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Abstract
Disrupty 3 G KS | 8&dzYSR 2y G2t 23A0Ft SELISOGIGAZ2Y GKFG 7
with the overlooked, NnoNB LINBaSy Gl GA2y I+t NBIAAGSNARA 27F- FA{YOD
philosophy film is rendered here not as a normative, stable aatgf but as an intensive and affective
becoming that has the potential to disrupt habitual thought and transform the ways in which we relate
both to the world and to ourselves. Empirically, this is teased out through an embodied, non
representational praxé andis explored in my cinematic thought experimenith the two films| have
selected frothe Karrabing Collectig@a 2 ;SvizaNISaltwater Dream&016) andviermaids, or
Aiden in Wonderland2018). An Indigenous group working in Northern Australilae Karrabing
Collectiveuse film as a form of resistand® critically probe the conditions of their existence within
the context of contemporary settler colonialisamd itsattempts to deny andliscredit their modes of
being Rejecting almost all conventional film grammar and techniquéseir films are avowedly
experimentaland improvisational, providing a disruptive and animating cinematic experiénaeing
their exuberant aesthetics, | illtrate the ways in which the Karrabimgay determinedly orff A f Y Qa
non-representationalregisters toopen up the space for alternative thoughts, subjectivities and
worlds. By unsettling teleological time and destabiligg the ontological securityf the human their
films undermire the foundations on whiclmormative,hegemonic narratives are sustaindduetting
It 2y3&aARS 55t Sdd §2[iiR y CRFA Hi KBdz YIAGI2NREQ &L NBF NI Y S
WT AT Y wtheiwls¢s3 a minor practice, arguing that its valence and political force lies not in its
major political representational content, but in the deliberate cultivation of the micraicali

expressionghat their noveltechniques and practicegenerate
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1. Overture

&ust like the old people, we dReNB I YAy Id 2 S KIF @S | ySg RNBIY gAGK
newest technology with the oldest cultdér@aylor,2011 189)

As a curious geographer, it was perhaps not surprisiag reflectiong that | would wish to find out
Y2NB | 62dzi ! -dedtuiaNdedgraphi@siduriag2 yisidy year in Melbourne. Looking to
cultural expression as a navigational tool, | clearlyaerher my firswisitto the Australian Centre for
the Moving Image. There | read not only about colonial misrepresentation of Indigenous Australians
Ay TFAEYS odzi Ftaz lFozdzi GKS adNBS 2F WysSs 41 &
Australiansare taking creative control over their own storiédy curiosity heightened, | attended a
GFf1 O25DGNYAWRAAE A I (iwhSediee@ddBegkTold axid adte<3 Rachael Maza
discussed thismergent field of cultural productiorRushing cinema to new placesichfilms refuse
coloniality by deconstructing false narratives and replacing these with their own truths as part of the
y I (i Ahdin@ eHockinget al. 2019).With Indigenous norprofessional actors and improvisational
storytelling techniques, the filmmaking practices are doudget and highly experimentalb(d.).
Intrigued, Isoughtto find out more; my research led me to the Karrabing Collettive

A cooperativeof extended Indigenous Australian family and friends, working with anthropologist
9f AT I 0SUGK t2@8AYySttAT GKS YIF NNI 0AY 3 pédrdelpracBighg 2F |
in the realms ofndigenous filmmaking (Biddle and Lea, 2018). The Karrabing use film to analyse their
existence within the cramped spacessgttler colonialism and its relentless attempts to deny their
agency and ways of beingpi@.). Thefirst time | viewed one of thie films, Mermaids, or Aiden in
Wonderland(2018), | felt unsettled, animated and challengeds hardnot to be bewilderedoy their
avowedly unusudliims. | had never experienced such a unique aesthetic, the rejection of almost all
conventional film gammar and the unleashing of new thoughts, conflicts and sentient worlds that
came with thisWhiletheir films are admittedly a disruptive experience, this should not deter further
interrogation. Rather,t was their very complexitythat provided the impetis for this paper; to
understand how their filmsvorked to engineermy thoughts. In this sense, this paper addresses a
guestion of aesthetic crafting how do these films do what they do?

Takingacue fromnoaNB LINBa Sy il GA2y I f GKS2NEB obwe¢md (KAA

intensive becomingvith affective capacityThis semitonal shift towards the affective register has

1 Acknowledging the problematic nature of the term Indigenoreferencesto Indigenous Australians and
Indigeneityare in no way tadeny heterogeneityout for brevity only Whereappropriate, | refer specifically to

the Karrabing Collective.

2 Referred to hereinafter as the Karrabing Emminyengalanguage, Karrabing referdt Wt 2 ¢ (4R S ( dzNJy/ 7
mode of connectivitandindependence, of sameneasdRA FFSNB Yy OS¢ an®@FRWhe#iP®IE: 36).y [ S|



hitherto largelybeen ignored by alisciplinary longing taincovert A f mé&nig(Dewsbury, 2009).
5Aa0GAy OG0 FNRY SY20A2yz FFSOG Aa GF1Sy la aitKS
' YFGSNAEFE STFFSOG | yR |y 2000Y2D)ihatdbs dnd flRishétigedni G A 2 v ¢
bodies As Genosko (@L2: 250) notesthese intensitiesda O2 YS Ff dzZAaK GAGK &aSyaa
SyidlFry3at SR AY R2YAYlIYyd Y2RStAalGA2ya 2F ARSydAde
thinking. Gilles5 St S dzl Piicsopity X2P05[1986]; 2005[1989]) provide conceptual sandbox
for attending to the affective sensibilitiesthat cinema cultivatesA radicalalternative to traditional
criticatrepresentational approached)eleuzequestiors how imagestake part in new events of
thinking by invoking shocks to tholig

Drawing on Deleuze and 4¢odzii K2 NJ CSf A E Ddzl G i I,MRoQsed thevmhjprc 0 & (i d:
German languagseo that it could bdnterpreted otherwise,l suggest that the notion of thi#hinorQ
LINE ARSE | LRGSyidAalt ySEdza GKIG RN}Iga G23SGKSH
filmmaking.To beclear, the minor is neither opposed, nor inferior, to the major. Quite the contrary,
the minorworks from withinthe major, using the sameomponentsbut in alternative ways sudhat
it pushes beyond thenormative conventions of the major(Bogue, 2007) Conjectural and
experimentalminor practices do not act teepresenthe worldbut instead, by unpicking convention
and recomposing thoughti KN2 dz3 K | FFSOG X | NRreat edvRsdbjectivaids, | OG0 A 2
thoughts and worlds (Deleuze and Guattari, 1986).

