ball: Pictures, people, place can continue to
grow, gathering new ideas and novel ways to imaginatively express our
connected humanity. With the ideal of ‘infinite play’ in mind, transcultural
engagement remains open-ended. As this document goes to print, 100 members
of the global community have contributed to the project from over 65 nations,
with others still in the interpretation stage. The project continues regularly to
enlist new members and intercultural dialogue is flourishing, taking on new
dimensions and providing more opportunities to build relationships across
cultures.

Throughout its exchanging transformations, the project has been constrained by
an ethic which maintains an undercurrent that is a continuing and sustained
commitment to intercultural awareness and cultural tolerance. In Creativity:
Theory, history, practice (2005: xvi) Pope’s opening preliminary definition of
creativity is ‘the capacity to make, do or become something fresh and valuable
with respect to others as well as ourselves’. His principles in relation to
cooperative action can be found embedded in this project, in that the project, in
all its stages, recognizes the rights of others to their own voices and positions
by embracing all, the collective, within as well as beyond the ‘self’. This is
described by Russian Formalist, Mikhail Bakhtin as a process of ‘co-being’ in
the form of a shared and evolving consciousness, and is further defined by Pope
as ‘co-becoming’. Big Blue Ball: Pictures, people, place is an ongoing,
cooperative, international exchange that creatively moves itself onto new paths,
transforming and evolving dynamically and dialogically from the ground up. It
is the creative practice in collective action, stimulating, informing and engaging
with emerging intercultural narratives of the many-way flows of a globalised
world.

92



REFERENCES

Alexandrov, Vladimir E 2000. ‘Biology, semiosis, and cultural difference in Lotman’s
semiosphere’ in Comparative Literature, 52(4), University of Oregon, Eugene.

Alphen, Ernst van 2005. Art in Mind: How contemporary images shape thought,
University of Chicago Press, Chicago.

Bal, Mieke 1994. On meaning-making: Essays in semiotics, Polebridge Press, Santa
Rosa, California.

Barthes, Roland 1977. Image, music, text (trans Stephen Heath, 1977), Hill and Wang,
New York.

-- 1988. ‘The Death of the Author’ in Twentieth Century Literary Theory, K. M.
Newton ed., MacMaillan, London.

Bartlett, Frederick 1932. Remembering - A study in experimental and social
psychology, (reprinted 1977), Cambridge University Press, Cambridge.

Bloom, Howard 2000. Global brain: The evolution of mass mind from the big bang to
the 21°" century, John Wiley & Sons, Inc., New York.

Bodley, John H 1994. Cultural anthropology: Tribes, states, and the global system,
Mayfield, Mountain View, CA.

Broudy, Harry S 1987. ‘The role of imagery in learning’, Occasional Paper I, Getty
Center for Education in the Arts, Los Angeles.

93



Carse, James P 1987. Finite and infinite games: A vision of life as play and possibility,
Penguin, Harmondsworth.

Carter, Rita 2003. Mapping the mind, Phoenix Paperback, London.

Clark, Hilary 1992. ‘The Universe of interpretations’ in The Semiotic Review of Books
3(1):6-8, <http://www.chass.utoronto.ca>

Congleton, Jenny 2004. ‘Using art to teach diversity awareness’ International Journal
of the Humanities, 2(1):293-304, Common Ground Publishing, <www.Humanities-

Journal.com>.

Deely, John 1990. Basics of semiotics, 1st edition, Indiana University Press,
Bloomington, <http://carbon.cudenver.edu/~mryder/deely/basics/>

Dewey, John 1935. Art as experience, The Berkley Publishing Group, New York.

Dikovitskaya, Margaret 2006. Visual culture: The study of the visual after the cultural
turn, MIT Press, Cambridge, Massachusetts.

Eco, Umberto 1976. A theory of semiotics, Indiana University Press, Bloomington.

-- 2003. Mouse or rat: Translation as negotiation, Phoenix, London.
Eisenberger, Naomi & Lieberman, Matthew 2005. ‘Broken hearts and broken bones:
The neurocognitive overlap between social pain and physical pain’, in K. D. Williams,
J. P. Forgas, & W. von Hippel (Eds.), The social outcast: Ostracism, social exclusion,

rejection, and bullying, Cambridge University Press, New York: 109-127.

