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Primary cultural text 8 

 

 

 

Fig  3 .8  
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 Stage 2: A global interchange - project participants 

 express their worlds 

 

 

Part icipants  in the research are young adults  between the ages of  18 and 40 

years;  most are in their  twenties.  While part icipant recruitment has drawn on a 

range of communication technologies i t  has ful ly uti l ised the potential i ty  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 init ially  used to activate the 

networking process with students,  family,  fr iends,  fr iends of fr iends 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 detai ls ,  

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 s i te,  Taking IT Global  has been extremely effective in engaging 

young people from all  around the world.  This  si te is  l inked to UNESCO. 

Accessing vir tual communit ies that have already been established to promote 

intercultural  understanding,  have ensured success in the percentage of  

part icipants fulfi l l ing their  commitment to the project.   

 

Once this  init ial  contact is  made with potential  contr ibutors,  a process of  

ongoing dialogue begins,  where detai led information about the research, the 

project  general ly  and expected outcomes are exchanged.  They are made aware 

of their  potential  role in the project  and are advised of the ethical  

considerat ions 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 

will ing 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 part icipants in the project  

unti l  they carefully read the information sheet  and return the consent form,  

agreeing to have their  name, age and nationali ty  made public in various related 

publicat ions and viewing si tes .  For practical reasons,  this ini t ial  communication 

exchange is carr ied out in the language of English,  al though 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 ,  generat ing diversi ty  and 

innovation. This is  s imilar to Pope’s ideas on the relat ion between creativity  

and constraint as  ways of expressing the dynamic between bound game and free 

play.  He suggests  that,  ‘ . . . i t  is  precisely through game-like constraints  – as long 

as they are not too many and too inhibiting – that  playful creativi ty is  

s t imulated to emerge’  (2005:122) .  Project part icipants are constrained by a set  

of rules,  but the rules are loose enough to al low for freedom of creative 

expression. The game provides part icipants  with a set  of  pictures ,  the primary 

cultural texts .  Part icipants  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 barr ier  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 direct ion 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 ar ts  in order  to express themselves beyond 

prose.  Part icipants  have the opportunity  to uti l ise visualisat ion strategies to 

shape their  ideas and inform their  act ions.  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 possibil i t ies,  offer ing 

part icipants a fer t i le environment for creative ref lection and representat ion of 

ideas.  
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Robert  Solso (2003) believes that the brain,  consciousness,  cultural  

developments,  and art  are co-evolutionary and that both the mind and ar t  

coexis t within the same system, in a s ingle physical universe.  Nonetheless,  the 

way an individual thinks about ar t or  interprets  a visual object will  be 

inf luenced by personal experiences,  histories  and genetic predisposit ions .  

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  

 

Dennis ton Ewen 

Jamaica 

Fig 3 .10 
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imaginative preferences,  the practice is also mediated by collective cultural  

contexts.  We search out meaning that coincides with our view of  the world.  

 

While part icipants have been encouraged to at tempt an interpretation for each 

primary cultural text ,  i t  is  stressed that i t  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 al l  

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 ei ther as  word documents or image fi les ; others are posted and these are 

usually  hand-made responses,  l ike original paintings or craftworks.  For 

instance,  Katarina Lindström from Sweden returned via post a collect ion of  

responses  that included small  oil  pastels,  hand-st i tched 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 collect ion and 

formatted for a range of  viewing sites .  All  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 part icipant has worked alone in 

expressing ideas and visualizat ions that best s ignify 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 posi t ion from which the methodological s tructure has been buil t .   

Confrontation and interaction between different socio-cultural  codings act ivates  

semiotic dynamism. Because of the deliberate cultural ambiguity  of the primary 

cultural texts  part icipants 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 

shutt ing down the system, wil l draw out creativity  and new ideas can emerge. 

This generative process,  vital to cultural  change and divers ity ,  is  what  the 

project  exploits ,  the results  of which make up the project’s  collection of  

intercultural  interpretat ions.   

 

Whilst there is a creative co-operation that extends and threads i ts  way through 

the sharing of a common subject,  the project’s primary cultural texts ,  there is  

an intr icate autonomy built  up that incorporates playful contr ibutions 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 i ts  parts .  The project’s  

dedicated website opens the collect ion 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 wil l  

approach the primary cultural texts  with a famil iar ity  and a contextuali ty  that  

did not previously exis t .  Therefore interpretat ions received from this  point wil l  

be inf luenced by cross-cultural  engagements.   

 

Nonetheless,  now re-created as a new game, the project can be sent back out  

into a larger context st i l l ,  to be shaped and reshaped again,  and again,  emerging 

and re-emerging as different creative communicative potential i t ies.  That  is  

creative practice as process.  In James Carse’s  Finite and infini te games:  A 

vision of l i fe as play and possibil i ty  (1987)  he approaches the concepts  of  play 

and creativity  and notes differences in the intent of a player,  in that a ‘f inite 

player’  plays competi t ively 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 inf ini te play lays in learning to star t  something 

that has no predetermined conclusion; there is,  therefore,  a self lessness about 

inf inite play that opens up creativi ty  to greater possibil i t ies  beyond its  f irs t  

conception (Carse 1987;  Johnson 2001;  Pope 2005) .   

