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Abstract 

DisruptiƴƎ ǘƘŜ ŀǎǎǳƳŜŘ ƻƴǘƻƭƻƎƛŎŀƭ ŜȄǇŜŎǘŀǘƛƻƴ ǘƘŀǘ ŦƛƭƳ ǊŜǇǊŜǎŜƴǘǎ ǘƘŜ ΨǊŜŀƭΩΣ ǘƘƛǎ ǇŀǇŜǊ ƛǎ ŎƻƴŎŜǊƴŜŘ 

with the overlooked, non-ǊŜǇǊŜǎŜƴǘŀǘƛƻƴŀƭ ǊŜƎƛǎǘŜǊǎ ƻŦ ŦƛƭƳΦ 5ǊŀǿƛƴƎ ƻƴ DƛƭƭŜǎ 5ŜƭŜǳȊŜΩǎ ŎƛƴŜ-

philosophy, film is rendered here not as a normative, stable artefact, 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 praxis and is explored in my cinematic thought experiment with the two films I have 

selected from the Karrabing CollectiveΩǎ ƻŜǳǾǊŜ; Wutharr: Saltwater Dreams (2016) and Mermaids, or 

Aiden in Wonderland (2018). An Indigenous group working in Northern Australia, the Karrabing 

Collective use film as a form of resistance to critically probe the conditions of their existence within 

the context of contemporary settler colonialism and its attempts to deny and discredit their modes of 

being. Rejecting almost all conventional film grammar and techniques, their films are avowedly 

experimental and improvisational, providing a disruptive and animating cinematic experience. Tracing 

their exuberant aesthetics, I illustrate the ways in which the Karrabing play determinedly on ŦƛƭƳΩǎ 

non-representational registers to open up the space for alternative thoughts, subjectivities and 

worlds. By unsettling teleological time and destabilising the ontological security of the human, their 

films undermine the foundations on which normative, hegemonic narratives are sustained. Duetting 

ŀƭƻƴƎǎƛŘŜ 5ŜƭŜǳȊŜ ŀƴŘ CŜƭƛȄ DǳŀǘǘŀǊƛΩǎ ƴƻǘƛƻƴ ƻŦ ǘƘŜ ƳƛƴƻǊΣ L ǊŜŦǊŀƳŜ ǘƘŜ YŀǊǊŀōƛƴƎ /ƻƭƭŜŎǘƛǾŜΩǎ 

ΨŦƛƭƳƳŀƪƛƴƎ otherwiseΩ as 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 micropolitical 

expressions that their novel techniques and practices generate.  
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1. Overture 

άJust like the old people, we are ŘǊŜŀƳƛƴƎΦ ²Ŝ ƘŀǾŜ ŀ ƴŜǿ ŘǊŜŀƳ ǿƛǘƘ ǘŜŎƘƴƻƭƻƎȅΦ ²ŜΩǊŜ ǳǎƛƴƎ ǘƘŜ 

newest technology with the oldest cultureέ (Taylor, 2011: 189) 

As a curious geographer, it was perhaps not surprising ς on reflection ς that I would wish to find out 

ƳƻǊŜ ŀōƻǳǘ !ǳǎǘǊŀƭƛŀΩǎ ǎƻŎƛƻ-cultural geographies during my study year in Melbourne. Looking to 

cultural expression as a navigational tool, I clearly remember my first visit to the Australian Centre for 

the Moving Image. There I read not only about colonial misrepresentation of Indigenous Australians1 

ƛƴ ŦƛƭƳΣ ōǳǘ ŀƭǎƻ ŀōƻǳǘ ǘƘŜ ǎǳǊƎŜ ƻŦ ΨƴŜǿ ǿŀǾŜΩ ŎƛƴŜƳŀǘƛŎ ŀŎǘƛǾƛǎƳ ǘƘǊƻǳƎƘ ǿƘƛŎƘ LƴŘƛƎŜƴƻǳǎ 

Australians are taking creative control over their own stories. My curiosity heightened, I attended a 

ǘŀƭƪ ŎƻƴŎŜǊƴƛƴƎ Ψ5ŜŎƻƭƻƴƛǎƛƴƎ ǘƘŜ aƻǾƛƴƎ LƳŀƎŜΩ, where director Beck Cole and actress Rachael Maza 

discussed this emergent field of cultural production. Pushing cinema to new places, such films refuse 

coloniality by deconstructing false narratives and replacing these with their own truths as part of the 

ƴŀǘƛƻƴΩǎ healing (Hocking et al. 2019). With Indigenous non-professional actors and improvisational 

storytelling techniques, the filmmaking practices are low-budget and highly experimental (ibid.). 

Intrigued, I sought to find out more; my research led me to the Karrabing Collective2. 

A cooperative of extended Indigenous Australian family and friends, working with anthropologist 

9ƭƛȊŀōŜǘƘ tƻǾƛƴŜƭƭƛΣ ǘƘŜ YŀǊǊŀōƛƴƎ ŀǊŜ ƻƴŜ ƻŦ ŀ ƴǳƳōŜǊ ƻŦ ƎǊƻǳǇǎΣ ǘƘƻǳƎƘ ƴƻǘ ŀ ΨŎƭŀƴΩ per se, practicing 

in the realms of Indigenous filmmaking (Biddle and Lea, 2018). The Karrabing use film to analyse their 

existence within the cramped spaces of settler colonialism and its relentless attempts to deny their 

agency and ways of being (ibid.). The first time I viewed one of their films, Mermaids, or Aiden in 

Wonderland (2018), I felt unsettled, animated and challenged: it is hard not to be bewildered by their 

avowedly unusual films. I had never experienced such a unique aesthetic, the rejection of almost all 

conventional film grammar and the unleashing of new thoughts, conflicts and sentient worlds that 

came with this. While their films are admittedly a disruptive experience, this should not deter further 

interrogation. Rather, it was their very complexity that provided the impetus for this paper; to 

understand how their films worked to engineer my thoughts. In this sense, this paper addresses a 

question of aesthetic crafting ς how do these films do what they do? 

Taking a cue from non-ǊŜǇǊŜǎŜƴǘŀǘƛƻƴŀƭ ǘƘŜƻǊȅ όbw¢ύΣ ǘƘƛǎ ǇŀǇŜǊ ŜȄǇƭƻǊŜǎ ŦƛƭƳΩǎ ǇƻǘŜƴǘƛŀƭ ŀǎ an 

intensive becoming with affective capacity. This semi-tonal shift towards the affective register has 

 
1 Acknowledging the problematic nature of the term Indigenous, references to Indigenous Australians and 
Indigeneity are in no way to deny heterogeneity but for brevity only. Where appropriate, I refer specifically to 
the Karrabing Collective. 
2 Referred to hereinafter as the Karrabing. In Emminyengal language, Karrabing refers tƻ Ψƭƻǿ ǘƛŘŜ ǘǳǊƴƛƴƎΩΤ άa 
mode of connectivity and independence, of sameness and ŘƛŦŦŜǊŜƴŎŜέ ό9ŘƳǳƴŘǎ ƛƴ [Ŝŀ and Povinelli, 2018: 36). 
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hitherto largely been ignored by a disciplinary longing to uncover ŦƛƭƳΩǎ meaning (Dewsbury, 2009). 