Freedman, Kerry 2003, Teaching visual culture: Curriculum, aesthetics, and the social
life of art, Teachers College Press, Columbia University, New York.

94



Gibson, James 1978. ‘The ecological approach to visual perception in pictures’ in
Leonardo, 11(3):227-235.

-- 1980 (f1978). ‘A prefatory essay on the perception of surfaces versus the
perception of markings on a surface’ in Margaret Hagen ed., The perception of
pictures: 1(xi-xvii), Academic Press, New York.

Gubern, Roman 1987a. El simio informatizado, Ediciones Peninsula, Barcelona.

-- 1987b. La mirada opulenta: Exploracion de la iconosfera contempordnea,
Gustavo Gili, Barcelona.

Hjelmslev, Louis 1943. Prolegomena to a theory of language, Maddison, Winsconsin,
UP.

Hoffmeyer, Jesper 1996. Signs of meaning in the universe, University Press,
Bloomington, Indiana.

-- 1997 (1995). ‘The global semiosphere’. Paper presented at the 5" Congress of
The International Association for Semiotic Studies, Berkeley, June 1995, in I Rauch
and G Carr eds., Semiotics around the world, Mouton de Gruyter, Berlin/New York:
933-936.

Johnson, Steven 2001. Emergence: The connected lives of ants, brains, cities and
software, Pengiun, London.

Kull, Kalevi 1998. ‘On semiosis, unmwelt, and semiosphere’ in Semiotics,
120(3/4):299-310.

95



Leydesdorff, Loet 2000. ‘Lumann, Habermas, and the theory of communication’ in
Systems Research and Behavioral Science 17(3):273-288,
<http://www3.interscience.wiley.com/cgi-bin/home>.

Lieberman, Matthew and Eisenberger, Naomi 2004. ‘Why rejection hurts: a common
neural alarm system for physical and social pain’ in Trends in Cognitive Sciences,
8(7):July, <http://www.trends.com/tics/>.

Livingstone, Margaret 2002. Vision and art: The biology of seeing, Harry N. Abrams,
Inc., Publishers, New York.

Lotman, Yuri 1990. Universe of the mind: A semiotic theory of culture, (trans. Ann
Shukman), Indiana University Press, Bloomington, IN.

Luhmann, Niklas 1984. ‘The world society as a social system’ in International Journal
of General Systems, 8:131-138.

Maturana, Humberto and Varela, Fransisco 1980 (f1972). ‘Autopoiesis and cognition:
The realization of the living’, University studies in the philosophy of science, Boston
MA. (first published in Spanish in Santiago, Chile 1972).

-- 1987. The Tree of Knowledge, Shambhala Publications, Boston, MA.
Mitchell, William J.T 2006. ‘An interview with W.J.T. Mitchell’ cited in Margaret
Dikovitskaya, Visual culture: The study of the visual after the cultural turn, MIT Press,

Cambridge, Massachusetts.

Piaget, Jean 1926. The language and thought of the child, Harcourt, Brace, Jovanovich,
New York.

Pope, Rob 2005. Creativity: Theory, history, practice, Routledge, London.

96



Sharov, Alexei A. 2000. ‘Signs and values’ in Semiotic aspect of the origins of life,
Virginia Polytechnic Institute and State University, Blacksburg, in
<http://www.ento.vt.edu/~sharov/biosem/welcome.html>

Sharples, Mike 1999. How we write: Writing as creative design, Routledge,
London.

Schiitz Alfred and Luckmann Thomas 1973. The structures of the life-world,
translated by R.M. Zaner and T. Engelhardt, Heinemann, London.

Solso, Robert L 1996. Cognition and the visual arts, MIT Press, Cambridge, MA.

-- 2003. The psychology of art and the evolution of the conscious brain, MIT Press,
Cambridge, MA.

Sonesson, Goran 1992. ‘The semiotic function and the genesis of pictorial meaning’, in
Eero Tarasti ed., Center/periphery in representations and institutions, proceedings from
the 3rd annual meeting and congress of the International Semiotics Insitute, Imatra, July
16-21, 1990, Finland.

-- 1996. ‘Indexicality as perceptual mediation’, in Indexicality: Papers from the
third bi-annual meeting of the Swedish Society for Semiotic Studies, Christiane Pankow
(ed.), Gothenburg University, SSKKII Report 9604, pp. 127-143.