 

The part icipant-interpretat ion stage of the project  does not conclude the project .  

Rather,  i t  can be seen as a new departure point for further  communicative 

possibil i t ies .  The interchange of ideas continues onto stage three of the project ,  

where visual  discourse takes place between myself,  as art ist  and researcher,  and 

project  members.  This  process involves the visual documentation of fragments  

of the collected interpretat ions,  in order to convert  the collection into another  

format.  This new format can facil i tate  continuing creative exchange, opening 

experiential  opportunit ies to engage with an ever-more-widening international  

collective.  
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 Stage 3:  Placing pictures - mapping new meanings 

 

 

The third stage of  the research engages visual arts  practice as a modali ty 

between the part icipants’  thoughts,  feelings and ideas,  and the researcher ,  as  

visual ar ts  practi t ioner.  This  is  where the project is  expanded, by means of a 

continuing interchange of ideas through visual dialogue between myself ,  as  

ar t is t and researcher,  and project  members.  Making specif ic use of  the 

communicative method of  hand-made picture-making my own creative 

ref lect ions of negotiated interpretat ions are recorded on small ,  magnetic-

backed, wooden blocks,  100x100x10mm in s ize (Fig  3 .12) .  As interpretat ions are 

gathered up from around the world visual components are dialogically  explored 

and associat ions are made through the inter textual relationship between the 

original texts ,  creative responses from project members,  and myself  as  

researcher  and ar tis t .  Having prior knowledge of  the construction process of the 

primary cultural texts ,  the blocks implici t ly  al lude to the original images sent  

out for  interpretat ion, whils t also explicit ly  referencing participants’  responses .  

The blocks therefore provide a synchronic l ink between the primary cultural  

texts  and participants’  interpretat ions.   

 

The collect ion of hand-painted blocks form 170 individual miniatures which I  

refer to as imagetexts.  These imagetexts  are made publicly available at  various 

exhibit ing si tes .  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 possibil i ty  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 fi t  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 posit ioned with the 

premise that images are central to the representation of our worlds.  The 

methodological s tructure has extended modes of interpretat ion in order to al low 

meanings to come forward by exploit ing the visual as a cultural resource and by 

drawing on self-reflexivity  to reveal  how embedded cultural  narrat ives are 

imbued with the values of a contemporary l ifeworld.  The making and viewing of  

ar t  essential ly  offers  an integrative experience that can express the relat ionship 

between material,  process and idea,  connecting body and mind, and providing a 

way of coming to know the world (Dewey  1934;  Freedman 2003;  Sul l ivan 2005) .  

Sull ivan points out that ‘meaning is  not contained within a form i tself ,  but  

exists within a network of social  relat ions and discourse [and the] interpretive 

landscape of “inter textuali ty” serves as a means by which meanings become 

distr ibuted and debated’  (2005:43).   

 

The associat ive quality  of images particular ly  gives them interpret ive uses that  

enable us  to dynamically  engage with our environment on multiple semiotic 

levels .  Stage three has uti l ised visual  arts  practice as a communication medium 

that has acted as an agency for intercultural  understanding by shift ing contexts  

and constructively expanding cultural  perspectives ,  continually  reshaping how 

reali ty  is perceived and meanings are formed. The collage of images reproduced 

in Figure 3.13 on the following page represents  a snapshot of visual  

interpretat ions submitted in response to primary cultural text  2 .  They il lustrate 

the diversi ty  of both individual and cultural expressions that can be generated 

by the imaginative processes within the domain of the visual.  The next  

i l lustrat ion, Figure 3.14, shows a select ion of the hand-painted blocks that have 

been produced as associat ive references to these negotiated interpretat ions.  

These extracted fragments of information are passed on to the next level of the 

communication process which extends to the public through i ts  varied 

interactions with the exhibit ion of  the project’s 170 blocks.  
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Fig 3.13  Visual interpretations submitted in response to primary cultural text 2. 

 

 

 

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 tradit ional method of painting was 

employed for s tage three of the research. Firs tly , 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 consis tent  

visual collection for the next s tage of intercultural exchange I  needed to make a 

decision on the choice of medium in relation to collect ive accessibil i ty  and 

potentiali ty for extended creative practice.  Painting was chosen because i t  

communicates through the plasticity  of the material  and through the optical  

presence of allusion, whilst  maintaining the stabil i ty  of familiar ity through i ts  

canonical conventionality .  The production of the blocks was not an at tempt to 

create new conventions,  but  rather to reinforce exist ing ones,  providing an 

agency for s tabili ty and continuity .  