5ƛǎǘƛƴŎǘ ŦǊƻƳ ŜƳƻǘƛƻƴΣ ŀŦŦŜŎǘ ƛǎ ǘŀƪŜƴ ŀǎ άǘƘŜ ƳƻǘƻǊ ƻŦ ōŜƛƴƎέ ό/ƻƴƴƻƭƭȅΣ нллмΥ русύΣ ŀ άǾƛǊǘǳŀƭ ŦƻǊŎŜΣ 

ŀ ƳŀǘŜǊƛŀƭ ŜŦŦŜŎǘ ŀƴŘ ŀƴ ƛƳƳŀǘŜǊƛŀƭ ŘƛǎǇƻǎƛǘƛƻƴέ ό5ŜǿǎōǳǊȅΣ 2009: 20) that ebbs and flows between 

bodies. As Genosko (2012: 250) notes, these intensities άŎƻƳŜ ŦƭǳǎƘ ǿƛǘƘ ǎŜƴǎƛōƛƭƛǘƛŜǎ ƴƻǘ ȅŜǘ 

ŜƴǘŀƴƎƭŜŘ ƛƴ ŘƻƳƛƴŀƴǘ ƳƻŘŜƭƛǎŀǘƛƻƴǎ ƻŦ ƛŘŜƴǘƛǘȅ ŀƴŘ ǎƻŎƛŀƭ ǊŜƭŀǘƛƻƴǎέΣ ƎŜƴŜǊŀǘƛƴƎ ƴŜǿ ǇƻǎǎƛōƛƭƛǘƛŜǎ ŦƻǊ 

thinking. Gilles 5ŜƭŜǳȊŜΩǎ ŎƛƴŜ-philosophy (2005[1986]; 2005[1989]) provides a conceptual sandbox 

for attending to the affective sensibilities that cinema cultivates. A radical alternative to traditional 

critical-representational approaches, Deleuze questions how images take part in new events of 

thinking by invoking shocks to thought. 

Drawing on Deleuze and co-ŀǳǘƘƻǊ CŜƭƛȄ DǳŀǘǘŀǊƛΩǎ όмфусύ ǎǘǳŘƛŜǎ ƻŦ YŀŦƪŀ, who used the major 

German language so that it could be interpreted otherwise, I suggest that the notion of the ΨminorΩ 

ǇǊƻǾƛŘŜǎ ŀ ǇƻǘŜƴǘƛŀƭ ƴŜȄǳǎ ǘƘŀǘ ŘǊŀǿǎ ǘƻƎŜǘƘŜǊ ŎƻƴǘƛƴŜƴǘŀƭ ǇƘƛƭƻǎƻǇƘȅ ŀƴŘ ǘƘŜ YŀǊǊŀōƛƴƎΩǎ 

filmmaking. To be clear, the minor is neither opposed, nor inferior, to the major. Quite the contrary, 

the minor works from within the major, using the same components but in alternative ways such that 

it pushes beyond the normative conventions of the major (Bogue, 2007). Conjectural and 

experimental, minor practices do not act to represent the world but instead, by unpicking convention 

and recomposing thought ǘƘǊƻǳƎƘ ŀŦŦŜŎǘΣ ŀǊŜ ΨƳƻŘŜǎ ƻŦ ŀŎǘƛƻƴΩ ǘƘŀǘ create new subjectivities, 

thoughts and worlds (Deleuze and Guattari, 1986).  

As a summary: the structure of what ensues. First, I situate this paper within the context of 

intellectual thought on film, geography ŀƴŘ όƴƻƴύǊŜǇǊŜǎŜƴǘŀǘƛƻƴΣ ƻǳǘƭƛƴƛƴƎ 5ŜƭŜǳȊŜΩǎ ŎƛƴŜƳŀǘƛŎ 

nomenclature with reference to falsifying ǘŜŎƘƴƛǉǳŜǎΦ L ǘƘŜƴ ŘŜƭƛƴŜŀǘŜ 5ŜƭŜǳȊŜ ŀƴŘ DǳŀǘǘŀǊƛΩǎ notion 

ƻŦ ǘƘŜ ƳƛƴƻǊ ōŜŦƻǊŜ ǘǊŀŎƛƴƎ ǘƘŜ YŀǊǊŀōƛƴƎΩǎ ŦƛƭƳƳŀƪƛƴƎ otherwise, which I suggest finds an ethical 

ŀƭƭƛŀƴŎŜ ǿƛǘƘ 5ŜƭŜǳȊŜ ŀƴŘ DǳŀǘǘŀǊƛΩǎ ΨgeophilosophyΩΦ ¢ƘŜ ƛƴǘŜǊƭǳŘŜ ǎƪŜǘŎƘŜǎ Ƙƻǿ L ŜƳōƻŘȅ ŀ ƴƻƴ-

representational praxis to extrapolate the affective registers of the films investigated. The discussion 

considers how ǘƘŜ YŀǊǊŀōƛƴƎΩǎ filmmaking practices and techniques might be considered as a push to 

the minor in their deliberate generation of micropolitical expressions which create space for 

possibilities of being otherwise and disrupt the foundations on which hegemonic narratives are 

sustained. Micropolitics refers here to a politics which, much like the minor, traverses alongside the 

macropolitical but works through affect rather than representation to transform thought (Deleuze 

and Guattari, 1987). Finally, the paper is brought to its (dé)nouement; an (un)finished conclusion in 

the sense that everything ƛǎ άŀƭǿŀȅǎ incomplete, always in the midst of being formed, and goes beyond 

the matter of any liveable or lived experience. It is a processέ ό5ŜƭŜǳȊŜΣ мффт: 1). 

I provide a broad aim that drives the impetus for my project: to explore how the KarrabingΩǎ ŦƛƭƳǎ 

play on ŎƛƴŜƳŀΩǎ ŎŀǇŀŎƛǘȅ ǘƻ ŘƛǎǊǳǇǘ Ƙŀōƛǘǳŀƭ ǿŀȅǎ ƻŦ ǘƘƛƴƪƛƴƎ ŀƴŘ ŎƘŀǊǘ ǘƘŜ άgenerative unfolding of 
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ƴŜǿ ǇƻǎǎƛōƛƭƛǘƛŜǎέ ŦǊƻƳ ŀ ƴƻƴ-representational vantage (Bogue, 2007: 106). However, much like their 

films, an exhaustive response cannot be guaranteed. Quite the opposite: I am entirely open to 

{ƻƴǘŀƎΩǎ όмфсоύ ŘƛǎǇƻǎƛǘƛƻƴ ǘƘŀǘ ǘƘŜ ŀƴǎǿŜǊǎ ƳƛƎƘǘ ŘŜǎǘǊƻȅ ǘƘŜ ǉǳŜǎǘƛƻƴǎ.
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2. Literature Review 

To place the matters of this paper, this literature review explores conversations at the intersection of 

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

ƻǳǘƭƛƴŜ 5ŜƭŜǳȊŜΩǎ ƴƻƴ-representational approach to cinema, paying particular attention to falsifying 

ǘŜŎƘƴƛǉǳŜǎΣ ŀƴŘ ƛƴǘǊƻŘǳŎŜ 5ŜƭŜǳȊŜ ŀƴŘ DǳŀǘǘŀǊƛΩǎ notion of the minor. Finally, I articulate the 

YŀǊǊŀōƛƴƎΩǎ ŦƛƭƳƳŀƪƛƴƎ otherwise.   