As a summary: the structure of whahsues First, | situate this paper within the context of
intellectual thought on film, geography YR 0y 2y ONBLINBaSy G A2y s 2dzif A
nomenclature with reference téalsifyingd SOKy AljdzSa® L GKSy RShdatiohSF iS 5:¢
2T GKS YAY2NI 0ST2NB NI @Henfi@e which$ suggesNiMdamethica Q& T A f
FttAlFYyOS 6AlGK 5 SéophipsophRlidy R KSdzAyTiISNE @zZRSW 541 S OKS A
representational praxis to extrapolate ttedfectiveregisters of the films investigated. The discussion
considers howi K S Y I Nilmakihggracficés and techniqueasight be considered aspush to
the minor in their deliberate generation of micropolitical expressiomiich create space for
possibilities of beingptherwise and disrupt the foundations on whictlhegemonicnarratives are
sustained Micropoliticsrefershereto a politics which, much like the minor, traversaengsidethe
macropolitical but works through affecaither than representatiorto transform thought(Deleuze
and Guattari, 1987)Finally, the paper is brought to its (d&uement; an (un)finished conclusion in
the sense thaeverythingh & & lin€ompledeaalways in the midst of being formed, and gogobd
the matter of any liveable or lived experience. ltisa proéesd 5 St S:dil ST mMddT

| provide a broad aim that drives the impetus for my projézexplore how the Karrabifiga FTA f Y a
playonOA y ST QaOAGe (2 RA&NHzZLIG KI 0 A (gdaerativednfodidg o2 F (G KA y



YS6 LJ2&aAo At kepraséniationaFvii@aye (Bogug, 2607: 108wever,much like thér
films, an exhaustive response cannot be guaranteed. Quite the oppdsien entirely open to
{2yl 3Qa ompcov RAALRAAGAZY (GKIFIG GKS yasgSNB YA



2. Literature Review

To place the matters of thigaper, thiditerature reviewexplores conversations at the intersection of

film, geography and (non)represgtion, identifying the lacunae to which this paper attends. | then

2dzit Ay S 5 $présdatatomsd appfodaf to cinema, paying particular attentioriasifying
G§SOKYAIldz§84as FyR Ay {NER RounSof theSmhirdrdzFirfally, H virfculaBeditte (i G I N ¢
YI NNJ 6 Ay 3 otheriset YYI 1 Ay 3

2.1D S 2 3 NJIVisiklP @ dccupations

¢tKS 02R& 2F 1y2¢fSR3IS 0 NP I-cRihblished reliafic® éh visuBl Gigs3a NI LIK &
from cartography taclimate modellingindeed, myriad praeces spanning the discipline illustrate the
intrinsicallyocularway in which geographical knowleglgs derived@oel and Clarke, 2007). Influential
2SdzONBa Ay Q@Aradzf &0K2ft I NWdysh diSekingave e paytigulaiwz2 Ky . S
relevart in their critiqueof geograpyQa (G Sy RSy Oé 2 poyel @IAbnsHps énded 2 SO G A
the landscape (Rose, 1993). Such critiques exposed the role visual arfgifacia constructing
knowledge (rather than simply mimickiggographicatoncepts) Kennedy and Lukinbeal, 1997his
WO dzt (i dpvdmpted @etzpnapiss to expound the worth of cultural objects, including film (Chaney,
1994).Engagingvith the broader concomitant i KS WONR & A & @@ogrijibdréngosed y G | G A 2
GKS NBflIliA2YyaKAL 0S6SSy GKS WNBI f Q piodukddon G KS Ol
the screen) based othe NEBO2 3y AlGA2y (GKFd FAEY O2dAR y2 f2y3
unmediated expressions of the mind, but rather [as] the temporary embodiment of social processes
GKIFIG O2ylGAydz fte O2yaid NCeSswellaydixdR, 200248 Aud@xX iy QK S
representational accoravas called into question; how can films represent reality when there is no
objective, knowable reality ready to be filmed? (Aitkerd Zonn, 1994 hishasnot mearn that film
hashad limited geographical potentidl lj dzZA G S GKS 21LJJ2aAdGdSe® ''a 51 AR |
Y240 NRodzald OF LI OAGe (G2 KFIYyRfS AYUSNIgAyAy3ad GKSY
Kuhlenbeck, 2010: 83Thisindispensability has led ggoaphes to discern the geographyf film ¢
exploring productiondisseminatiorand receptiong as well as the geography film ¢ as a means of
recording representing and simulating (Doel and Clarke, 20®R§cognised now as inherently
geographical, films afandscapes ofworka 0 2 1 K LINP RdzOG |y R F3Syida 2F OF
2006: 331).

5SALIAGS dzyaSailtAay3a FTAftyYQa NEBafekarEgsters of fild,y € & d
those ofterrunnoticed forces working preonsciously, have yet to baily acknowledged (Connolly,
2002a). Doel and Clarke (2007: 8@ighlighti KS R dzLJt A OA (1 2 dz&A ¢ Iskages duy G KA O



2LIGAOIE dzyO2yaOA2dzas AYYSNAAY-RBBEONSHSWAEI ANVF Rl (G KS
Through a tripartite of filntheory, neuroscience and politic€onnolly (2002a: 75) perceives films as

Wy SdINRLREAGAOIEQ YSOKIYyAAdYa GKNRAAK ¢ KAbta & Odz G
LINPOS&aasSae G2 adAYdZ I G§S GKAY 1Ay 3thateéndbleviedzdkE FA L Y'Y
GSELX 2NB GKS NBI Y 08 ibig:563%)yHariesing this yapacity, yilR adaf F SO ¢
FF¥FSOGADBS WNBazyl yOS Y ltiekdeywsSualzmedialpldys B Enhidpeldling A S 6 S
political and ethical regime&rgo, as Lam and McCormack (2009: 260) assert, geographers must

think with the moving image and attend to aesthetics notéasi 2 YS NBLINBaASy G GA 2y | f

part of the productive becoming of film; a clear call to which I, through this paper, respond.

2.2 Reorientation to NonrRepresentational heory

Geographical engagement with film has tended to centre around the signifying semiotic moulds of
LA OK2lFylFfe@idAO GKS2NASad {SSAy3a FAtyvYa Fa WOAYSY!
overlookT A f Y Qdpresgritayional and affective registers in their unapologetic pursuit of decoding
meaning(Dewsburyet al. 2002. Such frameworks succumb tosmgularityof perspective, stifling
FAEYQAa AYydzYYSNRdzda LI2aaAoAfaVasSaaiameEil dazkdaatk Y8 RN
438).ThisOdzNA 2 dza @I YLIANRAY yIlI OgSte FaadzySa GKIFG avySt
F2NXSR Ay ibiilK By redukingHikn toosemblances, the muttensory forces of bodies,
experiences and evest(including of images themselves) are neglected (Lorimer, 2010). Addressing
this critique by taking its cue from a different registethat of nonrepresentationg this paper sets
out to disrupt the embalming assumption that films stand as metaphorsrépresentation and
signification.