 

Due to i ts  local decision-making attr ibutes,  painting also al lows for  contextual  

ambiguity while dictating a f ixed posit ion,  even when i t  takes  on 

representat ional  s tylis t ic qualit ies .  This  is  because of the chirographic 

characterist ic of the mark-making quali t ies of painting. Through the painting 

process,  art is ts can make dist inctive decisions about what is  to be reproduced 

from their  l ifeworld,  and what is  to be rejected,  emphasising some aspects or  

peculiar it ies  while excluding others.  This  local decision-making character is tic 

of painting means that the rendering process is  variable and context-select ive in 

that the features derive from personal ,  his torical and cultural  condit ions.  

Therefore,  because of the local decis ion-making qualit ies of hand-made picture-  

making, each detai l  of  a painting holds  a particular point of view si tuated in a 

context but that viewpoint does not  need to be known or understood by the 

viewer in order for the viewer to f ind meaning.  Paintings are indexical of the 

forces contr ibuting 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 

part icipant’s interpretat ive expression. On one level there is  an iconic quali ty  to 

this  process,  as  each individual painting represents  and is  identif ied as a s ign,  

part icularly because the context in which the blocks are s ituated is specif ical ly  

set  up for  an interpret ive action to take place.  However,  local  decision making 

is employed in the choice of fragment to be reposit ioned as a new artefact and 

the choice of rendering effects  of the painted surface.  Therefore,  each painting 

indicates a part icular 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 indexicali ty  as  s tar ting out as  a  relation which would 

give indexicali ty  a perceptual quali ty .  This indexicali ty  is  associated with i ts  

local  decision making qualit ies which Sonesson attr ibutes to the notion that the 

mapping rules of a painting, as a chirographic picture,  use l ifeworld 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 part icular view of the world.  In this  aspect the blocks,  as  

paintings,  are indexical as dist inct from iconic (Gibson 1980;  Sonesson 1999) .   

 

The paintings also act l ike miniatures in that they are there to i l luminate 

individual  ideas and provide the imagination with addit ional  pathways for  

innovation and insight.  Miniatures have a long and established history within 

the arts  of l i teracy-based civil izat ions.  The presence of miniatures as an 

established ar t  form dominates most early  li terate civi l isat ions including Egypt,  

Greece,  China and India.  I l luminated manuscripts from Ireland, I taly and other  

parts  of Europe survive and are dated as  early  as 400AD. The ar t  of  miniatures 

continued throughout European history and was part icularly  prevalent during 

the Middle Ages and the Renaissance,  and to a large degree and in addition to 

Chinese painting traditions,  inf luencing early  Islamic art  through the great  

Pers ian miniatures and the renowned miniature paintings of the Moghul Empire.  
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Miniatures have tradit ionally synthesised the narrative to the pictorial ,  act ing 

as visual fusion to poetic expression and l i terary il lumination. The use of  this 

ar t  practice gives the blocks an i l lustrative quali ty  and making use of the 

painterly  technique of photo-realism provides a sense of accessibil i ty  to a wider 

audience.  Painting is also tact i le and personal and so may draw the viewer into 

the ar t is t’s  space.  This  int imacy 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 decis ion to produce small  paintings that could be handled by spectators  

reinforces this sense of engagement and fulfi ls  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 

ut i l i tar ian purpose,  and the interactive aspect provides a cultural ly  diverse 

audience an open invitation into the visual  arts  domain through a space that  

provides the opportunity for playful expressions of individual difference and 

al ternative viewpoints .  The 170 blocks weigh only 12 kg and stack to a s ize that  

can easi ly be transported around the world as personal luggage. The advantage 

to this  is  that they can be set  up anywhere enabling much greater accessibil i ty 

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
t h

 

century convent was refurbished by the French government in the 1990’s to  

serve as an international  cent re for  vis i t ing ar t i sts ,  scient is ts ,  inte l lectuals  and 

universi ty  students .  The studio exchange was sponsored by Associat ion Regard 
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Contemporain.  This studio-based activi ty provided an opportunity  for me, as an 

Austral ian academic and art is t,  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 

direct ions 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 f indings about intercultural  exis tence as  

expressed by the many nationalit ies  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 

exhibit ion and interactive workshop at  the 5
t h

 International Conference on New 

Directions in the Humanities  at  the American Universi ty  in Paris in July 2007.  

These paintings further support the ideal of using ar t  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 s ite 

provided for photos to be posted and updated regularly ,  to document the 

progress of the studio act ivity ,  thus maintaining connectedness with project  

part icipants 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 (f ig  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   
P ic ture  P lay  response 
f rom the  pro ject ’s  websi te  
 
‘Ra inbow’  
Name:  Me l  f rom France  
Count r y:  Wor ld  
Comment :  l ove  the  concept  
to  p lay wi th  a l l  t he  pa in ts  
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The use of new media technologies has also been chosen to exhibit the large 

visual collect ion of  participants’  responses.  With the use of  a laptop and a small  

data projector ,  an electronic vir tual presentation of varying dimensions can be 

projected onto any wall,  anywhere in the world.  This al lows the entire project  

to be compact ,  l ightweight and extremely portable.  I t  also ensures that  the 

collection maintains a professional presentation quality  and can be regularly  

updated, in transi t .  