2.1 DŜƻƎǊŀǇƘȅΩǎ Visual Preoccupations 

¢ƘŜ ōƻŘȅ ƻŦ ƪƴƻǿƭŜŘƎŜ ōǊƻŀŘƭȅ ŎŀƭƭŜŘ ΨDŜƻƎǊŀǇƘȅΩ Ƙŀǎ ŀ ǿŜƭƭ-established reliance on visual aids ς 

from cartography to climate modelling; indeed, myriad practices spanning the discipline illustrate the 

intrinsically ocular way in which geographical knowledge is derived (Doel and Clarke, 2007). Influential 

ƻŜǳǾǊŜǎ ƛƴ Ǿƛǎǳŀƭ ǎŎƘƻƭŀǊǎƘƛǇ ƛƴŎƭǳŘƛƴƎ WƻƘƴ .ŜǊƎŜǊΩǎ όмфтнύ Ways of Seeing have been particularly 

relevant in their critique of geographyΩǎ ǘŜƴŘŜƴŎȅ ǘƻ ƛƴǎŎǊƛōŜ ǎǳōƧŜŎǘƛŦȅƛƴƎ power relationships onto 

the landscape (Rose, 1993). Such critiques exposed the role visual artefacts play in constructing 

knowledge (rather than simply mimicking geographical concepts) (Kennedy and Lukinbeal, 1997). This 

ΨŎǳƭǘǳǊŀƭ ǘǳǊƴΩ prompted geographers to expound the worth of cultural objects, including film (Chaney, 

1994). Engaging with the broader concomitant ς ǘƘŜ ΨŎǊƛǎƛǎ ƻŦ ǊŜǇǊŜǎŜƴǘŀǘƛƻƴΩ ς geographers exposed 

ǘƘŜ ǊŜƭŀǘƛƻƴǎƘƛǇ ōŜǘǿŜŜƴ ǘƘŜ ΨǊŜŀƭΩ όǿƘŀǘ ǘƘŜ ŎŀƳŜǊŀ ŦƛƭƳŜŘύ ŀƴŘ ǘƘŜ ΨǊŜŜƭΩ όǘƘŜ ƛƳŀƎŜ produced on 

the screen) based on the ǊŜŎƻƎƴƛǘƛƻƴ ǘƘŀǘ ŦƛƭƳ ŎƻǳƭŘ ƴƻ ƭƻƴƎŜǊ ōŜ ǾƛŜǿŜŘ ŀǎ άƳŜǊŜ ƛƳŀƎŜǎ ƻŦ 

unmediated expressions of the mind, but rather [as] the temporary embodiment of social processes 

ǘƘŀǘ Ŏƻƴǘƛƴǳŀƭƭȅ ŎƻƴǎǘǊǳŎǘ ŀƴŘ ŘŜŎƻƴǎǘǊǳŎǘ ǘƘŜ ǿƻǊƭŘέ (Cresswell and Dixon, 2002: 3-4). Thus, ŦƛƭƳΩǎ 

representational accord was called into question; how can films represent reality when there is no 

objective, knowable reality ready to be filmed? (Aitken and Zonn, 1994). This has not meant that film 

has had limited geographical potentialΣ ǉǳƛǘŜ ǘƘŜ ƻǇǇƻǎƛǘŜΦ !ǎ 5ŀǾƛŘ IŀǊǾŜȅ ǊŜƳŀǊƪŜŘΣ ŦƛƭƳ Ƙŀǎ άǘƘŜ 

Ƴƻǎǘ Ǌƻōǳǎǘ ŎŀǇŀŎƛǘȅ ǘƻ ƘŀƴŘƭŜ ƛƴǘŜǊǘǿƛƴƛƴƎ ǘƘŜƳŜǎ ƻŦ ǎǇŀŎŜ ŀƴŘ ǘƛƳŜ ƛƴ ƛƴǎǘǊǳŎǘƛǾŜ ǿŀȅǎέ όIŀǊǾŜȅ ƛƴ 

Kuhlenbeck, 2010: 83). This indispensability has led geographers to discern the geography of film ς 

exploring production, dissemination and reception ς as well as the geography in film ς as a means of 

recording, representing and simulating (Doel and Clarke, 2007). Recognised now as inherently 

geographical, films are landscapes of work ς άōƻǘƘ ǇǊƻŘǳŎǘ ŀƴŘ ŀƎŜƴǘǎ ƻŦ ŎƘŀƴƎŜέ ό!ƛǘƪŜƴ ŀƴŘ 5ƛȄƻƴΣ 

2006: 331).  

5ŜǎǇƛǘŜ ǳƴǎŜǘǘƭƛƴƎ ŦƛƭƳΩǎ ǊŜǇǊŜǎŜƴǘŀǘƛƻƴŀƭ ǎǘŀǘǳǎΣ ǘƘŜ ǳƴŘŜǊǇƭŀȅŜŘΣ affective registers of film, 

those often-unnoticed forces working pre-consciously, have yet to be duly acknowledged (Connolly, 

2002a). Doel and Clarke (2007: 891) highlight ǘƘŜ ŘǳǇƭƛŎƛǘƻǳǎ ǿŀȅǎ ƛƴ ǿƘƛŎƘ ŦƛƭƳΩǎ ŦƻǊƳ shapes our 
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ƻǇǘƛŎŀƭ ǳƴŎƻƴǎŎƛƻǳǎΣ ƛƳƳŜǊǎƛƴƎ ǾƛŜǿŜǊǎ ƛƴǘƻ ǘƘŜ άŀŦǘŜǊƛƳŀƎŜǎ ƻŦ ƴƻƴ-ǊŜǇǊŜǎŜƴǘŀǘƛƻƴŀƭ ƻōǎŎŜƴƛǘȅέΦ 

Through a tripartite of film theory, neuroscience and politics, Connolly (2002a: 75) perceives films as 

ΨƴŜǳǊƻǇƻƭƛǘƛŎŀƭΩ ƳŜŎƘŀƴƛǎƳǎ ǘƘǊƻǳƎƘ ǿƘƛŎƘ άŎǳƭǘǳǊŀƭ ƭƛŦŜ ƳƛȄŜǎ ƛƴǘƻ ǘƘŜ ŎƻƳǇƻǎƛǘƛƻƴ ƻŦ ōƻŘȅ-brain 

ǇǊƻŎŜǎǎŜǎέ ǘƻ ǎǘƛƳǳƭŀǘŜ ǘƘƛƴƪƛƴƎΦ !ǎ ǎǳŎƘΣ ŦƛƭƳƳŀƪŜǊǎ Ŏŀƴ ƳƻōƛƭƛǎŜ ǘŜŎƘƴƛǉǳŜǎ that enable viewers to 

άŜȄǇƭƻǊŜ ǘƘŜ ǊŜŀƭƳ ōŜǘǿŜŜƴ ǘƘƛƴƪƛƴƎ ŀƴŘ ŀŦŦŜŎǘέ όibid.: 67). Harnessing this capacity, film as an 

ŀŦŦŜŎǘƛǾŜ ΨǊŜǎƻƴŀƴŎŜ ƳŀŎƘƛƴŜΩΣ Ŏŀƴ ŜȄǇƻǎŜ ǾƛŜǿŜǊǎ ǘƻ the role visual media plays in manipulating 

political and ethical regimes. Ergo, as Latham and McCormack (2009: 260) assert, geographers must 

think with the moving image and attend to aesthetics not as άǎƻƳŜ ǊŜǇǊŜǎŜƴǘŀǘƛƻƴŀƭ ǾŜƴŜŜǊέ ōǳǘ ŀǎ 

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

2.2 Re-orientation to Non-Representational Theory 

Geographical engagement with film has tended to centre around the signifying semiotic moulds of 

ǇǎȅŎƘƻŀƴŀƭȅǘƛŎ ǘƘŜƻǊƛŜǎΦ {ŜŜƛƴƎ ŦƛƭƳǎ ŀǎ ΨŎƛƴŜƳŀǘƛŎ ƭŀƴŘǎŎŀǇŜǎΩΣ ǘƘŜǎŜ ǇƘŜƴƻƳŜƴƻƭƻƎƛŎŀƭ ŀǇǇǊƻŀŎƘŜǎ 

overlook ŦƛƭƳΩǎ ƴƻƴ-representational and affective registers in their unapologetic pursuit of decoding 

meaning (Dewsbury et al. 2002). Such frameworks succumb to a singularity of perspective, stifling 