The noRNB LINB &Sy (i GA2y I GSNYIF OdzA  NJ Aa y28 az Ydz
mosaic of work attending ta 2 dzNévidedtfy forethan-human, morethan-textual, multisensual
g2NI Ra¢ O] 2 NRAWISpEEn dinlogugwith Deteuridn pbilGsophy, NRT is simultaneously
I ONRGAldzS 2F GKS SLAaGSY2t23A0Ft O2y @AOthei 2y 2F
geography of what happes 6 NI G KSNJ G KIFy F 3IS23NI I 20082, 4 Ol y
emphasis in originalp dzOK 2 F (i K S ac3he 8V&rydayleiegtdayiddb@camingsake place
before they are registered by conscious sensaking (Massumi, 2002). Prior to emotion (which
functions through the cognitive categorisatiamf feelings),come intensities, blocs of affects and
perceptsc becomings; which correspondtat i KS LI 841 IS FNRY 2yS SELISNA S
FY20KSNJ YR AYLI ASE Fy dzaAYSyYyidlGdA2y 2NJ RAYAydzia:
xvii). As amt dzy’ OA NDdzY A ONRA O SR T2 NOS dzy o 2 dikyyR KRIzYll 2y & daokeeS CBi
(Vannini, 2015: 7pffects transcend the humanKTS & | NB ay 2 F 62dzi &2dz 2 NJ A



FNB NBftFdA2ya GKI G Aefd ROONIE39)TNS Sttentich Kifaffetts réflec® a & 6 dzNE

broader posthumanist manifesto thahuman existence is not stablensettlingthe arborescent idea

(a legacy of the Enlightenment) that severs mindrfrbody and positions humans above all others

(Thrift, 2008) This emphasis does not relegate thinking, but rather, attends taithglr NI A Odzf I NJ f I &

2F FFFSO0G AyiG2 GKS YIFIGSNNRNFItAGE 2F (K2dzZ3KGE 6/ 2yy
To clarify, NRT is not an attack on tiepresentational thing itself, but rather an approach for

attending tothe performative becoming of that thing and the affects geneda(Bewsburyet al.

2002).So,geographers navigating w ¢tahiultuous terrain seek to understand how the cinematic

encounter mobilises affective spectatorship, acting as a conduit through which affects flow (Carter

and McCormack, 2006ndeed, cinematid Y I 3 S &efighrétlas bindies of affective intensity with

GKS OF LI OAGE G2 | T ¥ibid A35)2paricpatingn hayeRal evehts thad iRgh Sa ¢ 6

GySg aLI OSa 2F GKAY{Ay3d | yR Y2 RegadlingithecigematiS A y 3 ¢

encounter as a machinic event, NRT creates opporiesliov recalibratethinking away from a solely

cognitivemodeltowards a definitively more bodily, sensory registieid.).

2.3 A NonRepresentational Approach to Cinema

OpposingihguisticOS Y G NA O G KS2NASa G(KIF G & NBdedz§@o5[i¥ey: A YI IS
20) explored such nonrepresentationalcinematicforces in his volume€inema I: The Movement
Image(2005[1986] andCinema II: The Time Ima(#)05[1989]. Heargued that cinema has potential
G2 &aKIFIGOGSNI KFoAlGdz £ GK2dzZa3Ka | lRpwortdl2@18)Exterding A I K G ¢
the Spinozst critiqgue of the Cartesian mind:body binary which rallied against the idea that the body is
G RAAGDNBIBRSEYWSR o0& adroftsS o62dzyRFNASAa Fy,R | &S
Deleuzeasseredthat cinema operatethrough the affective sensibilities generateditgcomposition
of imagesand signsUnsettling thed & dz6@$yOiiNE RAS3ISa A aé o steStimulil yR /1
of thought is not the human, but rathed A Y SYI A GaSt FT a2yS Aa aiNdWzO0]
YFGGSNI 2F NBTESOGA2y ® ihdy AyapTOKS LNBydoEhgEddeydisyyQ &S v G
alternative understanding ofvhat it means to thinki K i Y I 1 $& BHeSstaPhibsépynf 6 2 NJ
cinema,and morecinematising philosophy (Stam, 2000).

Per Deleuze, talented filmmakers are those whose fileagiire viewers to make sensirough
alternative ways of seeing, feeling and thinking. Developing this, Connolly (2002a: 94) identifies that
certain techniques foster @ NB G KAY 1 Ay 3 2% 2 YaA I dzMIKA OO 2 §F OF Yili A 2 Y
OKIFftSyaSa G2 Sadl of A Drthduishing@behweda two BpEs of @nbidvatict A & I G
image:the movementimage and the timémage, Deleuze2005[1989) marks what he saw as a
Fdzy RFYSY il f NEBFgl 1SYyAya 2F FAfYQa LRGSYGAlf AY



Movementimages typifyconventional Hollywood films founded on linear narratigerception
affection-action) toforml Wg&K@&M&®Dt 2F ¢NHziK Ay NBtFdA2y (2 G2
Deleuze, 2005[1989]This movemenfA YI 38> 6KSNB GAYS A& &dzw2NRAYIl ¢
sinks into the state of the cliché: because it is introduced into sergdyli 2 NJ f, anglebthelsBig €
spectators through its banal chrodimear causalityibid.: 21).

Reflecting the crisis of belief that emerged pdgorld War Il the time-imageundermines this
somewhat clichéd way of thinking by unshackling thought from the sersotpr schemaDrawing
on. SNB&2y Qa 6 Hnwmdubationythetiteinyagelisiibyied dith elasticity such that
GAYSQa LI aal 38 S$60a FyR FTft2pad 58 LAmbldinegmurésNE Y 4 L.
such that in any moment, the presentth draws on the past and flows into the futuibid.). Despite
Deleuze not explicitly defining a timimage (this would be somewhat antitheticalto Ng A a2y RQS{ N
after al), thetimeA YI 3S Aa &l LIJzNBE 2LJGAOFt I yikswithdeMitual A Y 3 S
AYF3AST | YSydGalfs 2N MikettMBgdlofine (Bebaz®0051980658) G Ay 3 |
Oscillating between actual and virtual, the tiAreage concerns memory, compliestchronological
time and malksindiscernible the real anthe imaginary (Rodowick, 1997). The virtual in #@ase is
the real without being actua(Deleuze, 1991), a space of potentiald K SNB  Fdzli dzNA & O;
dzy YSRA | 4§ SRZ guhér&whatkcaanbtyb&exgeriedc¥décannot but be tedtibeit reduced
andcontained O6al dadzYdbBo@nh i without-fi KEIGEKSYZAKUSIBMBR o6&
through which thinking is unchained from habitual circuits of sensaking, fomenting new
associations with the virtuality of time (Flaxman, 2000: 3). Ergb, ®elz(2@0Q &6)contention that
OAYSY!l rdeymSifilitiés ofdife or> theerdiveable configurations of though@Marrati, 2008:
79).