 

 

 

 

 

 

 

 

 

 
 
 
 
 
 
 
 
 
 
 
 
 
 

 
 

5 .2  V isual  interpretat ions can be  projected onto any wal l ,  
 anywhere  in  the  wor ld .  
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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 Humanit ies  at  the Universi ty of Carthage in Tunis ia.  This  annual  

international conference has been established to cr i t ical ly address the broad 

range of themes and issues that impact  on the various f ields that currently  make 

up the Humanit ies .  The conference paper introduced the project’s key focus of  

enquiry,  the theoretical foundation and the methodological pr inciple and  

processes.  The paper  was accompanied by a vir tual presentation of the 

part icipants’  visual  responses collected at  that t ime.  An art icle t i t led ‘Big Blue 

Ball:  Pictures,  people,  place – An intercultural playground for creative 

conversations’ followed up the conference presentat ion and was published in 

the International Journal of the Humanit ies ,  Vol 4,  No 2,  2006.   

 

The f inal outcomes of the research were presented at  the 5
t h

 International 

Conference on New Directions in the Humanities  at  the American Universi ty  in 

Paris (AUP) in July 2007. The complete exhibit ion travelled to Paris  and was  

exhibited at  AUP during the conference.  The exhibit ion comprised a looped 

presentat ion of part icipants’  image-based responses that were projected onto the 

wall  via a data projector and viewed as a digital  showcase.  The entire collect ion 

of interpretat ions 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 ‘ inf inite play’.  This activi ty  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 exhibit ion and conference presentat ion also included the eight  

paintings produced during the six week international s tudio exchange at  Centre 

International d’Accueil  et  d'Echanges des  Recollets.   

 

A paper specifical ly  relat ing to divers ity  awareness in transcultural  

communication practices was presented at  the 7
t h

 International Conference on 

Diversi ty in Communit ies ,  Organisations and Nations  in Amsterdam in early 

July 2007.  The conference is considered a major international forum in which to 

cr i t ical ly  examine the concept of diversi ty as a posit ive aspect of a globalised 

world,  and as a mode of  social  existence that deepens and fulfi ls  human 

experience.   

 

Addit ionally ,  art icles on the project’s  ar t  practice-based research strategies  

have been published in the International Journal of  the Humanities  and SLEID:  

Studies  in Learning, Evaluation, Innovation and Development.  An art icle on 

research outcomes relat ing to emerging interconnections through transcultural  

f lows has been published in the International Journal for  Diversi ty in 

Communities,  Organisations and Nations.   
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C O N C LU S I O N  

 

 

 

 

 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 ar tis t ic 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 ‘ inf inite  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 st i l l  in the interpretat ion stage.  The project continues regularly to  

enlis t new members and intercultural  dialogue is f lourishing, taking on new 

dimensions and providing more opportunities  to build relationships across  

cultures.   

 

Throughout i ts  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 definit ion 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 act ion can be found embedded in this project,  in that the project,  in 

al l i ts  s tages,  recognizes the r ights of others to their  own voices and posit ions 

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 i tself  onto new paths,  

transforming and evolving dynamically  and dialogically  from the ground up. I t  

is  the creative practice in collect ive act ion, st imulating, informing and engaging 

with emerging intercultural  narratives of the many-way flows of a globalised 

world.   
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A P P E N D I X  A  

 
 

Information sheet  sent to potential  part icipants 
 
 
 

 
Big Blue Ball – Pictures, People, Place 

A cultural playground for planetary creativity  

 

The Project 

 
My name i s  Donna  Wright  and  I  am a  PhD candidate  a t  Southern  Cross  Univers i ty .  My 

Superv isor  i s  Mr John  Smi th ,  School  of  Arts  and  Socia l  Sc iences .  His  contact  deta i l s  appear  

be low.  As  par t  o f  my degree  I  am requi red  to  conduct  research .  I  am research ing  how 

meaning  can  be  cons t ructed  through cross -cu l tura l  exposure  and  in ter -cu l tura l  

communica t ion  processes .   The resea rch  p ro jec t  i s  t i t l ed  ‘Big  Blue  Bal l :  Pic tures ,  people ,  

p lace’  and  i t  encourages  c rea t ive  in terac t ion  amongst  people  f rom d i f fe ren t  cu l tures  a round 

the  wor ld .    

 

P ro jec t  members  a re  provided  wi th  up  to  e igh t  images .  These  a re  sen t  to  par t ic ipants  as  

co lour  photocopies  on A-4  paper  and  in  e lec t ron ic  format .  Pro jec t  members  are  asked  to  

in terpret  the  images ,  bu t  a re  g iven  few cues  as  to  the  d i rec t ion  they  a re  to  take ;  on ly  that  

each  has  the  oppor tuni ty  to  search  out  and loca te  the i r  p refe r red  in terp re ta t ions  by  drawing  

on  thei r  fami l ia r  cu l tura l  sys tems,  cu l tura l  memory codes ,  soc ia l  p rac t ices  and  language  

s t ruc tures .   