ŦƛƭƳΩǎ ƛƴǳƳƳŜǊƻǳǎ ǇƻǎǎƛōƛƭƛǘƛŜǎ άŦƻǊ ǘƘŜ ǎŀƪŜ ƻŦ ƻǊŘŜǊǎΣ ƳŜŎƘŀƴƛǎƳǎΣ ǎǘǊǳŎǘǳǊŜǎ ŀƴŘ ǇǊƻŎŜǎǎŜǎέ όibid.: 

438). This ŎǳǊƛƻǳǎ ǾŀƳǇƛǊƛǎƳ ƴŀƠǾŜƭȅ ŀǎǎǳƳŜǎ ǘƘŀǘ άƳŜŀƴƛƴƎ ƛǎ ŦƛǊǎǘ ŀƴŘ ŦƻǊŜƳƻǎǘ ŀ ǇƛŎǘǳǊŜ ǘƘŀǘ ƛǎ 

ŦƻǊƳŜŘ ƛƴ ǘƘŜ ƳƛƴŘέ όibid.). By reducing film to semblances, the multi-sensory forces of bodies, 

experiences and events (including of images themselves) are neglected (Lorimer, 2010). Addressing 

this critique by taking its cue from a different register ς that of non-representation ς this paper sets 

out to disrupt the embalming assumption that films stand as metaphors for representation and 

signification.  

The non-ǊŜǇǊŜǎŜƴǘŀǘƛƻƴŀƭ ǾŜǊƴŀŎǳƭŀǊ ƛǎ ƴƻǘ ǎƻ ƳǳŎƘ ŀ ΨǘƘŜƻǊȅΩΣ ŀǎ ŀƴ ǳƳōǊŜƭƭŀ ƛŘƛƻƳ ŦƻǊ ǘƘŜ 

mosaic of work attending to άƻǳǊ ǎŜƭŦ-evidently more-than-human, more-than-textual, multi-sensual 

ǿƻǊƭŘǎέ ό[ƻǊƛƳŜǊΣ нллрΥ уоύΦ 5Ŝveloped in dialogue with Deleuzian philosophy, NRT is simultaneously 

ŀ ŎǊƛǘƛǉǳŜ ƻŦ ǘƘŜ ŜǇƛǎǘŜƳƻƭƻƎƛŎŀƭ ŎƻƴǾƛŎǘƛƻƴ ƻŦ ǊŜǇǊŜǎŜƴǘŀǘƛƻƴŀƭ ǘƘƻǳƎƘǘΣ ŀƴŘ ŀ ŘŜǎƛǊŜ ǘƻ ŀǘǘŜƴŘ ǘƻ άthe 

geography of what happensέ όǊŀǘƘŜǊ ǘƘŀƴ ŀ ƎŜƻƎǊŀǇƘȅ ǘƘŀǘ Ŏŀƴ ǘƘŜƻǊƛǎŜ ǘƘŜ ǿƻǊƭŘύ όThrift, 2008: 2, 

emphasis in original). aǳŎƘ ƻŦ ǘƘŜǎŜ ΨƘŀǇǇŜƴƛƴƎǎΩ ς the everyday events and becomings ς take place 

before they are registered by conscious sense-making (Massumi, 2002). Prior to emotion (which 

functions through the cognitive categorisation of feelings), come intensities, blocs of affects and 

percepts ς becomings ς which correspond to άǘƘŜ ǇŀǎǎŀƎŜ ŦǊƻƳ ƻƴŜ ŜȄǇŜǊƛŜƴǘƛŀƭ ǎǘŀǘŜ ƻŦ ǘƘŜ ōƻŘȅ ǘƻ 

ŀƴƻǘƘŜǊ ŀƴŘ ƛƳǇƭƛŜǎ ŀƴ ŀǳƎƳŜƴǘŀǘƛƻƴ ƻǊ ŘƛƳƛƴǳǘƛƻƴ ƛƴ ǘƘŀǘ ōƻŘȅΩǎ ŎŀǇŀŎƛǘȅ ǘƻ ŀŎǘέ όaŀǎǎǳƳƛΣ нллпΥ 

xvii). As an άǳƴŎƛǊŎǳƳǎŎǊƛōŜŘ ŦƻǊŎŜ ǳƴōƻǳƴŘŜŘ ǘƻ ŀ ǿƘƻƭŜ ǎŜƭŦ ŀƴŘ ǳƴŀƴŎƘƻǊŜŘ ƛƴ ƘǳƳŀƴ ǎǳōƧŜŎǘƛǾƛǘȅέ 

(Vannini, 2015: 7), affects transcend the human. TƘŜȅ ŀǊŜ άƴƻǘ ŀōƻǳǘ ȅƻǳ ƻǊ ƛǘΣ ǎǳōƧŜŎǘ ƻǊ ƻōƧŜŎǘΦ ¢ƘŜȅ 
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ŀǊŜ ǊŜƭŀǘƛƻƴǎ ǘƘŀǘ ƛƴǎǇƛǊŜ ǘƘŜ ǿƻǊƭŘέ ό5ŜǿǎōǳǊȅ et al. 2002: 439). This attention to affects reflects a 

broader post-humanist manifesto that human existence is not stable, unsettling the arborescent idea 

(a legacy of the Enlightenment) that severs mind from body and positions humans above all others 

(Thrift, 2008). This emphasis does not relegate thinking, but rather, attends to the άǇŀǊǘƛŎǳƭŀǊ ƭŀȅŜǊƛƴƎ 

ƻŦ ŀŦŦŜŎǘ ƛƴǘƻ ǘƘŜ ƳŀǘŜǊƛŀƭƛǘȅ ƻŦ ǘƘƻǳƎƘǘέ ό/ƻƴƴƻƭƭȅΣ мфффΥ нт). 

To clarify, NRT is not an attack on the representational thing itself, but rather an approach for 

attending to the performative becoming of that thing and the affects generated (Dewsbury et al. 

2002). So, geographers navigating bw¢Ωǎ tumultuous terrain seek to understand how the cinematic 

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

and McCormack, 2006). Indeed, cinematic ƛƳŀƎŜǎ ŀǊŜ άrefigured as bodies of affective intensity with 

ǘƘŜ ŎŀǇŀŎƛǘȅ ǘƻ ŀŦŦŜŎǘ ƻǘƘŜǊ ƪƛƴŘǎ ƻŦ ōƻŘƛŜǎέ όibid: 235), participating in material events that bring 

άƴŜǿ ǎǇŀŎŜǎ ƻŦ ǘƘƛƴƪƛƴƎ ŀƴŘ ƳƻǾƛƴƎ ƛƴǘƻ ōŜƛƴƎέ όaŎ/ƻǊƳŀŎƪΣ нллоΥ пуфύΦ Regarding the cinematic 

encounter as a machinic event, NRT creates opportunities to recalibrate thinking away from a solely 

cognitive model towards a definitively more bodily, sensory register (ibid.).  