2.3.1Falsifyindlechniques

5N ¢Ay3a 2y DbASGT a0OKSIy WiidgageSiedtivel@rfobiliseKf&sifyifig f 4 SQX
techniques which, by creating newrtual worlds, bring into disarray the swalled adamantine
transcendence of truth (Deleuz2005[1989]. Techniques such as ational cuts lighting, framing and
disjuncture between sound and visuals call into question the deceptive basevesi those
constructions presented as rationauch as chronological timéy ushering into being the virtual
potentialities incorporated within the presentilfid). Deliberately deploying such techniques,
FTAEYYF]1SNAR LJzaK (2 NBodzi FAfYQa NBLINBaSyidlaazyl
dzy F2f RAy 3 27F yS¢ udpaskritatohd VantagsSHue, 200KR06). |y 2y

Wt 29 SNB 2dso éneoBipadilKkiSa 2y OSLII 2F Wt SPdeyRAMI QD 2 A
Ddz GGF NAQA OmMpycO y2iA2Yy 2 Egendikg &Y iy ZININI OFA QS @



people engaged in a process of selff S YIS RYYRAYASIE A¢gAI2ME 0 KS LIS2 LI ¢
method of narrationwith no singulay identifiable voice (Deleuze, 2005b: 215). This counters the

Wi NHzG KFdzfE YNNI GA2YyQ 2F 02y @Sy idAzylf SiKy23aNF LK
depend upon the truth-producing power of representation (Sharma, 2006). Dissolving the line
between truth and fiction legendingputs in its place a truthof narration whereby diverse and
contradictory voices question the notion of a legitimate version ants(Bogue, 2007)A process of
re-imagininglegendingi SS1a G2 ONBF(GS Ada 26y GNHzZIKAXZ O2yail N
(ibid.: 105.

2.4The Notion of the Minor

.23dz2SQa O6uHnnTtO0 NBTFSNBYyOS (2 (GKS YAy2NIIfftdzRSa (2
as a minor literature, used the major German language such that it could be interpttedvise By

their nature, minor practices can only operate wittthe major, so this is no major:minor dualism.

Rather, the practices interweave, the minor acting in (dis)harmony with the major, creating a
polyphony of sorts. Deleuze and Guattari (1986: 18) outline a minor pr&xéice | (i & M0 dxiii K
deterritorialisation of language, the connections of the individual to a political immediacy, and the

O2tt SOGADGS aasSyotl3S 2F SydzyOAl (iA2yé d ssvélylIJSNR Y S
represent the wordo dzii = | & WY 2cR&ethe @dFld (bid).(rd chayfiey simultaneously
SyO2YLI} 44 RSOSNNARG2NAIFfAAlFIGAZ2Y O0GKS LINRPOS&aa 27F |
and Guattari, 2004: 322)) and reterritorialisation (the recombination of deterritorialised elements into

new forms) whereboth exist as a sort of obligatory symbiosis.

Minor practices mayr LILISNI F Ay (G2 DdzZ-ki8& K QE&A G mUlkhND R AWBGI K
against ideological politics, Guattari espouses the capacity of creative practices, such as film, to
produce new subjetivities and spaces. Embodying AN LINB A Sy G F G A2yt G-KAY ] A Y =
aesthetic project departs from form and knowledge enslaved to the realm of representation, instead
experimentng creatively to address issues emerging in the world. Theseticee@ndeavours
compose the virtual, harnessing the potential for immanent modalities of subjectivation. For this
reason, Guattari (1995: 107) asserts, such intervestim@ve ethico-political implications, not moral
responsibilitiepersebutd 12 &LISIF 1 2F ONBFGA2y Aa (2 aLlsSri] 27 I
GAGK NBIFINR (2 GKS GKAy3dI ONBIFGSRE®

Having considered intellectual thinking ®nA fpdtéd@alities to reconfijure thought from a non

NELINBaSydardAz2yltf @FryaGrasSs L ddaNYy y2¢ G2 aidada asS



25¢ KS Y| NNJ 6 A yCGEhewiseCAf YYI { Ay 3

oFolks are around; moods are good; an iPhone is charged; the place is right. And wlfi? onittelli
and Lea, 2018: 43).

¢ KS YI Nfdmakingotheéndise emerges from their mode of existence at larBeparting from

NEFft SOGAGS NBIFfAAYZ (KSANI LISNF2 MNYtoyitOdmeApte y 20 d:

determined model (Lea and Povinelli, 2018). Cognisant of the violence perpetuated by

representational regimes, the Karrabing eschew attemptddoument how they live retrospectively

their films areno solution to the tired paradigm conceing ethnographic authority ibid.). The

YFENNFOAYIQa A YLINRVEN geople Ading lad theinselgekis/whijt @ddle and Lea

(2018) coinWKE& LISNNBIFf AavYQo ! 0 SNY O Apeéri€an adzaistagry, 0 2 NN

KELISNNBI f AdaYtoRODNE I il 1 XKSSWiddzaA2y 2F || NBFfAGS

make the reamorereal, when the real is itself what is at risk, at stake: namely, Indigenous history,

fly3adza 35S LINBaASyOSsI ikdié &mpladsirorigilSy A SRY AJy2NBRE 06
CAfY A& y20 &a2fSte | 62dzi UfernytydSdprddixtiod 2 Y Y dzy |

itself (Lea and Povinelli, 2018). Producing films entirely on their own terms, the Karrabing use

AAAAAAAAA

within the cramped spaces of Indigenous existerio].ly T2 NY SR o0& LIS2 L)X SQa RSaax
that arise in the milieu within which they filthe Karrabing explore what emerges in the encounter

(ibid.). WhileDeleuze and Guattari did not explicitly engage with Indigeneity, this approach, | suggest,

duets harmoniously withtheir geophilosophy whichalthough not formally termeduntil What is
Philosophy?(1994), underpinned their collaborations (Woodward, 201&3. undercurrentis a
retheorisation of how thinking takes place in the workbecifically tied to the event, geophilosophy

is a consideration of how life emerges, transforms andretefritorializes,with the assertion that

earth isa plane in which concepts are created;aenfigured and arrangedbid.). In other words,

thinking does not happen in a vacuum,; earthly foroeskeus think.

Throughd @ 6 S G Ay 3 o6 QHe KarrgbingxplorétioeydfieNdugncedinterrelations
between humanexistenceand other modes oéxistence Itea and Povinelli, 20181). Considering
metaphysical questionsn dreamingsthey grapple with howancestral storiesnight be refigured in
the context of settler colonialismwith its attempts to undermine and deny theanalytics through

what Povinelli2016: 4 termsgeontopower i K 8iscaurse, affects, and tactics used in late liberalism

3.8 FT20daAaAy3a 2y (GKS YIFINNIoAy3dIQa ALISOATFAO LINY OGAaAdOSa NI
Indigenous or subaltern, | hope to avoid the limiting nature of these heavily loaded terms.