 

P ro jec t  members  can  in terpre t  each image  by  wri t ing ,  d rawing ,  pa in t ing ,  d ig i ta l  

manipulat ion ,  by  turn ing  the  image in to  a  co l lage ;  in  fac t ,  any  way tha t  may he lp  to  

c rea t ive ly  draw out  ideas  about  the  meaning  of  each  image .  The  image  can  even be  rep laced  

by  another  one  en t i re ly ;  one that  may be t te r  rep resen t  the  thoughts  and  ideas  that  the  image  

has  evoked .   
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The pro jec t  ex tends  i t se l f ,  by  way  of  cont inuing  d ia logue be tween  mysel f ,  as  re sea rcher  and  

v i sual  ar t i s t ,  and  pro jec t  members ,  th rough my own crea t ive  responses  to  the  negot ia ted  

in terpreta t ions  tha t  have  been  re turned  by  par t i c ipants .  This  takes  the  form of  hand-pa in ted  

f ragments  of  par t ic ipants ’  v i sual  in terpre ta t ions  that  a re  rep roduced  on  smal l  b locks .  These  

hand-pain ted  f ragments  or  imagetex ts  a re  then  offered  to  the  publ ic  v ia  var ious  exhibi t ing  

s i tes ,  inc lud ing the  pro ject ’s  ded icated  websi te .  In  th i s  way  the  publ ic  can  cont inue  the  

communica t ion  process  –  th rough in te rac t ion  wi th  the  b locks  they  are  connect ing back  to  the  

par t ic ipants’  thoughts ,  fee l ings  and  ideas .  

 

P ro jec t  members ’  responses  wi l l  be  co l lected  and  wi l l  cont r ibu te  towards  the  f ina l  thes i s ,  

and  wi l l  be  presen ted  a t  conference  seminars ,  nat iona l  and  in ternat ional  exhib i t ions ,  and  

o ther  associa ted  publ i ca t ions .  When pro ject  members  ag ree  to  be  par t  o f  th i s  research  they 

wi l l  be  requi red  to  s ign  a  consent  form ca l led  a  ‘Part ic ipant  Agreement  Form’ .  They  wi l l  be  

g iven  the  oppor tun i ty  to  remain  anonymous .   Research  data  i s  conf ident ia l .  Pro jec t  

da ta / responses  wi l l  be  kept  wi th  me and  wi l l  be  kept  for  a  min imum of  f ive  years .   

 

Sou t he rn  C r oss  U n ive r s i ty   PO  Box  1 57  L i s more  NSW 2480   Au s t r a l i a       h t tp : / /www. scu .edu .au  

 

Donna  Wr igh t   b lue _ba l l_ pro jec t@ho t ma i l . co m           Joh n  Smi th   j s mi th@ scu .edu .au  
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A P P E N D I X  B  

 

 
Consent form 
 
 
 

    
    

Big Blue Ball – Pictures, People, Place 
Connecting the world through creativity 

    

    
PARTICIPANT AGREEMENTPARTICIPANT AGREEMENTPARTICIPANT AGREEMENTPARTICIPANT AGREEMENT    

 

 
PARTICIPATION IN PHD RESEARCH PROJECT 

CONDUCTED BY DONNA WRIGHT 

SOUTHERN CROSS UNIVERSITY ,  LISMORE, AUSTRALIA 

 

Thank  you  fo r  ag ree ing  to  be  pa r t  o f  th i s  r e sea r ch  p ro jec t .   Your  ro l e  in  the  p r o jec t  i s  a s  a  co -

con t r ib u to r  to  the  deve l opme n t  o f  c r e a t ive  idea s  abou t  s ha red  commun ica t i on  fo r  o ur  con te mpora ry  

wor l d .   Yo u  a re  pa r t  o f  t he  B ig  B lue  Ba l l  p ro jec t  t e a m.  Our  c u l tu ra l  exchange  wi l l  be  a  

co l l abo ra t ive ,  c r ea t ive  p r oces s  and  your  i deas  w i l l  f o rm  an  i n t e gra l  pa r t  o f  the  p ro je c t .   Becaus e  

you r  invo lve men t  in  the  p ro jec t  i s  a  c r ea t ive  r e sponse  and  may  inc lude  you r  own  a r twork s ,  o r  

wr i t t en  idea s ,  your  c on t r i bu t ion  to  the  p r o jec t  w i l l  be  fu l ly  acknow led ged  in  a l l  pub l i ca t ions ,  

exh ib i t ions  and  p re sen ta t io ns  a s soc i a ted  wi th  the  p ro jec t .   You  wi l l  be  l i s t ed  a s  a  p ro jec t  t e a m  

member .  