2.3 A Non-Representational Approach to Cinema 

Opposing linguistic-ŎŜƴǘǊƛŎ ǘƘŜƻǊƛŜǎ ǘƘŀǘ άǊŜŘǳŎŜ ǘƘŜ ƛƳŀƎŜ ǘƻ ŀƴ ǳǘǘŜǊŀƴŎŜέ, Deleuze (2005[1989]: 

20) explored such non-representational cinematic forces in his volumes Cinema I: The Movement 

Image (2005[1986]) and Cinema II: The Time Image (2005[1989]). He argued that cinema has potential 

ǘƻ ǎƘŀǘǘŜǊ Ƙŀōƛǘǳŀƭ ǘƘƻǳƎƘǘ ŀƴŘ ōǊƛƴƎ ǘƻ ƭƛƎƘǘ ŜƴǘƛǊŜƭȅ ϥǳƴŎƘŀǊǘŜŘΩ ǇŀǘƘǎ (Lapworth, 2016). Extending 

the Spinozist critique of the Cartesian mind:body binary which rallied against the idea that the body is 

άŀ ŘƛǎŎǊŜǘŜ Ŝƴǘƛǘȅ ŘŜŦƛƴŜŘ ōȅ ǎǘŀōƭŜ ōƻǳƴŘŀǊƛŜǎ ŀƴŘ ŀ ǎŜǘ ƻŦ ŦƛȄŜŘ ŎƘŀǊŀŎǘŜǊƛǎǘƛŎǎέ ό.ƛƎƴŀƭƭΣ нлмлΥ уоύ, 

Deleuze asserted that cinema operates through the affective sensibilities generated by its composition 

of images and signs. Unsettling the άǎǳōƧŜŎǘ-ŎŜƴǘǊŜ ŘƛŜƎŜǎƛǎέ ό5ƻŜƭ ŀƴŘ /ƭŀǊƪΣ нллтΥ уфпύ, the stimuli 

of thought is not the human, but rather ŎƛƴŜƳŀ ƛǘǎŜƭŦΤ άƻƴŜ ƛǎ ǎǘǊǳŎƪ ōȅ ǘƘƻǳƎƘǘΦ ¢ƘƻǳƎƘǘ ƛǎ ƴƻǘ ŀ 

ƳŀǘǘŜǊ ƻŦ ǊŜŦƭŜŎǘƛƻƴΦ Lǘ ƛǎ ǘƘŜ ǊŜǎǳƭǘ ƻŦ ŀƴ ŜƴŎƻǳƴǘŜǊέ όibid.Υ уфтύΦ Lǘ ƛǎ ŎƛƴŜƳŀΩǎ ŀōƛƭƛty to engender this 

alternative understanding of what it means to think ǘƘŀǘ ƳŀƪŜǎ 5ŜƭŜǳȊŜΩǎ ǿƻǊƪ less a philosophy of 

cinema, and more cinematising philosophy (Stam, 2000).  

Per Deleuze, talented filmmakers are those whose films require viewers to make sense through 

alternative ways of seeing, feeling and thinking. Developing this, Connolly (2002a: 94) identifies that 

certain techniques foster a άǊŜǘƘƛƴƪƛƴƎ ƻŦ ŎǳƭǘǳǊŀƭ ŎƻƴǾŜƴǘƛƻƴǎέΣ ǿƘƛŎƘ ŦǳƴŎǘƛƻƴ ŀǎ άǇŜǊƛƻŘƛŎ 

ŎƘŀƭƭŜƴƎŜǎ ǘƻ ŜǎǘŀōƭƛǎƘŜŘ ǎŎǊƛǇǘǎ ƻŦ ƴƻǊƳŀƭƛǎŀǘƛƻƴέΦ Distinguishing between two types of cinematic 

image: the movement-image and the time-image, Deleuze (2005[1989]) marks what he saw as a 

ŦǳƴŘŀƳŜƴǘŀƭ ǊŜŀǿŀƪŜƴƛƴƎ ƻŦ ŦƛƭƳΩǎ ǇƻǘŜƴǘƛŀƭ ƛƴ ǘƘŜ ǘǊŀƴǎƛǘƛƻƴ ŦǊƻƳ ǘƘŜ ŦƻǊƳŜǊ ǘƻ ǘƘŜ ƭŀǘǘŜǊΦ 
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Movement-images typify conventional Hollywood films founded on linear narratives (perception-

affection-action), to form ŀ ΨǿƘƻƭŜΩ ς άa modŜƭ ƻŦ ¢ǊǳǘƘ ƛƴ ǊŜƭŀǘƛƻƴ ǘƻ ǘƻǘŀƭƛǘȅέ όwƻŘƻǿƛŎƪΣ мффт: 12; 

Deleuze, 2005[1989]). This movement-ƛƳŀƎŜΣ ǿƘŜǊŜ ǘƛƳŜ ƛǎ ǎǳōƻǊŘƛƴŀǘŜ ǘƻ ƳƻǾŜƳŜƴǘΣ άŎƻƴǎǘŀƴǘƭȅ 

sinks into the state of the cliché: because it is introduced into sensory-ƳƻǘƻǊ ƭƛƴƪŀƎŜǎέ, anaesthetising 

spectators through its banal chrono-linear causality (ibid.: 21). 

Reflecting the crisis of belief that emerged post-World War II, the time-image undermines this 

somewhat clichéd way of thinking by unshackling thought from the sensory-motor schema. Drawing 

on .ŜǊƎǎƻƴΩǎ όнлмоώмууфϐύ ƴƻǘƛƻƴ ƻŦ ΨdurationΩ, the time-image is imbued with elasticity such that 

ǘƛƳŜΩǎ ǇŀǎǎŀƎŜ Ŝōōǎ ŀƴŘ ŦƭƻǿǎΦ 5ŜǇŀǊǘƛƴƎ ŦǊƻƳ ǎǇŀǘƛŀƭƛǎŜŘ ǎŜǉǳŜƴǘƛŀƭ ǳƴƛǘǎ ƻŦ ŎƭƻŎƪ-time, time endures 

such that in any moment, the present both draws on the past and flows into the future (ibid.). Despite 

Deleuze not explicitly defining a time-image (this would be somewhat antithetical to his Ǌŀƛǎƻƴ ŘΩŜǘǊŜ 

after all), the time-ƛƳŀƎŜ ƛǎ άŀ ǇǳǊŜ ƻǇǘƛŎŀƭ ŀƴŘ ŀǳǊŀƭ ƛƳŀƎŜέΣ ǘƘŀǘ άŎƻƳŜǎ ƛƴǘƻ ǊŜƭŀǘƛƻns with a virtual 

ƛƳŀƎŜΣ ŀ ƳŜƴǘŀƭΣ ƻǊ ƳƛǊǊƻǊ ƛƳŀƎŜέΤ ƎŜƴŜǊŀǘƛƴƎ ŀ direct image of time (Deleuze, 2005[1989]: 52). 

Oscillating between actual and virtual, the time-image concerns memory, complicates chronological 

time and makes indiscernible the real and the imaginary (Rodowick, 1997). The virtual in this sense is 

the real without being actual (Deleuze, 1991), a space of potential άǿƘŜǊŜ ŦǳǘǳǊƛǘȅ ŎƻƳōƛƴŜǎΣ 

ǳƴƳŜŘƛŀǘŜŘΣ ǿƛǘƘ ǇŀǎǘƴŜǎǎ ώΧϐ where what cannot be experienced cannot but be felt ς albeit reduced 

and containedέ όaŀǎǎǳƳƛΣ нллнΥ олύΦ Lǘ ƛǎ ǘƘŜ άǘƘƻǳƎƘǘ-without-ƛƳŀƎŜέ ŜƴƎƛƴŜŜǊŜŘ ōȅ ǘƘŜ ǘƛƳŜ-image 

through which thinking is unchained from habitual circuits of sense-making, fomenting new 

associations with the virtuality of time (Flaxman, 2000: 3). Ergo, DeƭŜǳȊŜΩǎ (2001: 66) contention that 

ŎƛƴŜƳŀ ƛƴǾŜƴǘǎ άnew possibilities of lifeέ, orΣ άƻther liveable configurations of thoughǘέ (Marrati, 2008: 

79).  