-- 1999. ‘Global and local constraints in picture production’ in Sign Processes in
complex systems, proceedings of the 7th international congress of the IASS, Dresden,
October 6-11, 1999.

-- 2004. ‘Current issues in pictorial semiotics’, Lecture one: The quadrature of the
hermeneutic circle, Cyber-semiotics Institute, Lund University, Lund.

97



Sullivan, Graeme 2005. Art practice as research: Inquiry in the visual arts, Sage
Publications, California.

Uexkull, Jacob von 1982 (1940). ‘The theory of meaning’, Semiotica, 42(1):25-82,
DeGruyter, Berlin.

Vernadsky, Vladimer trans. 1998 (1926). The biosphere, Copernicus, Springer-Verlag,
New York.

Vosniadou, Stella and Brewer William F, 1987. ‘Theories of knowledge restructuring in
development’, Review of Educational Research, 57(1):51-67, American Educational
Research Association, Washington, DC.

Waldrop, Mitchell 1994. Complexity: The emerging science at the edge of order and
chaos, Penguin, London.

Wilson, Stephen 1996. ‘Art as research: Cultural importance of scientific research and
technology development’, San Francisco State University, at
<http://userwww.sfsu.edu/~swilson/artist.researcher.html>

Zlatev, Jordan 2003. ‘Meaning = Life (+Culture): An outline of a unified biocultural
theory of meaning’ in SGBWP5: Working papers of the project, Language, gesture and
pictures from the point of view of semiotic development, Department of Linguistics and
Phonetics, Lund University, Sweden.

98



BIBLIOGRAPHY

Agger, Gunhild 1999. ‘Intertextuality revisited: dialogues and negotiations in media
studies’ in Canadian Aesthetics Journal: 4, Canadian Society for Aesthetics,
<http://www.uqtr.ca/AE/>.

Alexandrov, Vladimir E 2000. ‘Biology, semiosis, and cultural difference in Lotman’s
semiosphere’ in Comparative Literature, 52(4), University of Oregon, Eugene.

Bal, Mieke 1994. On meaning-making: Essays in semiotics, Polebridge Press, Santa
Rosa, California.

Barthes, Roland 1977. Image, music, text (trans Stephen Heath, 1977), Hill and Wang,
New York.

-- 1988. ‘The Death of the Author’ in Twentieth Century Literary Theory, K. M.
Newton ed., MacMaillan, London.

Bartlett, Frederick 1932. Remembering - A study in experimental and social
psychology, (reprinted 1977), Cambridge University Press, Cambridge.

Bloom, Howard 2000. Global brain: The evolution of mass mind from the big bang to
the 21°" century, John Wiley & Sons, Inc., New York.

Bodley, John H 1994. Cultural anthropology: Tribes, states, and the global system,
Mayfield, Mountain View, CA.

Bryson, Norman, Holly, Michael Ann, and Moxey, Keith (Eds.) 1994. Visual culture:
Images and interpretations, Wesleyan University Press, Middleton, CT.

99



Broudy, Harry S 1987. ‘The role of imagery in learning’, Occasional Paper I, Getty
Center for Education in the Arts, Los Angeles.

Bruner, Jerome 1986. Actual minds, possible worlds, Harvard University Press,
Cambridge, MA.

Carlshamre, Staffan and Pettersson Anders, Eds., 2003. Types of interpretation in the
aesthetic disciplines, McGill-Queen's University Press, Montréal; London.

Carse, James P 1987. Finite and infinite games: A vision of life as play and possibility,
Penguin, Harmondsworth.

Carter, Rita 2003. Mapping the mind, Phoenix Paperback, London.

Clark, Hilary 1992. ‘The Universe of interpretations’ in The Semiotic Review of Books
3(1):6-8, <http://www.chass.utoronto.ca>

Cobley, Paul and Jansz, Litza 2004. Introducing semiotics, Icon Books, Cambridge,
UK.

Congleton, Jenny 2004. ‘Using art to teach diversity awareness’ International Journal
of the Humanities, 2(1):293-304, Common Ground Publishing, <www.Humanities-
Journal.com>.

Crowley, David and Heyer, Paul 2003. Communication history — Technology, culture,
society, 4™ edition, Pearson Education Inc., New York.