4 Otherwiseis conceived adilmmakingthat operates b push beyond the conventionadorms of film as a
representational artefact.



to maintain or shape the coming relationshipiofK S RAAGAY OUA2Y 0 Poun8liSy [ A F¢
(2016) explores thigiovernance of differencewhich both promulgates and undermineg certain
economic and cultural practice:s order toendorsethe settler colonialrationale Drawingattention
to the Karrabing she describes their practices manifestation® ¥ (i K & anvaditageiizhex

unsettlesthis dualism.

2.6 A Moment of Reflection

L LIkdzaS y2¢ (2 RNI¢g (23SGKSNI GKAA LI LISNdeazea i NI yR
YR DdzZF GdFNARZ GKAA LI LISNI Ay @ &ra émbaiediithagerdetve (G KS Y I
becoming of their filmsthrough the cinematic encanter. To be clear, filmakingand film do not

constitute a product:consumption binary but are interdependent such that eawtompasseshe

other. Throughthis|eE Lt 2 NB K2 ¢ GKS YINNIoAYy3IQa LINF OGAOSE YI
in generatngmicropoliticalexpressionsThis is no dismissal of the intellectual traction brought to the

YI NNI 6 Ay 3QAdy OR MZRAYENE SIOA Yy St A ha eafygoRthibBtiSnviStfiisi @ wl { K
continuum through ayet-to-be fully exploredavenuefor geographers; nonrepresentation and

filmmakingotherwise.
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3. Interlude: Methodology

As posited hitherto, this disquisitiéhd Y | yisAaf St@ritlahce téF A f urderdlayed,affective
vectors. Such a manifesto demands a mepresentational mode of engagemenwhich | expose

here.

3.1 DoingNonrepresentational Theory

While this section ostensibly outlines my methodology, there is rexifip method through which
bwe¢ A& WILLIEASRQ 065856 40daNE 3y Sien nSiOLAS N YOSKYSINEE  ATIS yANS
F2NJ I K@0NARR g2 Nhalembpdy! gpgraaghithis unchraneped terotary with some
trepidation but am reasured thatNRT welcomes failure insofas failureallows the creation ofiovel
Gl ea 2F GKAYLAYd YoEASNIYWYIS yEINE Y 80 Ry 2 NI KB2 GKS SY
(Gerlach and Jellis, 2015: 143). Untethered from expectations, | am open tdittieipossibilities of
what may emerge; as Deleuz&9g8: 125)insightfully remarksgy 2 2y S 1y 264 I KSI R
FFFSOGa GKIFG MyfaRingihis erpirital riski Uusdergahdtidat my vulnerabilityto
discomfort and disorientatiofis somewhat inevitable given the effanecessary to disentangle film
from its doggedly representational status. Yet the result, | hope, is a productifeoeisation that
LJ 8 & RdzS NI O2rdnfdpiedestafimalireyistdr arid Yaked seriously the micropolitical
expressions generated.

I employ anautoethnographicapproach thatallows my body to become the epistemological
nexus of research (Spry, 2001). No simple act, the challenge is profaundt delinquishthe hard
GANBR AyaluAayOd G2 NBRAzOS AYIF3ISa G2 GKSANI aSvyoftly
AYFAAYFGA2Y S OX6 Y2 NB20)Fodpprmingded ® heé afféciv& misorrices ofn nny Y
cinematic images, the plenitude of what thelp and their intensities. By using autoethnography,
WRE GF Q SYS NB&and tke@roaHisens¥gDewsbury and Naylor, 2002y research
diary reflecs this (Appendix1). Rather than attempting to craft a definitive or heroic narratibat
would accentuate reductionist ideologies, in DeleQze T 2 ,2ny @ddiSgsaf the films seek dold
to the world. Guided bYNRT focusing on the cinematic encounter as an event and becoming (as
opposed to a subject:object modelbypass the plague of critiesdpresentational approaches to film
that unavoidably entail speakingn-behalfof-others. Singular interpretations thaippdown meaning
are highly problematic, particularly in discoussaround Indigenougpoliticswhere the restriction of
conceptualisations to narrow imaginingee used to reinforce the hegemonic rationale (Hunt, 2014).

To provide some degree of reflex®iz L NBO23yAasS GKFG alff (y26f:
305)Mé 4dzo2S00GABS SELISNASYy OSa -endiBipaisifg, fordieldivbritandlzy A S N

researcher are inseparable (Dewsbury and Naylor, 2002). This is no confession or limidtien

11



acknowledge that affects do natansparentlyebb, flow and dissipate through my body. My body is
LINBRA&LIZASR | yR adzaOSLJiaoftS G2 YvYé& SEAaGAY3a AyidsS
KFE@3S y2 NBIlazy i2(0DdNZ2®4:144)p2NR | 602dzi A€

3.2Film Selection

2 GOKAY3 GKS YINNIoAy3IQa FAL YA | FPHARgGwalchéd SEOA (.
their full oeuvre to conduct my thought experiment in sufficient depth | focus on films that
provokedhighly distinctive, interruptive responses in meéNutharr, Saltwater Dreas(2016) and

Mermaids, or Aiden in Wonderlahd H nmy 0 @ ! & SIFOK FAfYQa yINNIYGIAQD
simultaneously, a linear description is challenging to provide. Indeed, attemptohg sodefeatsthe

very nature of the films and my encounters with them. Howeverptovide context, | proféer a

tentative outline, paraphrased from correspondence with Povinelli (2020, personal communications,

24 January).

Wutharr (2016: 28:53)

The plotlineweavesaround the possibiNB | a2y a ¢gKe& | o021 dQa Y2G2N) KI a
of the Karrabing stranded out bush. As a result, the group set off an emergency flare leading to a
punitive state fine that they cannot affordt K N2 dz3 K & dzNNKBnerhbersésdphihtheit 6 I O 4 Q.
versions of events and the roles jealous ancestors, Christiah#yState and faulty wiringhay have

played.

Mermaids(2018: 26:29)
Ly + ySIEN FdzidzNBzZ FAOGA2y L f $2NIRX 2yfte LYRA3ISY

caused by white people, has poisoned the land. A young Indigenous man removed framihjisaé
I WwYdzR OKAfRQ T2NJ YSRAOIfT SELISNAYSyGa Aa NBfSHaA

relativesacross the dying land, Aiden encounters potential futures and pasts.