2.3.1 Falsifying Techniques 

5ǊŀǿƛƴƎ ƻƴ bƛŜǘȊǎŎƘŜŀƴ ΨǇƻǿŜǊǎ ƻŦ ǘƘŜ ŦŀƭǎŜΩΣ ǘƘŜ ǘƛƳŜ-image creatively mobilises falsifying 

techniques which, by creating new virtual worlds, bring into disarray the so-called adamantine 

transcendence of truth (Deleuze, 2005[1989]). Techniques such as irrational cuts, lighting, framing and 

disjuncture between sound and visuals call into question the deceptive basis of even those 

constructions presented as rational (such as chronological time) by ushering into being the virtual 

potentialities incorporated within the present (ibid.). Deliberately deploying such techniques, 

ŦƛƭƳƳŀƪŜǊǎ ǇǳǎƘ ǘƻ ǊŜōǳǘ ŦƛƭƳΩǎ ǊŜǇǊŜǎŜƴǘŀǘƛƻƴŀƭ ŎŜǊǘƛǘǳŘŜΣ ǎŜǘǘƛƴƎ ƻŦŦ ƛƴǎǘŜŀŘ ǘƻ ŎƘŀǊǘ ǘƘŜ άƎŜƴŜǊŀǘƛǾŜ 

ǳƴŦƻƭŘƛƴƎ ƻŦ ƴŜǿ ǇƻǎǎƛōƛƭƛǘƛŜǎέ ŦǊƻƳ ŀ ƴƻƴ-representational vantage (Bogue, 2007: 106). 

ΨtƻǿŜǊǎ ƻŦ ǘƘŜ ŦŀƭǎŜΩ also encompass ǘƘŜ ŎƻƴŎŜǇǘ ƻŦ ΨƭŜƎŜƴŘƛƴƎΩΦ ²ƛǘƘ ǊŜƎŀǊŘǎ ǘƻ Deleuze and 

DǳŀǘǘŀǊƛΩǎ όмфусύ ƴƻǘƛƻƴ ƻŦ ǘƘŜ ƳƛƴƻǊΣ .ƻƎǳŜ όнллтΥ мллύ ǎŜŜǎ legending ŀǎ ŀ άǇǊŀŎǘƛŎŜ ƻŦ ŀ ƳƛƴƻǊ 
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people engaged in a process of self-ƛƴǾŜƴǘƛƻƴέΦ [ŜƎŜƴŘƛƴƎΣ ŀ άǎǘƻǊȅ-ǘŜƭƭƛƴƎ ƻŦ ǘƘŜ ǇŜƻǇƭŜ ǘƻ ŎƻƳŜέ ƛǎ ŀ 

method of narration with no singular, identifiable voice (Deleuze, 2005b: 215). This counters the 

ΨǘǊǳǘƘŦǳƭ ƴŀǊǊŀǘƛƻƴΩ ƻŦ ŎƻƴǾŜƴǘƛƻƴŀƭ ŜǘƘƴƻƎǊŀǇƘƛŎ ŘƻŎǳƳŜƴǘŀǊƛŜǎ ǿƘƛŎƘΣ ƛƴ ǘƘŜƛǊ ƻōƧŜŎǘƛŦȅƛƴƎ ƎŀȊŜΣ 

depend upon the truth-producing power of representation (Sharma, 2006). Dissolving the line 

between truth and fiction, legending puts in its place a truth of narration whereby diverse and 

contradictory voices question the notion of a legitimate version of events (Bogue, 2007). A process of 

re-imagining, legending ǎŜŜƪǎ ǘƻ ŎǊŜŀǘŜ ƛǘǎ ƻǿƴ ǘǊǳǘƘǎΣ ŎƻƴǎǘǊǳŎǘƛƴƎ άŀ ƴŜǿ ƳƻŘŜ ƻŦ ŎƻƭƭŜŎǘƛǾŜ ŀƎŜƴŎȅέ 

(ibid.: 105).  

2.4 The Notion of the Minor 

.ƻƎǳŜΩǎ όнллтύ ǊŜŦŜǊŜƴŎŜ ǘƻ ǘƘŜ ƳƛƴƻǊ ŀƭƭǳŘŜǎ ǘƻ 5ŜƭŜǳȊŜ ŀƴŘ DǳŀǘǘŀǊƛΩǎ όмфусύ ǊŜŀŘƛƴƎ ƻŦ YŀŦƪŀ ǿƘƛŎƘΣ 

as a minor literature, used the major German language such that it could be interpreted otherwise. By 

their nature, minor practices can only operate within the 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 practiceΩǎ ŀǘǘǊƛōǳǘŜǎ ŀǎΥ άǘƘŜ 

deterritorialisation of language, the connections of the individual to a political immediacy, and the 

ŎƻƭƭŜŎǘƛǾŜ ŀǎǎŜƳōƭŀƎŜ ƻŦ ŜƴǳƴŎƛŀǘƛƻƴέΦ 9ȄǇŜǊƛƳŜƴǘŀƭ ŀƴŘ ǘŜƴǘŀǘƛǾŜΣ ǘƘŜǎŜ ǇǊŀŎǘƛŎŜǎ Řƻ ƴƻǘ Ǉŀssively 

represent the world ōǳǘΣ ŀǎ ΨƳƻŘŜǎ ƻŦ ŀŎǘƛƻƴΩΣ create the world (ibid.). To clarify, they simultaneously 

ŜƴŎƻƳǇŀǎǎ ŘŜǘŜǊǊƛǘƻǊƛŀƭƛǎŀǘƛƻƴ όǘƘŜ ǇǊƻŎŜǎǎ ƻŦ ŀ άŎƻƳƛƴƎ ǳƴŘƻƴŜέ ƻŦ ŎƻŘŜǎ ŀƴŘ ǎǘǊǳŎǘǳǊŜ ό5ŜƭŜǳȊŜ 

and Guattari, 2004: 322)) and reterritorialisation (the recombination of deterritorialised elements into 

new forms) where both exist as a sort of obligatory symbiosis. 

Minor practices may ŀǇǇŜǊǘŀƛƴ ǘƻ DǳŀǘǘŀǊƛΩǎ όмффрύ ΨŜǘƘƛŎƻ-ŀŜǎǘƘŜǘƛŎ ǇŀǊŀŘƛƎƳΩΦ .ȅ ǊŀƭƭȅƛƴƎ 

against ideological politics, Guattari espouses the capacity of creative practices, such as film, to 

produce new subjectivities and spaces. Embodying non-ǊŜǇǊŜǎŜƴǘŀǘƛƻƴŀƭ ǘƘƛƴƪƛƴƎΣ DǳŀǘǘŀǊƛΩǎ ŜǘƘƛŎƻ-

aesthetic project departs from form and knowledge enslaved to the realm of representation, instead 

experimenting creatively to address issues emerging in the world. These creative endeavours 

compose the virtual, harnessing the potential for immanent modalities of subjectivation. For this 

reason, Guattari (1995: 107) asserts, such interventions have ethico-political implications, not moral 

responsibilities per se, but άǘƻ ǎǇŜŀƪ ƻŦ ŎǊŜŀǘƛƻƴ ƛǎ ǘƻ ǎǇŜŀƪ ƻŦ ǘƘŜ ǊŜǎǇƻƴǎƛōƛƭƛǘȅ ƻŦ ǘƘŜ ŎǊŜŀǘƛǾŜ ƛƴǎǘŀƴŎŜ 

ǿƛǘƘ ǊŜƎŀǊŘ ǘƻ ǘƘŜ ǘƘƛƴƎ ŎǊŜŀǘŜŘέΦ  

Having considered intellectual thinking on ŦƛƭƳΩǎ potentialities to reconfigure thought from a non-

ǊŜǇǊŜǎŜƴǘŀǘƛƻƴŀƭ ǾŀƴǘŀƎŜΣ L ǘǳǊƴ ƴƻǿ ǘƻ ǎƛǘǳŀǘŜ ǘƘŜ YŀǊǊŀōƛƴƎΩǎ ŦƛƭƳƳŀƪƛƴƎ ŀǇǇǊƻŀŎƘ. 
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2.5 ¢ƘŜ YŀǊǊŀōƛƴƎΩǎ CƛƭƳƳŀƪƛƴƎ Otherwise  

άFolks are around; moods are good; an iPhone is charged; the place is right. And why not?έ (Povinelli 

and Lea, 2018: 43). 