 

As  a  B ig  B lue  Ba l l  P r o je c t  t e a m me mber  you  w i l l  be  g iven  a  s e lec t ion  o f  up  t o  8  v i sua l  images  tha t  

a r e  r ep re sen ta t ive  o f  a  cu l tu ra l ly  d ive r se ,  g l oba l i s ed ,  wor ld  popu la t ion .  The  i ma ges  w i l l  be  
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d i s t r i bu ted  a s  A -4  co lo ur  pho toc op ied  rep rod uc t io ns  an d /o r  e l ec t ro n ica l ly .   You  wi l l  c on t r ibu te  to  

the  p r o jec t  by  r e spond ing  to  the  i mages  in  a  way  t ha t  a l lows  your  i deas  abou t  the i r  me an ing  to  tak e  

shape .  You  can  wr i t e  ab ou t  the  imag e ,  c r ea t ive ly  wor k  in to  and  chan ge  the  image  so  tha t  i t  be t t e r  

r ep re se n ts  y ou r  ideas ,  o r  you  ca n  r ep lace  the  ima ge  en t i r e ly  w i th  ano the r  t ha t  o f f e r s  a  more  fa mi l i a r  

t r a ns la t io n .  Wr i t ten  re s ponse s  may  o n ly  r equ i r e  a n  hour ;  v i s ua l  r e spo nse s  may  take  much  longe r .  

 

You  have  u n t i l  _ ______ ____  t o  c omple te  your  r e spon ses ,  a l though  th i s  i s  f l ex ib le ,  and  the re  a r e  a  

number  o f   dead l ine s ,  a s  va r ious  pub l ica t io ns  and  p re sen ta t i ons  a r e  p roduc ed .  We  w i l l  be  in  r egu la r  

con tac t  v i a  ema i l  t h ro ug hou t  the  p ro jec t ,  so  any  conce rn s  t ha t  may  a r i se  can  be  qu ick ly  r e so lved ,  

and  any  q ue s t ions  you  have  can  be  answered .  I  w i l l  upda te  you  r eg u la r l y  on  h ow the  p ro jec t  i s  

p rog re s s in g .    

 

Remember ,  y ou r  inv o lve men t  i s  vo l un ta ry .  I f  you  wi sh  t o  w i th draw  f ro m the  t eam a t  an y  t i me ,  fo r  

wha teve r  r ea son ,  ju s t  s end  me  an  e ma i l  to  b lue_ba l l_p ro jec t @ho tma i l . com.    

 

The  e th i ca l  a spec t s  o f  th i s  s t udy  ha ve  been  a pp rov ed  by  the  So u t he rn  C ro ss  U n ive r s i ty  Hu man  

Resea rch  E th ic s  Comm i t t ee  (HR EC) .  The  Approva l  N umber  i s  EC N-0 5-1 23 .  John  Smi th ,  Schoo l  o f  

Ar t s ,  i s  the  s upe rv i so r  fo r  th i s  p r o jec t .  H i s  co n tac t  i s  [02 ]  66 26 0  3 901  o r  e ma i l  j smi th@s cu .edu .a u .   

I f  you  have  any  co mpla in t s  o r  r e se r va t io ns  ab ou t  any  e t h i ca l  a spec t  o f  y ou r  pa r t i c i pa t io n  in  th i s  

r e sea rch ,  yo u  may  con tac t  t he  HR EC  th rou gh  the  E th ic s  C omp la in t s  Of f i ce r ,  Ms  Sue  Ke l ly ,  p hone  

[02 ]  6 626  91 39 ,  f ax  [0 2 ]  6626  9 145 ,  e ma i l :  ske l ly1@scu .edu .au .  A ny  co mpl a in t  you  make  w i l l  be  

t r ea ted  i n  c on f idence  and  in ves t iga te d ,  and  you  wi l l  be  in fo r me d  o f  t he  ou tc ome .  

 

On  the  back  o f  th i s  fo r m i s  the  fo r ma l  Pa r t ic ip an t  Ag reeme nt  a nd  C ons en t .  You  a re  r equ i r ed  to  

comple te  th i s  s ec t ion  and  r e tu rn  i t  to  me  be fore  we  can  beg in .  P lea se  r ea d  t he  in fo r ma t i on  ca re fu l l y ,  

and  i f  you  have  any  que s t io ns  o r  que r i e s ,  p lea se  c on tac t  me  be fo re  s ign ing .  I t  i s  impor t an t  tha t  you  

fu l ly  unde r s t and  you r  ro l e  in  the  p ro jec t .   

 

 

Par t i c ip an t  Agreeme n t  a nd  C onse n t…. .page  2  

 

P l ea se  ensu r e  tha t  you  r e t a in ,  o r  a r e  p rov ide d  w i th  a  copy  o f  yo ur  s igned  Ag reemen t  an d  Con sen t .  