Deely, John 1990. Basics of semiotics, 1st edition, Indiana University Press,
Bloomington, Retrieved 11'" July 2007 from
http://carbon.cudenver.edu/~mryder/deely/basics/

100



Dewey, John 1935. Art as experience, The Berkley Publishing Group, New York.

Dikovitskaya, Margaret 2006. Visual culture: The study of the visual after the cultural
turn, MIT Press, Cambridge, Massachusetts.

Eco, Umberto 1976. A theory of semiotics, Indiana University Press, Bloomington.

-- 2003. Mouse or rat: Translation as negotiation, Phoenix, London.
Eisenberger, Naomi & Lieberman, Matthew 2005. ‘Broken hearts and broken bones:
The neurocognitive overlap between social pain and physical pain’, in K. D. Williams,
J. P. Forgas, & W. von Hippel (Eds.), The social outcast: Ostracism, social exclusion,
rejection, and bullying, Cambridge University Press, New York: 109-127.

Elkins, James 2001. The Domain of images. Cornell University Press, New York.

Emmeche, Claus 1991. ‘A semiotical reflection on biology, living systems, and
artificial life’, Biological and Philosophy 6:325-340, Springer, Netherlands.

Freedberg, David 1991. The Power of Images: Studies in the History and Theory of
Response, University of Chicago Press, Chicago.

Freedman, Kerry 2003, Teaching visual culture: Curriculum, aesthetics, and the social
life of art, Teachers College Press, Columbia University, New York.

Gibson, James 1978. ‘The ecological approach to visual perception in pictures’ in
Leonardo, 11(3):227-235.

-- 1980 (f1978). ‘A prefatory essay on the perception of surfaces versus the
perception of markings on a surface’ in Margaret Hagen ed., The perception of
pictures: 1(xi-xvii), Academic Press, New York.

101



Giddens, Anthony 1991. ‘Structuration theory: Past, present and future’ in Gidden’s
theory of structuration: A critical appreciation, Routledge Kegan Paul, London: 201-
21.

-- 1979. Central problems in social theory, Macmillan, London.
Gubern, Roman 1987a. El simio informatizado, Ediciones Peninsula, Barcelona.

-- 1987b. La mirada opulenta: Exploracion de la iconosfera contempordnea,
Gustavo Gili, Barcelona.

Hjelmslev, Louis 1943. Prolegomena to a theory of language, Maddison, Winsconsin,
UP.

Hoffmeyer, Jesper and Emmeche, Claus 1991. ‘Code-duality and the semiotics of
nature’ in M Anderson and F Merrell eds., On semiotic modelling, Mouton de Gruyter,
New York: 117-166.

Hoffmeyer, Jesper 1996. Signs of meaning in the universe, University Press,
Bloomington, Indiana.

-- 1997 (1995). ‘The global semiosphere’. Paper presented at the 5" Congress of
The International Association for Semiotic Studies, Berkeley, June 1995, in I Rauch
and G Carr eds., Semiotics around the world, Mouton de Gruyter, Berlin/New York:
933-936.

Johnson, Steven 2001. Emergence: The connected lives of ants, brains, cities and
software, Pengiun, London.

102



Just, Sine 2004. ‘Communicative prerequisites for diversity - protection of difference
or promotion of commonality?’, Journal of Intercultural Communication: 7,
<http://www.immi.se/intercultural/>.

Kelsey, Alice 1996. ‘Julia Kristeva b.1941’ in English 510: 5(8):96,
<http://www.engl.niu.edu/wac/kristeva.html>.

Kristeva, Julia 1994. ‘On Yuri Lotman’ in Publications of the Modern Language
Association 109(3):375-376, <http://www.ut.ee/SOSE/kristeva.htm>.

Kuhn, Thomas S 1962. The Structure of scientific revolutions. University of Chicago
Press, Chicago.

Kull, Kalevi 1998. ‘On semiosis, unmwelt, and semiosphere’ in Semiotics,
120(3/4):299-310.

Lewontin, Richard C 1997. ‘Genes, environment, and organisms’ in Robert B. Silvers
ed., Hidden histories of science, London: 115-39.