3.3Living the Experiment

To give primacy to my bodily responses, during the first viewing | noted my responses: sensory

experiences thaprovokedaffective shock, ruptures habitual thoughtand any otheunanticipated

5| highlyrecommend watchingi K S F A f ¥raYQuTdbBl A f S NA
61n an ideal world | would have liked to have explored all.
7 Referred torespectively a¥Vutharrand Mermaidshereinafter.
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responsesl subsequentlyeturned to these interruptive saees investigatngthe inductive cinematic
0§SOKYAldzSa dzaSR yR GKS aakKAFTGa 2F 3ISIEN GKSe Sy 3

3.4Representing the NeRepresentational

Undertaking this paper has required me to wrestle with conveying that which is difficuintcey, to

LlJdza K | 3FAyad FlrftasS azfdziazya 27T7FS NBaRcrab @asilyi 2 OA | €
02y adzyYSR ' yasSNENBIYER yi 6% Sa 21IF| AYBELISNASYy 0S¢ dal yy
55t Sdzl SQa LI NX GF OGAO ¢ Naide;’sycH ancdiis®dpeandiegards-the aiNA & ¥ T 3
of writing itself asa mechanisnto explore ideas. My discussion weaves together descriptifiactive

vignettes, film stills anén exegesis of intellectual thought, arranged asiaperfect storyboardof

kinds, allowingvisual and discursive lines of fliglet requirementof active interpretation by the

beholder. Through its expressive materiafitl hopemy discussiome-activates beyond these pages,

creatingad R A a 2 dzy O rspetificitylthytRndgfiiye[s] logical clarity and causality, leaving room

F2NJ I OSNIFAY @I 3dzSySaas YR F2NBAYUSNLINBGIGAZ2YE
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4. Discussion

odnema creates an opening in life and gives us a chance to fabulate a detour, to meander along
f ATSQa A yYPRoe,RBIOB0) o1 & &¢

¢tKS Syadzaiy3a RAaOdzaarzzy (N} OSa vYeé (K zfiimfhéking S E LIS NJ
practicesincludingmy affective vignettegshownin italics). While both films sharaovel techniques

my discussiorin Wuthamr focuses on key scenes that highlight the cinematic techniques used to

Wdzy aSGGtS GStS2t23A0Ft GSYLR NI { tontdudrgof soyhdahddzRA y 3 A
flashbackswithin-flashbacksin Mermaids,| explore the roles ofoundscape, disembodied eye and
superimpositiom y WY { Ay 3 LIS ND S LIindoaivisy atfiektidn tdthesdireddiced, i A 6 £ S ¢
elucidate the ways in which tlke N\ T ¥ 2 yeprebentativrlaregigie 0 rupture habitual

thought, open vistas for new possibilities for thought and experiemeal disrupt the foundations on

which hegemonic narratives are sustain€drther,| argue that the valence and politidakce of the

Y I NNJ fimimAldn@ Bes not ints majorrepresentational content but its deliberate cultivation

of micropolitical expressiorngenerated by their composite techniques.

4.1 Unsettling Teleologicikmporality inWutharr

As posited hitherto, the Karrabing use filmmaking to experiment with quotidian issues and how they
GYAIKG OO0 dzllRy (GK2aS 02y Tt A O Binpsbri2014)Byvalidabng G NBE (0 2
creative experimentation teaddress issues, such practices find harmony Viithzl G Gethibdd Q &
aesthetic intervention. Whilenacropolitical concerns are indeed enmeshed in the films, it is through
the exposition of minor events that these are played out. Plotlines encongpessfic yet potentially
unfathomable problems that have or could have happensatch as the threat of éstion or the
contemporary reconfiguration of ancestral storiest (1 NHzi K ¥ dzft O LJidzNB 2F 0 SA)
(Lea and Povinelli, 2018: 41puggestive ofa minor practice, the Karrabingleterritorialise
conventional filmmaking structurem exchange foimprovisation as this creates space dather
affect andbring micropolitical collective desires and realities to the evebid(. As becomings,
thought emerges through its own activation in the event of filmmaldmgther than being imposed
a-priori.

Such aationale underpindNutharrwhere | become part of the Karrabing-meakingthe event
of their boat breakingdown. ¢ K N2 dza K | & S NJp&sible 2>plandtiris brd ftapds€d]téd Q =
suggest these are discrete narrations of the event, howewsljes what is an emphatically
interruptive, interweaving and fragmented narrative. Rather, the$ E LJt #nbifple defghds and
inescapable vortexes of contempordgyRA 3Sy 2dza f AFSE o0t 2Q0AYSEEtAZ HAHN
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January). The following discussion investigates several techniques used to unsditbitual
perceptions of timéeforean intermezzo which considers how these techniguéght be understood

as micropolitical.

4.11 Incommensurable Scenes

At the start of the film, the &rabing members are in the yard discussing the aftermath of the event.

Trevor recalls evidence of ancestors everywhere in the bush, suggesting theyentesponsible.

Linda asserts that putting faith in the Lord willtfve boat,while Rex places thenois on wiringTrevor
adrdisSa GKFG KS glydGa G2 GSft KAa ad2NB: LyYyR L @
enucleating. S NB ¥2D13[2889] notion of durationand memory the past is called upon to

compose the present. This transition is signalled by conventional cinematic grammar techniques,
including muted tonesthe grainy quality of the images and high exposure, whiamsform into
affects,working on myvisceral regi®r to lendthe scenean etherealquality and signify its temporal

positioning Figure )} (Powell, 2007)

...admitted to hospital multiple

times before her death...

Figurel-2: Incommensurable scenes
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Wbruptly, | am wrenched out tfie2 Yy SANR O aidF S 2 T SuURBIFyldlaursTt | A Ko |
flood the screen, a brutal contrast to tlsepia tones and warm lighthat had previously invited my
touch. A monolith of documentation looms over me. With harsh edges and flappges, the entity
seems to have a force of its owy sense of anxiety is heightenleg adisembodied radio voiee
2PSNJ OKI NI Ay 3 | sxavhpayfentwhithiNFapases Ftarkiyowith thérdayh S
like auditory allusion ahe ShepareRisseGlissand®2 ¥ Y2 YSy da 32 dQ

This abrupt cutfront NB @2 NDa FflF dKol Ol R2Sa y2i NBiUdNYy YS (:
yard § KA OK ¢2dA R KIFE@S FtAIySR G2 | YSOKFEYAAY 2F
(Deleuze, 2005[198947). InsteadRSY A SR (G KS NB @St A2y GKI G ¢2dAf R
am confronted with an interior of a truck, wher@ Y2y 2f A G K ®DF aRK2OQdzFNR VT (6AS
Yboms over m@Rushed off theedge of my habitual doxd am wenched frommy @ y SA NAt® adl S
this new imagethrown intod I ad G S 2 Roddeck1SNIi1b) Digaitiéukated from any

subjective perception, thanage itself becomean intense mode of sensati@rather than a capture

of anydiscrete moment; that forces meto ventureinto alternative narrative directions. Yet this is no