 

P lea se  comp le te  the  de ta i l s  be low  and  re tu rn  to  the  fo l low in g  addres s ;    

 Donna  Wr igh t  

 B lue  Ba l l  Pr o jec t  

 [ th i s  s ec t io n  ha s  been  de le t ed  fo r  p r i vacy  and  p ro tec t ion  o f  th e  au t ho r]  
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or  v ia  t he  p ro jec t ’ s   e m ai l  addre ss  a t  b lue_ba l l_pr o jec t@ho tma i l . com.  I f  you  a re  r e tu rn ing  the  

Par t i c ip an t  Ag reeme n t  and  Con sen t ,  CO MP LETE D,  v ia  ema i l ,  then  th i s  w i l l  con s t i tu t e  accep tance  o f  

your  ro le  on  the  p ro jec t  t eam.   

 

NAM E____ ________ __________ ______AGE ____ __NA TI O NA LI T Y_ _______________ ____  

ADDR ESS_________ __________ _____________ ____ ______ ____ _____________ _________  

E MA IL ADDRE SS____ _________ __________ _____________ ____ ______ ____ ___________  

 

 

I  ____ _____ ____ ______ ____ _____________ __________ _____  have  re ad  the  in fo rma t io n  and  th e  

cond i t io ns  o f  par t i c ipa t ion  in  the  B i g  B lue  Ba l l  P ro jec t ,  and  I  ag ree  to  par t ic ipa te  in  the  B i g  B lu e  

Ba l l  P ro jec t  as  a  p ro jec t  t eam me mbe r .  I  am ove r  the  age  o f  18  year s .  My  pers ona l  con t ac t  de ta i l s  

w i l l  no t  be  d i sc lo sed  o r  u sed  in  a ny  w ay ,  o ther  than  fo r  the  r equ i re men t s  o f  the  p ro jec t .   

 

Add i t iona l  C onsen t :  

Any  in f orma t io n  tha t  i s  o b t a ined  in  connec t ion  w i t h  th i s  s tudy  and  tha t  c an  be  iden t i f i ed  w i th  you  

w i l l  re ma in  con f iden t ia l  and  w i l l  be  d i sc lo sed  on ly  w i th  y our  p erm is s ion .   Please  c i rc l e  w he t her  you  

agree  o r  d i s agree  to  yo ur  ide n t i ty  be i ng  d i sc lo se d .  

 

I  he reby  AGRE E /  DISAGRE E to  my  name  be ing  pub l ic ly  d i sc lo sed  in  pub l i ca t io ns ,  exh ib i t ions  and  

p re sen ta t ions  a s soc ia t ed  wi th  the  B ig  B l ue  Ba l l  p r o jec t .  

 

P l ea se  s ign  he re :  

_______ __________ _____________ ____ ______ ____ _Da te :_ ____ ______ ____ ______ ______  

 

 

 

I  c e r t i f y  tha t  t he  te rms  o f  i nvo lvemen t  i n  the  B ig  B l ue  Ba l l  P ro jec t  hav e  been  exp l a ined  to  th e  

par t i c ipan t ,  and  th a t  t he  par t ic i pan t  unde rs tand s  the  t e rms  pr io r  to  s i gn ing  the  fo rm and  doe s  n o t  

r equ i re  fu r th er  ex p lan a t ion  f r om  a n  independe n t  pe r son  .    

 

S igna ture  o f  re searc her_ ________ _______ __                                      

Date____ __________ _____________ ____ ___  

 

 

 

Sou thern  C r oss  Un ive r s i ty   PO Box  157  L i smore  NSW 2480   Aus t r a l i a      h t t p : / /ww w. scu .ed u .a u   

Don na  Wr i gh t       b lue_ba l l_pro jec t @h ot ma i l . co m 
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A P P E N D I X  C  

 

 
 
Introduction letter to part icipants 
 
 

 

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

 
 
Dear  Par t ic ipant ,  
 
Thank  you  for  agree ing  to  be  a  team member  on  the  Big  Blue  Bal l  p ro jec t .  I  hope  tha t  you  
have  fun  wi th  i t  and  en joy  the  process .  P lease  contac t  me on  the  emai l  address  be low i f  you  
need  to  ta lk  or  to  c la r i fy  any  deta i l s .  
 
Inc luded  in  th i s  package are  
 

•  8 co lour  photocopied  images  e i ther  pos ted  or  sen t  v ia  emai l .  
•  An Information  Sheet  t ha t  expla ins  the  pro jec t  in  more  deta i l ;  
•  A Partic ipant  Agreement  fo rm which  you  wi l l  need  to  comple te  and  re turn  to  me .   

 
Your  ro le  in  the  p rojec t  i s  as  a  co-cont r ibu tor  to  the  deve lopment  of  c rea t ive  ideas  about  
shared  communica t ion  for  our  contemporary  wor ld .   You  a re  pa r t  o f  the  Big  Blue Bal l  
p ro ject  t eam.  Our  cu l tura l  exchange  wi l l  be  a  co l labora t ive ,  c rea t ive  process  and  your  ideas  
wi l l  fo rm an  in tegral  par t  o f  the  pro jec t .    
 