¢ƘŜ YŀǊǊŀōƛƴƎΩǎ3 filmmaking otherwise4 emerges from their mode of existence at large. Departing from 

ǊŜŦƭŜŎǘƛǾŜ ǊŜŀƭƛǎƳΣ ǘƘŜƛǊ ǇŜǊŦƻǊƳŀƴŎŜ ƛǎ ƴƻǘ ǳƴŘŜǊǇƛƴƴŜŘ ōȅ ΨŀŎǘƻǊǎΩ ǎŜŜƪing to fit some pre-

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

representational regimes, the Karrabing eschew attempts to document how they live retrospectively; 

their films are no solution to the tired paradigm concerning ethnographic authority (ibid.). The 

YŀǊǊŀōƛƴƎΩǎ ƛƳǇǊƻǾƛǎŀǘƛƻƴŀƭ ǘŜŎƘƴƛǉǳŜ ς with people acting as themselves ς is what Biddle and Lea 

(2018) coin ΨƘȅǇŜǊǊŜŀƭƛǎƳΩΦ ! ǘŜǊƳ ŎƻƴǎŎƛƻǳǎƭȅ ōƻǊǊƻǿŜŘ ŦǊƻƳ 9ǳǊƻ-American art history, 

ƘȅǇŜǊǊŜŀƭƛǎƳ ŘƻŜǎ ƴƻǘ ǎŜŜƪ άto re-ŎǊŜŀǘŜ ǘƘŜ ƛƭƭǳǎƛƻƴ ƻŦ ŀ ǊŜŀƭƛǘȅ ŜƭǎŜǿƘŜǊŜ ώΧϐ ǘƘƛǎ ƛǎ ŀǊǘ ŀǘ ǿƻǊƪ ǘƻ 

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

ƭŀƴƎǳŀƎŜΣ ǇǊŜǎŜƴŎŜΣ ǎƛƭŜƴŎŜŘΣ ŘŜƴƛŜŘΣ ƛƎƴƻǊŜŘέ όibid.: 6, emphasis in original). 

CƛƭƳ ƛǎ ƴƻǘ ǎƻƭŜƭȅ ŀōƻǳǘ ǘƘŜ ΨƻōƧŜŎǘΩΣ ŎƻƳƳǳƴƛǘȅ ōŜǘǘŜǊƳŜƴǘ ƻǊ for anything beyond production 

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

ŦƛƭƳƳŀƪƛƴƎΩǎ ǇǊƻŎŜǎǎŜǎ ǘƻ ǘŀƪŜ ǎŜǊƛƻǳǎƭȅ ǘƘŜ ŜǾŜǊȅŘŀȅ Ψǉǳŀǎƛ-ŜǾŜƴǘǎΩΣ ǘƻ manifest new arrangements 

within the cramped spaces of Indigenous existence (ibid.). IƴŦƻǊƳŜŘ ōȅ ǇŜƻǇƭŜΩǎ ŘŜǎƛǊŜǎ ŀƴŘ ōȅ ŜǾŜƴǘǎ 

that arise in the milieu within which they film, the Karrabing explore what emerges in the encounter 

(ibid.). While Deleuze and Guattari did not explicitly engage with Indigeneity, this approach, I suggest, 

duets harmoniously with their geophilosophy which, although not formally termed until What is 

Philosophy? (1994), underpinned their collaborations (Woodward, 2016). Its undercurrent is a 

retheorisation of how thinking takes place in the world. Specifically tied to the event, geophilosophy 

is a consideration of how life emerges, transforms and de/reterritorializes, with the assertion that 

earth is a plane in which concepts are created, re-configured and arranged (ibid.). In other words, 

thinking does not happen in a vacuum; earthly forces make us think.  

Through άǎǿŜŀǘƛƴƎ ōŀŎƪ ƛƴǘƻ ŎƻǳƴǘǊȅέ, the Karrabing explore the often-nuanced interrelations 

between human existence and other modes of existence (Lea and Povinelli, 2018: 41). Considering 

metaphysical questions on dreamings, they grapple with how ancestral stories might be refigured in 

the context of settler colonialism, with its attempts to undermine and deny their analytics through 

what Povinelli (2016: 4) terms geontopower, ǘƘŜ άdiscourse, affects, and tactics used in late liberalism 

 
3 .ȅ ŦƻŎǳǎƛƴƎ ƻƴ ǘƘŜ YŀǊǊŀōƛƴƎΩǎ ǎǇŜŎƛŦƛŎ ǇǊŀŎǘƛŎŜǎ ǊŀǘƘŜǊ ǘƘŀƴ ŜƴŎƻƳǇŀǎǎƛƴƎ ǘƘŜƳ ǿƛǘƘƛƴ ōǊƻŀŘŜǊ ŎŀǘŜƎƻǊƛŜǎ ƻŦ 
Indigenous or subaltern, I hope to avoid the limiting nature of these heavily loaded terms.  
4 Otherwise is conceived as filmmaking that operates to push beyond the conventional norms of film as a 
representational artefact.   
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to maintain or shape the coming relationship of ǘƘŜ ŘƛǎǘƛƴŎǘƛƻƴ ōŜǘǿŜŜƴ [ƛŦŜ ŀƴŘ bƻƴƭƛŦŜέΦ Povinelli 

(2016) explores this governance of difference, which both promulgates and undermines certain 

economic and cultural practices in order to endorse the settler colonial rationale. Drawing attention 

to the Karrabing, she describes their practices as manifestations ƻŦ ǘƘŜ ΨǾƛǊǳǎΩ ς an antagonist that 

unsettles this dualism. 

2.6 A Moment of Reflection 

L ǇŀǳǎŜ ƴƻǿ ǘƻ ŘǊŀǿ ǘƻƎŜǘƘŜǊ ǘƘƛǎ ǇŀǇŜǊΩǎ ǎǘǊŀƴŘǎ ǘƘǳǎ ŦŀǊΦ !ƭƭȅƛƴƎ ǿƛǘƘ ǘƘŜ ŜǘƘƛŎŀƭ ŜƴŜǊƎƛŜǎ ƻŦ Deleuze 

ŀƴŘ DǳŀǘǘŀǊƛΣ ǘƘƛǎ ǇŀǇŜǊ ƛƴǾŜǎǘƛƎŀǘŜǎ Ƙƻǿ ǘƘŜ YŀǊǊŀōƛƴƎΩǎ ǘŜŎƘƴƛǉǳŜǎ are embodied in the generative 

becoming of their films, through the cinematic encounter. To be clear, filmmaking and film do not 

constitute a product:consumption binary but are interdependent such that each encompasses the 

other. Through this, I eȄǇƭƻǊŜ Ƙƻǿ ǘƘŜ YŀǊǊŀōƛƴƎΩǎ ǇǊŀŎǘƛŎŜǎ Ƴŀȅ ōŜ ŎƻƴǎƛŘŜǊŜŘ ŀǎ ŀ ǇǳǎƘ ǘƻ ǘƘŜ ƳƛƴƻǊ 

in generating micropolitical expressions. This is no dismissal of the intellectual traction brought to the 

YŀǊǊŀōƛƴƎΩǎ ŘƛǎŎƻǳǊǎŜΣ ƛƴŎƭǳŘƛƴƎ tƻǾƛƴŜƭƭƛΩǎ ŜƴƎŀƎŜƳŜƴǘΦ wŀǘƘŜǊΣ ƛǘ ƛǎ an early contribution to this 

continuum through a yet-to-be fully explored avenue for geographers ς non-representation and 

filmmaking otherwise. 
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3. Interlude: Methodology 

As posited hitherto, this disquisitionΩǎ ƳŀƴƛŦŜǎǘƻ is an attendance to ŦƛƭƳΩǎ underplayed, affective 

vectors. Such a manifesto demands a non-representational mode of engagement, which I expose 

here. 