GaAy It RSAENBNRITFARRIY = 06 dzii A yBodué, 208: BRISNFich lisitte yigjoint; llam2 y O S ¢
prompted to not onlyseethe disparateimages, buto work through theW dzy’ NB LINB HRhed | 6 A £ A (
images in the virtual to interpraf K SA NJ NBf | (i A #h¢/lasKparts]do redidcodi@éeiytRings

that cannot be seenintheimage 6 5 St S dzl B Z1).Rather thah ischontnt, it is the cut itself

that forces me to think, dissolvg the rhythm of time. This disruption is the force of time working in

the interstice between the incommensurablmages, undoing the subordination of the image to
movementand giving way to aberrant movement and illogical spatiotemporal coordinatésarcing

my sensitivity to the flow of time itsetind tapping intomyd @A 8 OSNJI f NBIAAGSNI 2F f
(Connolly 2002b: 1).Such jarring cuts between incommensurable scenes are a consletamotif

within 2 dzli K lphédedaiion ofunsettling teleological timeoften leaving melisconcertedas Ican

no longer rely on commasense mappings of space and tinhedeed,no scene has telos with no

expectation of what will come next, or even what has just happened, | am driven to expeltiee
ONHzaljdzS RAANMHzZLIGA2y&a 2F LIIOS IyR GAYS adzidz @
2018: 1)

4.12 False Continuity of Sound

The breakdown othe semblance of wholenegbat is implied by conventional logical causality is
accentuated by dzii K ImbickEE dse ofound, particularlghroughfalse continuityBack in the yard,

0KS 3INRdzL) RA&AOdzaa ankobBneces® 98 QA2 DFHAG8F (I ©dA4i A RRIsY Yeé
KIFILILISYSRQ®
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Even before Linda has left the yasdnorouschurch bellgall me to her story, eliciting a sense of
mysticality. Theaffective allurds heightenedonce agairby the dreamtlike, auditory allusion of a
ShepardRisset Glissand®avlovian in my respondgeanticipate shifting temporality once mare
Linda becomes a ghostly figumn the cusp between the here and not hehe colours
transmogrifyingfrom solidprimaryto overexposedonalities(Figures 35). The momentrescendos.
| hover freelbetween yard and churgtiranscending the possibility of linear temporality and
physical spacéNow in the church,ermative ambience returnedorientate myself anewAbruptly,
a sharp voice intrudes from the yard (FigBjelisruptingi K S OK dzNOK Déngicg&BBy A & |
KFENBEKfe& ol 01 G2 (kB FAySQa R20dzySyil

¢tKS O02YYSYyOSYSyid 27F [ AY R kdegetichnechahiabeffeOt} of drealiked A Iy I f §
sound editing. Cultivating machinic affects, these pure sound images diverge from the wisbkn-

scene and, linking up with the virtuahducemy Wense of mysticalig® ¢ NJ GSNWAKAaah 8 R
figure, | make atemporal leaptoany RSTAYA UGS Y2YSy il Ay [ thgeRdinQga Tt I &
and flowing natureof time, made apparent through the juxtaposition of the hurried discussion in the

yard, accentuated by jumping potof-view shots, to tharanquillity of the churchwhere a long take

elongates the momenas Linda walks forward=rom the chaotic conversation in the yard to the

O K dzNdorfaative Wmbiencel] & 8  NBYétdeMPhpyrnent of the calm reverie is pierced abruptly

by a harsh, disembodied voice which | cary assume isitrudingW ¥ N2 Y  ((Figbre 3 jerkikB Q

my situatednessout of the flashbackand rendering it impossible t@in down chronolog. | am

suspended; the false continuity of soundhallenginghe W (i NXzii K ¥ dih thefrioweiNdntimagey Q

¢ to create a caesurawhere the actual image opens up to the virtu@eleuze, 2005[1989])
Superseding the form of true, the editinggidest Wt A y SsevRifig arly praditihile @arrative

and instead engendarg contemplation andthe proliferation of possible interpretations and
perspectives This disembodied voicaepeatedly demands attentbn throughout Wutharr,

contributing to myoverallsense of vulnerabilityrad lack of control.

4.13 Flashbacksvithin-flashbacks

Ly Iy AYRSGSNNAYIGS Y2 YS$y ncaagairfokhardtessin the chirghK o | O =

that shewants to tell her version of events.
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Figures 8 Entering the helicoid of versions

Characters in the ChurchwWhere are you?
Linda2 SQNB &a0Gdz01 Ay GKS YARRES 2F y245K:¢

W[ AYRI Q& SEOKIYy3S Ay (KS OKdzZNDK FdzNIKSNJ dzy KAy 3
unsettled (Figure 6). Even as Linalks to the characters in the church, | am then moving with her
again, to another flashbacfor flashfoward?) placing me where the boat is broken (Figure 7).
Moments later, Linda begins to pray. The sensory music cresceneasturch bells hammering
once moreEntering ahelicoidof versionswithin-versions| find myself backgainin the church,
Linda asking for help once mosbandoning any hope of stable space or time, | toodteslk in the
middleofy 2  KSNBa X Ay | &LI0ASR 325FA OKASEAAAGORI QiCh 2 Y |

”i”'ﬁ‘t

Ay s

We're loroken cleldn. won't start.

4
Figure7: Middle of nowheres

il
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In this scene, | move with Lindlarough spacdimesin a way that @nies easy interpretatiorl.inda

says she wants to tell her versigret comments that she igtuck in the middle of nowher@®uring

this conversation, | then jump to another moment fier memory which llearnA & ridd® of W

y 2 4 K StheB Ba€kagain to thechurch.So ather than commencing hdlashbackat the Weginning

| leap toindeterminate enigmaticsheets of the pastad infinitum, shattering the sensorgnotor

schema from within (Deleuze, 200989]).InLindfR & ¢ So6 2 FmoMrgthraublilsEbacks
within-flashbackstime is made malleablayith fragmentsleft incongruent andincertain By denying

[ AYRIFIQa FilakKol Ol GKS &aidlddza 2F &4dz00Ay Ol RAGSNE
require me to shift from unworn routes of thought to activeavigaton ofthe experiencethrowing

my Cartesian coordinatesito a state of unbalancanddisarticulating the model of truth (Rodowick,
1997).Refusing to allow ma fixed position in relation to spatial and temporal closure, | must re

orientate myself with the sporadic temporal leaps pulled in this helicoid of flashbacksngaging

with the virtualtoref Ay 1 [ AYRI Qa @SNREA2Y (2 SJSemblanced FI NI
linearity but coexistIn this way, he image is no longearlaimingto show a true world butt I 4 SSA y 3
functiz y ¢ = GKF G OFy & NBdédate theSbjec b & Beletrd| PaDIH1999K2,R9). NB

On the cusp of suspense, | am unaware which aspects of the virtual | will need for later radical
reconfigurationto make sense of the experiencén whichthe virtual@a RS G OKSa AGasSt ¥
actualisationd YR &0 F NIia (2 (DelSuzed20050889]:F127NJThesnsdtiprE into

unidentified positions in the pasttoy 4 A G K Y& | & & dzY LJ(He 2takentr-grdmyed SG G f Ay
NBfFiA2yaKALA GKFEG 200dzNJ Ff2y3 tAYSENI GSYLIR2NIfAQ
L I Yin & pacéi oheditationando A YO LI2 A&aA0Af AG@Q

POl Ay G(GKS OKIINDK:E &iGAtt gAGKAY [AYRIQa GSNEAZY
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Figures 8-10: What the heck