Leydesdorff, Loet 1996. ‘Luhmann's sociological theory: It's operationalization and
future perspectives’, Social Science Information, 35:283-306, Sage Journals Online,
<http://ssi.sagepub.com/.

-- 2000. ‘Lumann, Habermas, and the theory of communication’ in Systems
Research and Behavioral Science 17(3):273-288,
<http://www3.interscience.wiley.com/cgi-bin/home>.

-- 2004. ‘An introduction to Luhmann's sociology of communication systems: The
self-organization of the knowledge-based society’ in Science & Technology Dynamics,
University of Amsterdam, Netherlands.

103



Lieberman, Matthew and Eisenberger, Naomi 2004. ‘Why rejection hurts: a common
neural alarm system for physical and social pain’ in Trends in Cognitive Sciences,
8(7):July, <http://www.trends.com/tics/>.

Lieberman, Matthew and Pfeifer, Jennifer 2005. ‘The Self and social perception:
Three kinds of questions in social cognitive neuroscience’ in Press to appear in A.
Easton & N. Emery eds., Cognitive neuroscience of emotional and social behaviour,
Psychology Press, Philadelphia.

Livingstone, Margaret 2002. Vision and art: The biology of seeing, Harry N. Abrams,
Inc., Publishers, New York.

Lotman, Yuri 1990. Universe of the mind: A semiotic theory of culture, (trans. Ann
Shukman), Indiana University Press, Bloomington, IN.

Luhmann, Niklas 1982. ‘The world society as a social system’ in International Journal
of General Systems, 8:131-138.

-- 1986. ‘The autopoiesis of social systems’ in F. Geyer and J. van der Zouwen
eds., Sociocybernetic paradoxes, Sage, London: 72-92.

-- 1986. ‘The theory of social systems and its epistemology: Reply to Danilo Zolo's
critical comments’, Philosophy of the Social Sciences, Sage, London: 16:129-34.

-- 1990. Essays on self-reference, Columbia University Press, New York.
-- 1995. Social systems, Stanford University Press, Stanford, CA: (Trans.by J.

Bednarz, Jr. from N. Luhmann, Soziale Systeme: GrundriBeiner allgemeinen Theorie.
Frankfurt am Main, Suhrkamp, 1984).

104



Maturana, Humberto and Varela, Fransisco 1980 (f1972). ‘Autopoiesis and cognition:
The realization of the living’, University studies in the philosophy of science, Boston
MA. (first published in Spanish in Santiago, Chile 1972).

-- 1987. The Tree of Knowledge, Shambhala Publications, Boston, MA.

Mayr, Ernst 1997. This is biology: The science of the living world, Harvard/Belknap
University Press, Cambridge.

Merrell, Floyd 2001. ‘Lotman’s semiosphere, Pierce’s categories, and cultural forms of
life’, Sign Systems Studies, Tartu University Press, Tartu: 29(2)385-415.

Murphy, Andrew and Potts, John 2003. Culture & technology, Palgrave Macmillan,
New York.

Mitchell, William JT 1990. Iconology, Image, text, ideology. University of Chicago
Press, Chicago.

Mitchell, W.J.T 2006. ‘An interview with W.J.T. Mitchell’ cited in Margaret
Dikovitskaya, Visual culture: The study of the visual after the cultural turn, MIT Press,

Cambridge, Massachusetts.

Piaget, Jean 1926. The language and thought of the child, Harcourt, Brace, Jovanovich,
New York.

Pope, Rob 2005. Creativity: Theory, history, practice, Routledge, London.

Prosser, Jon 1998. Image-based Research: A Sourcebook for Qualitative Researchers,
Falmer Press, London.

105



Sharov, Alexei A. 2000. ‘Signs and values’ in Semiotic aspect of the origins of life,
Virginia Polytechnic Institute and State University, Blacksburg, in
<http://www.ento.vt.edu/~sharov/biosem/welcome.html>

Sharples, Mike 1999. How we write: Writing as creative design, Routledge,
London.

Schiitz Alfred and Luckmann Thomas 1973. The structures of the life-world,
translated by R.M. Zaner and T. Engelhardt, Heinemann, London.

Solso, Robert L 1996. Cognition and the visual arts, MIT Press, Cambridge, MA.

-- 2003. The psychology of art and the evolution of the conscious brain, MIT Press,
Cambridge, MA.