Your  involvement  in  th i s  cu l tura l  exchange  requi res  you  to :  
 
1 )  Look a t  each  image  separate ly ;  
2 )  Think  about  what  tha t  image  means  to  you ,  for  example   –   
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•  What  thoughts  or  ideas  does  i t  b r ing  up  for  you?   
•  What  p ic tures  o r  memories  does  i t  evoke?  
•  Does  th i s  image  lead  you  to  th ink  about  o ther  images  tha t  a re  fami l ia r  to  you?  
•  When you  look  a t  the  image ,  does  i t  remind  you  of  an  event  in  your  pas t?  

 
3 )  Wi th  th i s  in format ion  you  a re  now requi red  to  in te rp re t  the  image  in  a  way  tha t  wi l l  bes t  
rep resen t  these  thoughts ,  ideas ,  p ic tures  and  memories :   
 
You can  do  th i s  a  number  of  ways  –  

•  You can  s imply  wri t e  about  how the  image  af fec ts  you ,  and  you  can  do  th i s  on  top  of  
the  p ic ture ,  a round i t s  edges ,  o r  you  can  a t tach  a  separate  shee t  wi th  the  image.  You 
can  use  your  own language  o r  a  mix ture  of  bo th  Engl i sh  and  your  own language.  

 
•  You can  change the  image by  drawing  or  pain t ing  in to  i t ,  pas t ing  o ther  images  e tc  

on to  the  image,  tu rn ing  the  image in to  a  co l lage,  o r  genera l ly  manipula t ing  the  image 
in  any  way  you  can  tha t  wi l l  he lp  you  to  draw out  the  ideas  i t  has  s t imula ted  fo r  you .  
You can  manipulate  the  image  on  the  computer .  

 
•  Or you  can  rep lace  the  image  wi th  another  one  en t i re ly ;  one tha t  you  th ink  be t te r  

rep resen ts  the  thoughts  and  ideas  tha t  the  image has  evoked  in  you .  
 
You can  send  the  images  back  as  you  in terpre t  them,  or  you  can  wai t  unt i l  a l l  have  been  
done  and  then  send  them back  together ,  to  the  address  a t  the  top  of  th i s  le t te r ,  by  emai l ,  o r  I  
can  a r range  to  p ick  them up .  
 
The biggest  problem is  go ing  to  be  t ime,  and I  rea l ly  appreciate  that  this  i s  something  
that  you hold very  dear!   I t  i s  important  that  you fee l  comfortable  with your  level  o f  
part ic ipat ion  and that  you don’t  fee l  pressured.  So ,  i f  you are  having  trouble  complet ing  
the  project ,  please  le t  me know.  I  wi l l  keep in  regular  contact  v ia  emai l  to  see  how 
things  are  go ing .  
 
Once  I  have  rece ived  a l l  the  in terp re ta t ions  back f rom team members ,  I  wi l l  be  complet ing  
the  res t  of  the  pro jec t ,  and  th i s  wi l l  inc lude  the  theoret ica l  component ,  my own a r t i s t ic  
responses  to  your  ideas ,  and  t ransforming  these  re-creat ions  in to  works  of  a r t  –  your  a r t i s t ic  
responses  wi l l  be  used  in  th i s  p rocess .  Your  responses  wi l l  a l so  be  inc luded  in  the  pro ject ’s  
f ina l  documentat ion ,  and  exhib i t ions  of  the  p ro ject  ou tcomes  wi l l  be  held  on  comple t ion  of  
the  pro jec t .   
 
Because  your  involvement  in  the  projec t  i s  a  creat ive  response  and may  inc lude  your  
own artworks ,  your  contr ibutions  wi l l  be  ful ly  acknowledged in  a l l  publ icat ions ,  
exhibi t ions  and presentat ions  assoc iated  with the  project .   You wi l l  be  l i s ted as  a  
project  team member.   
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When you s ign the  Part ic ipant  Agreement  Form  you are  a lso  consent ing  to  your  
contr ibutions  being  made publ ic  through the ir  inc lus ion in  publ icat ions ,  exhibi t ions  and 
presentations  associated  with the  project .  
 
However,  you wi l l  a l so  have  the  choice  as  to  whether  you wish  your name to  be  publ ic ly  
disc losed ,  or  whether  you wish to  remain anonymous .    
 
You can a l so  withdraw from the  project  at  any t ime,  for  whatever reason,  by  emai l ing  
me.   
 
Research data  i s  conf identia l .  Research data /responses  wi l l  be  kept  wi th  me and wi l l  be  
s tored for  a  minimum of  f ive  years .  
 
 
I f  there  a re  any  ques t ions ,  o r  concerns  tha t  you  might  have ,  p lease  contac t  me on  the  emai l  
address  below and  I  wi l l  be  happy to  d iscuss  t hem wi th  you .   
 
 
 
Thank  you  aga in ,  and  have  fun!  
 
 
Kindes t  regards ,  
 
 
Donna Wright 
 
Big  Blue  Bal l  Projec t  
blue_bal l_project@hotmai l .com 
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