Whurch bells take up their hammering again. The screen floods with light, resplendent through
stainedglass windows. The drealike sensory music beginisinda turnX what has she sensed?

share herconfusion (Figur8). Time held in suspensioh, B A G AGa NBGStFGA2y > 6N
body distorts, the oneiric sounds crescettd ¢ KS OKdzZNOK FF RS&a odzi -[ AYRI Qa
i K NB dz3 K -effefst 6f lightlbRd§ingkhy ilm&@as axgthéntdped ¢ K S

tA1S KSNBSE T
d0K BamirayetBgiain 2 NBR Q @€

hallucinatoryt £ £ dzZNB® { A Iyl ff SR y2g (2
infinity of pathsp Q

Linda:What the heck

The closadzLd 2 F [ A Y RI Q& -infage O the Heginnirlg BiftleCedehe2 ekpresses pure
AYGSYdNGASXEOGS Ay (S e trahsmiyNESW A adiNsRagByies 8 dzOK (i
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O 2 vy T d¢iekrgey, 2016: 82)F{gure8). My senses are bombarded with haptic, kinaesthetic and
synaestheticimages which combine to imbue the image with a spiritual intensity (Powell, 2007).

[ A Y Rl QxdotiRranslieantand solidl LILIST NJ G2 & KA YY KNI I dGOOAS/HE Gld2l NIBA i
as | movewith Lindafromher@S NBE A 2 Yy ( 2 , tim& Shiftilg yeSI&salyioAdd In@Eiguresd-

10). This further interruption surprises even Lindacdme to realise thatin Wutharr, with its

interweaving, fractured flashbackihereisay 2 f 2y IASNJ | y& [[jdzSadAz2y 2F |y
af Ay S (DBdurep2605[1989]: 42). Rather, underwritten by sporadic movements from alternative
perspectives on a past which itself is open to interpretatddfytharr exposes the irresolvability of

truth or explanation in the present. This prompts a wigeint, mooted by Connolly (2002a: 57), that

rather thanpursuirg sudficient knowledge, deep explanation, or narrative integrity 2y S O2 dzf R NJ

I LILINBOAI GS GKS aflF@8SNBR STTFSOGAQAGE 2F GKS LI ad

4.14 Intermezzo: Reflections dWutharr

To summarise my thought experimemtreflect on the implications of thenicropolitical expressions
generated by theechniques discussed. By determinedly rebutting chrtinear causality and the
Wi NHzi KFdzZfE yFENNFGA2YyQ 2F O2y@SyiAzy Ay SEOKIFy3IS 7
variousWLJ2 6 S NR 2 WutharKdslibeFatelyuns®tes the establishetkgimeof time and the
notion of a legitimate version of event¥he narration is incessantly remodified as a result of-de
chronologised momentsuch thatpast/present/future are no longer discrete entities shackled to
f Ay S IstiNtyiing s@iéture Even following several engaged viewings, questions remain unresolved,
moments incoherent to otherdt is precisely the impossibility of givingutharr a single totalising
interpretation which explicates its eschewiimyepresentational terms. Arguably a push to the minor,
Wutharrilluminates the notion of the image, not as a representational capturdisdfretemoments
assembled togetherbut in an interminable series opotential interpretations, in an unremitting
metaphoric disequilibrium between imaggpectator, brairscreen.

This reconfiguration of time has wider political connotations, highlighting both the partiality and
potential destructiveness of claims to a veisal truth and undermining the foundation on which
hegemonic narratives are sustaindfithe present draws on a past that may or maot exist, and the
future isnever fully exempt from a present that perpetually moves in it, then ultimatalydernityQ &
narrative is called into questionAs Rose (2004) explains, coloniality and indeed Western insular
modes ofthinking depend on teleological temporalities which position the present and future as
transcending the past; a notion spatialised by depicting Western society as the modern future to which
Y2YY2RSNY YR Yyl Gdz2NE FaLANBZ | ORRya & RS (KIS /4I2RR)\5

345). Challenging the construct of linear time on which titeadmill of progresss upheldarguably
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O2yiNAROdzSa (2 GUKS ONRIFRSNJ aRSO2f 2y Ntadughihgiy 27F (1
flmmaking, he Karrabing hop G KIF i GKS al dzZRASyOS o6S3Aaya G2 ¥
Y2NI £ LREAGAOIES YR a20Alf O2YLIl aasSa Ay | g1
2018: 4). In this way, | suggest that their ethamsthetic proposition is maintaineds they
AAYdz GFyS2dzate Sy3alr3asS gAGK FALY | dminbrwagto BuBMI WNB LIN
beyond the constraints of its conventipareating new subijectivities, spaces and thoughts such

theFTAf YQa TF2NOS Aa wrSdbject maited. ditheryits paditival id@eyidili€syinithe
micropolitical expressions generated which, in diverging the mind into anomalous activity, disrupt

clichéd and stultifying temporal perceptions andaempose patterns of thought.

4.2 Making Pareptible the Imperceptiblén Mermaids

Much asWutharrbreaks freeF NBY a0 KS Sydry3atAy3a [ada20AFlidA2ya 2
2007: 106) so too doelermaids Inventivefilming and editing techniqueactuatei KS Y I NN} 6 A y 3
most unnerving stylistically experimental film yefPovinelli, 2020, personal communications, 24
January), potentlyhighlighing the potentials for filmmakingotherwise Discussing two scenes, |
unearth the technical aspectsgisndscape disembodied eyeand superimpositiopthat play into
WY {LASNDSLIG A6t S { Before anvintddmer>S whicoéstos tconsiderthe wider
implications.

Unfolding through bifurcated storyline®dJermaidsis a complex entanglement of temporalities
and worlds through which the Karrabing gpeesent, attending to countrpased obligations and
ancestral relationships the context of the governmental push to make these unliveable (Lea and
Povinelli, 2018WK A f S (GKS FAfYQa yINNIGAGBS FffdzRSa G2 GKS
DSYSNI A2y 2F LY RA3SY 2 peissa@&dmesirdldisfibranyad=ihétic® ¥ G KS 7

4.2.1 Disorientating Sonic Ecology and Disembodied Eye

Pushed intol KS W2dziaARSQ ¢2NIRX ! ARSy UGN} @SNES&A GKS
waterhole.
Aiden: What are those things over there?
Uncle Oh, those are Mermaids. They take all the young kids through a hole there and come out at

the island.
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Figures 11-13: Disorientating sonic ecology and disembodied eye

WYy RSNYSIGK GKSANI O2y @SNAI A 2 Y, digidnted, fturist@ angd OK NB y A 2
hypnotic.lts vibrations drill into my headQ Yrowning, mystate of apprehensioaccentuated byhe

steadfast deral ofastableA RSY G A FALF 60t S WKdzYlFyQ @GASGgLRAY(H (2 6K

moment | amamong the foliagdooking on(Figures 11-13). Whog or what ¢ am I? Why am |
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