Smagorinsky, Peter 2001. ‘If meaning is constructed, what is it made of?: Toward a
cultural theory of reading’, Review of Educational Research, 71(1):133-137,
Washington,

Sonesson, Goran 1989. Pictorial concepts - Inquiries into the semiotic heritage and its
relevance for the analysis of the visual world, Lund University Press, Sweden.

-- 1992. ‘The semiotic function and the genesis of pictorial meaning’, in Eero
Tarasti ed., Center/periphery in representations and institutions, proceedings from the
3rd annual meeting and congress of the International Semiotics Insitute, Imatra, July
16-21, 1990, Finland.

-- 1996. ‘Indexicality as perceptual mediation’, in Indexicality: Papers from the
third bi-annual meeting of the Swedish Society for Semiotic Studies, Christiane Pankow
(ed.), Gothenburg University, SSKKII Report 9604, pp. 127-143.

106



-- 1999. ‘Global and local constraints in picture production’ in Sign Processes in
complex systems, proceedings of the 7th international congress of the IASS, Dresden,
October 6-11, 1999.

-- 2004. ‘Current issues in pictorial semiotics’, Lecture one: The quadrature of the
hermeneutic circle, Cyber-semiotics Institute, Lund University, Lund.

Stier, Jonas 2006. ‘Internationalisation, intercultural communication and intercultural
competence’, Journal of Intercultural Communication: 11 at
<http://www.immi.se/intercultural>.

Sturken, Marita and Cartwright, Lisa 2001. Practices of looking: An introduction to
visual culture, Oxford University Press, New York.

Sullivan, Graeme 2005. Art practice as research: Inquiry in the visual arts, Sage
Publications, California.

Torop, Peeter 2002. ‘Introduction: Re-reading of cultural semiotics’, Sign Systems
Studies, 30(2), Tartu University Press, Tartu.

Uexkull, Jacob von 1982 [1940]. ‘The theory of meaning’, Semiotica, 42(1):25-82,
DeGruyter, Berlin.

Vernadsky, Vladimer trans. 1998 (1926). The biosphere, Copernicus, Springer-Verlag,
New York.

Viskovatoff, Alex 1999. ‘Foundations of Niklas Luhmann’s theory of social systems’,
Philosophy of the Social Sciences, 29(4):481.
<http://www.libfl.ru/Luhmann/Luhmann4.html>.

107



Vosniadou, Stella and Brewer William F, 1987. ‘Theories of knowledge restructuring
in development’, Review of Educational Research, 57(1):51-67, American Educational
Research Association, Washington, DC.

Waldrop, Mitchell 1994. Complexity: The emerging science at the edge of order and
chaos, Penguin, London.

Whitaker, Randall 1995. Autopoietic theory and social systems: Theory and practice in
<http://www.acm.org/sigois/auto/Main.html>

Wilson, Stephen 1996. ‘Art as research: Cultural importance of scientific research and
technology development’, San Francisco State University, at
<http://userwww.sfsu.edu/~swilson/artist.researcher.html>

Zlatev, Jordan 2003. ‘Meaning = Life (+Culture): An outline of a unified biocultural
theory of meaning’ in SGBWP5: Working papers of the project, Language, gesture and
pictures from the point of view of semiotic development, Department of Linguistics and
Phonetics, Lund University, Sweden.

108



APPENDIX A

Information sheet sent to potential participants

Southern Cross University
N

Big Blue Ball - Pictures, People, Place
A cultural playground for planetary creativity

The Project

My name is Donna Wright and I am a PhD candidate at Southern Cross University. My
Supervisor is Mr John Smith, School of Arts and Social Sciences. His contact details appear
below. As part of my degree I am required to conduct research. I am researching how
meaning can be constructed through cross-cultural exposure and inter-cultural
communication processes. The research project is titled ‘Big Blue Ball: Pictures, people,
place’ and it encourages creative interaction amongst people from different cultures around
the world.

Project members are provided with up to eight images. These are sent to participants as
colour photocopies on A-4 paper and in electronic format. Project members are asked to
interpret the images, but are given few cues as to the direction they are to take; only that
each has the opportunity to search out and locate their preferred interpretations by drawing
on their familiar cultural systems, cultural memory codes, social practices and language
structures.

Project members can interpret each image by writing, drawing, painting, digital
manipulation, by turning the image into a collage; in fact, any way that may help to
creatively draw out ideas about the meaning of each image. The image can even be replaced
by another one entirely; one that may better represent the thoughts and ideas that the image
has evoked.
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The project extends itself, by way of continuing dialogue between myself, as researcher and
visual artist, and project members, through my own creative responses to the negotiated
interpretations that have been returned by participants. This takes the form of hand-painted
fragments of participants’ visual interpretations that are reproduced on small blocks. These
hand-painted fragments or imagetexts are then offered to the public via various exhibiting
sites, including the project’s dedicated website. In this way the public can continue the
communication process — through interaction with the blocks they are connecting back to the
participants’ thoughts, feelings and ideas.

Project members’ responses will be collected and will contribute towards the final thesis,
and will be presented at conference seminars, national and international exhibitions, and
other associated publications. When project members agree to be part of this research they
will be required to sign a consent form called a ‘Participant Agreement Form’. They will be
given the opportunity to remain anonymous. Research data is confidential. Project
data/responses will be kept with me and will be kept for a minimum of five years.

Southern Cross University PO Box 157 Lismore NSW 2480 Australia http://www.scu.edu.au

Donna Wright blue ball project@hotmail.com John Smith jsmith@scu.edu.au
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APPENDIX B

Consent form

Southern Cross University

Big Blue Ball — Pictures, People, Place

Connecting the world through creativity

PARTICIPANT AGREEMENT

PARTICIPATION IN PHD RESEARCH PROJECT
CONDUCTED BY DONNA WRIGHT
SOUTHERN CROSS UNIVERSITY , LISMORE, AUSTRALIA

Thank you for agreeing to be part of this research project. Your role in the project is as a co-
contributor to the development of creative ideas about shared communication for our contemporary
world. You are part of the Big Blue Ball project team. Our cultural exchange will be a
collaborative, creative process and your ideas will form an integral part of the project. Because
your involvement in the project is a creative response and may include your own artworks, or
written ideas, your contribution to the project will be fully acknowledged in all publications,
exhibitions and presentations associated with the project. You will be listed as a project team
member.

As a Big Blue Ball Project team member you will be given a selection of up to 8 visual images that
are representative of a culturally diverse, globalised, world population. The images will be
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distributed as A-4 colour photocopied reproductions and/or electronically. You will contribute to
the project by responding to the images in a way that allows your ideas about their meaning to take
shape. You can write about the image, creatively work into and change the image so that it better
represents your ideas, or you can replace the image entirely with another that offers a more familiar
translation. Written responses may only require an hour; visual responses may take much longer.

You have until __ to complete your responses, although this is flexible, and there are a
number of deadlines, as various publications and presentations are produced. We will be in regular
contact via email throughout the project, so any concerns that may arise can be quickly resolved,
and any questions you have can be answered. I will update you regularly on how the project is

progressing.

Remember, your involvement is voluntary. If you wish to withdraw from the team at any time, for
whatever reason, just send me an email to blue_ball_project@hotmail.com.

The ethical aspects of this study have been approved by the Southern Cross University Human
Research Ethics Committee (HREC). The Approval Number is ECN-05-123. John Smith, School of
Arts, is the supervisor for this project. His contact is [02] 66260 3901 or email jsmith@scu.edu.au.

If you have any complaints or reservations about any ethical aspect of your participation in this
research, you may contact the HREC through the Ethics Complaints Officer, Ms Sue Kelly, phone
[02] 6626 9139, fax [02] 6626 9145, email: skellyl @scu.edu.au. Any complaint you make will be
treated in confidence and investigated, and you will be informed of the outcome.

On the back of this form is the formal Participant Agreement and Consent. You are required to
complete this section and return it to me before we can begin. Please read the information carefully

and if you have any questions or queries, please contact me before signing. It is important that you
fully understand your role in the project.

Participant Agreement and Consent.....page 2
Please ensure that you retain, or are provided with a copy of your signed Agreement and Consent.

Please complete the details below and return to the following address;
Donna Wright
Blue Ball Project
[this section has been deleted for privacy and protection of the author]
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or via the project’s email address at blue ball project@hotmail.com. If you are returning the

Participant Agreement and Consent, COMPLETED, via email, then this will constitute acceptance of
your role on the project team.

NAME AGE __NATIONALITY

1 have read the information and the

conditions of participation in the Big Blue Ball Project, and I agree to participate in the Big Blue
Ball Project as a project team member. I am over the age of 18 years. My personal contact details
will not be disclosed or used in any way, other than for the requirements of the project.

Additional Consent:

Any information that is obtained in connection with this study and that can be identified with you
will remain confidential and will be disclosed only with your permission. Please circle whether you
agree or disagree to your identity being disclosed.

I hereby AGREE / DISAGREE to my name being publicly disclosed in publications, exhibitions and
presentations associated with the Big Blue Ball project.

Please sign here:

I certify that the terms of involvement in the Big Blue Ball Project have been explained to the
participant, and that the participant understands the terms prior to signing the form and does not
require further explanation from an independent person .

Southern Cross University PO Box 157 Lismore NSW 2480 Australia http://www.scu.edu.au
Donna Wright blue ball project@hotmail.com
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APPENDIX C

Introduction letter to participants

g Southern Cross University
N

Big Blue Ball — Pictures, People, Place

A cultural playground for planetary creativity

Dear Participant,

Thank you for agreeing to be a team member on the Big Blue Ball project. I hope that you
have fun with it and enjoy the process. Please contact me on the email address below if you
need to talk or to clarify any details.

Included in this package are

e 8 colour photocopied images either posted or sent via email.
e An Information Sheet that explains the project in more detail;
e A Participant Agreement form which you will need to complete and return to me.

Your role in the project is as a co-contributor to the development of creative ideas about
shared communication for our contemporary world. You are part of the Big Blue Ball
project team. Our cultural exchange will be a collaborative, creative process and your ideas
will form an integral part of the project.

Your involvement in this cultural exchange requires you to:

1) Look at each image separately;
2) Think about what that image means to you, for example -
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What thoughts or ideas does it bring up for you?

What pictures or memories does it evoke?

Does this image lead you to think about other images that are familiar to you?
When you look at the image, does it remind you of an event in your past?

3) With this information you are now required to interpret the image in a way that will best
represent these thoughts, ideas, pictures and memories:

You can do this a number of ways —

You can simply write about how the image affects you, and you can do this on top of
the picture, around its edges, or you can attach a separate sheet with the image. You
can use your own language or a mixture of both English and your own language.

You can change the image by drawing or painting into it, pasting other images etc
onto the image, turning the image into a collage, or generally manipulating the image
in any way you can that will help you to draw out the ideas it has stimulated for you.
You can manipulate the image on the computer.

Or you can replace the image with another one entirely; one that you think better
represents the thoughts and ideas that the image has evoked in you.

You can send the images back as you interpret them, or you can wait until all have been
done and then send them back together, to the address at the top of this letter, by email, or I
can arrange to pick them up.

The biggest problem is going to be time, and I really appreciate that this is something

that you hold very dear! It is important that you feel comfortable with your level of

participation and that you don’t feel pressured. So, if you are having trouble completing

the project, please let me know. I will keep in regular contact via email to see how

things are going.

Once I have received all the interpretations back from team members, I will be completing
the rest of the project, and this will include the theoretical component, my own artistic
responses to your ideas, and transforming these re-creations into works of art — your artistic
responses will be used in this process. Your responses will also be included in the project’s
final documentation, and exhibitions of the project outcomes will be held on completion of
the project.

Because your involvement in the project is a creative response and may include your
own artworks, your contributions will be fully acknowledged in all publications,
exhibitions and presentations associated with the project. You will be listed as a
project team member.
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When you sign the Participant Agreement Form you are also consenting to your
contributions being made public through their inclusion in publications, exhibitions and
presentations associated with the project.

However, you will also have the choice as to whether you wish your name to be publicly
disclosed, or whether you wish to remain anonymous.

You can also withdraw from the project at any time, for whatever reason, by emailing
me.

Research data is confidential. Research data/responses will be kept with me and will be
stored for a minimum of five years.

If there are any questions, or concerns that you might have, please contact me on the email
address below and I will be happy to discuss them with you.

Thank you again, and have fun!

Kindest regards,

Donna Wright

Big Blue Ball Project
blue_ball project@hotmail.com
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