3.1 Doing Non-representational Theory 

While this section ostensibly outlines my methodology, there is no specific method through which 

bw¢ ƛǎ ΨŀǇǇƭƛŜŘΩ ό5ŜǿǎōǳǊȅΣ нллфύΦ wŀǘƘŜǊΣ ƛǘ ƛǎ ŀƴ ŜǘƘƻǎ ς άŀ ƴŜǿ ŜȄǇŜǊƛƳŜƴǘŀƭ ƎŜƴǊŜΥ ŀ ƘȅōǊƛŘ ƎŜƴǊŜ 

ŦƻǊ ŀ ƘȅōǊƛŘ ǿƻǊƭŘέ ό±ŀƴƴƛƴƛΣ нлмрΥ оύ ς that I embody. I approach this unchartered territory with some 

trepidation but am reassured that NRT welcomes failure insofar as failure allows the creation of novel 

ǿŀȅǎ ƻŦ ǘƘƛƴƪƛƴƎ ŜȄǇŜǊƛƳŜƴǘŀƭƭȅ ƛƴ άǘƘŜ ƳƻǾŜƳŜƴǘ ŦǊƻƳ ǘƘŜƻǊȅ ǘƻ ǘƘŜ ŜƳǇƛǊƛŎŀƭ ŀƴŘ ōŀŎƪ ŀƎŀƛƴέ 

(Gerlach and Jellis, 2015: 143). Untethered from expectations, I am open to the infinite possibilities of 

what may emerge; as Deleuze (1988: 125) insightfully remarks, άƴƻ ƻƴŜ ƪƴƻǿǎ ŀƘŜŀŘ ƻŦ ǘƛƳŜ ǘƘŜ 

ŀŦŦŜŎǘǎ ǘƘŀǘ ƻƴŜ ƛǎ ŎŀǇŀōƭŜ ƻŦέΦ In taking this empirical risk, I understand that my vulnerability to 

discomfort and disorientation is somewhat inevitable given the effort necessary to disentangle film 

from its doggedly representational status. Yet the result, I hope, is a productive re-theorisation that 

Ǉŀȅǎ ŘǳŜ ǊŜŎƻƎƴƛǘƛƻƴ ǘƻ ŦƛƭƳΩǎ non-representational register and takes seriously the micropolitical 

expressions generated. 

I employ an autoethnographic approach that allows my body to become the epistemological 

nexus of research (Spry, 2001). No simple act, the challenge is profound. I must relinquish the hard-

ǿƛǊŜŘ ƛƴǎǘƛƴŎǘ ǘƻ ǊŜŘǳŎŜ ƛƳŀƎŜǎ ǘƻ ǘƘŜƛǊ ǎŜƳōƭŀƴŎŜǎ ƛƴ ŜȄŎƘŀƴƎŜ ŦƻǊ ƴƻǾŜƭǘȅΣ ǳƴŎƻƴǾŜƴǘƛƻƴŀƭƛǘȅΣ άƳƻǊŜ 

ƛƳŀƎƛƴŀǘƛƻƴΣ ώΧϐ ƳƻǊŜ ŦǳƴΣ ŜǾŜƴέ ό¢ƘǊƛŦǘΣ нллуΥ му-20), becoming alert to the affective resonances of 

cinematic images, the plenitude of what they do and their intensities. By using autoethnography, 

ΨŘŀǘŀΩ ŜƳŜǊƎŜǎ ǘƘǊƻǳƎƘ Ƴy body and the sum of its senses (Dewsbury and Naylor, 2002); my research 

diary reflects this (Appendix 1). Rather than attempting to craft a definitive or heroic narrative that 

would accentuate reductionist ideologies, in DeleuzeΩǎ ŦƻƻǘǎǘŜǇǎ, my readings of the films seek to add 

to the world. Guided by NRT, focusing on the cinematic encounter as an event and becoming (as 

opposed to a subject:object model), I bypass the plague of critical-representational approaches to film 

that unavoidably entail speaking-on-behalf-of-others. Singular interpretations that pin down meaning 

are highly problematic, particularly in discourses around Indigenous politics where the restriction of 

conceptualisations to narrow imaginings are used to reinforce the hegemonic rationale (Hunt, 2014).  

To provide some degree of reflexivitȅΣ L ǊŜŎƻƎƴƛǎŜ ǘƘŀǘ άŀƭƭ ƪƴƻǿƭŜŘƎŜ ƛǎ ǎƛǘǳŀǘŜŘέ όwƻǎŜΣ мффтΥ 

305). Mȅ ǎǳōƧŜŎǘƛǾŜ ŜȄǇŜǊƛŜƴŎŜǎ ŀǊŜ ƛƴ ƴƻ ǿŀȅ ǳƴƛǾŜǊǎŀƭƭȅ ΨǘǊǳŜΩ ƻǊ ŀƭƭ-encompassing, for fieldwork and 

researcher are inseparable (Dewsbury and Naylor, 2002). This is no confession or limitation, rather I 
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acknowledge that affects do not transparently ebb, flow and dissipate through my body. My body is 

ǇǊŜŘƛǎǇƻǎŜŘ ŀƴŘ ǎǳǎŎŜǇǘƛōƭŜ ǘƻ Ƴȅ ŜȄƛǎǘƛƴƎ ƛƴǘŜǊŜǎǘ ƛƴ ǘƘŜ ǎǳōƧŜŎǘΤ ŀŦǘŜǊ ŀƭƭΣ άƛŦ ȅƻǳ ŘƻƴΩǘ ƭƻǾŜ ƛǘΣ ȅƻǳ 

ƘŀǾŜ ƴƻ ǊŜŀǎƻƴ ǘƻ ǿǊƛǘŜ ŀ ǿƻǊŘ ŀōƻǳǘ ƛǘέ (Deleuze, 2004: 144).  

3.2 Film Selection 

²ŀǘŎƘƛƴƎ ǘƘŜ YŀǊǊŀōƛƴƎΩǎ ŦƛƭƳǎ ŀŦŦƻǊŘǎ ŀƴ ŜȄŎƛǘƛƴƎ ŀǊǊŀȅ ƻŦ ŎƛƴŜƳŀǘƛŎ ŜȄǇŜǊƛŜƴŎŜǎ5. Having watched 

their full oeuvre, to conduct my thought experiment in sufficient depth I focus on two films that 

provoked highly distinctive, interruptive responses in me6; Wutharr, Saltwater Dreams (2016) and 

Mermaids, or Aiden in Wonderland7 όнлмуύΦ !ǎ ŜŀŎƘ ŦƛƭƳΩǎ ƴŀǊǊŀǘƛǾŜ ǳƴŦƻƭŘǎ ƻǾŜǊ ǎŜǾŜǊŀƭ ƭŀȅŜǊǎ 

simultaneously, a linear description is challenging to provide. Indeed, attempting to do so defeats the 

very nature of the films and my encounters with them. However, to provide context, I proffer a 

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

24 January). 

 

Wutharr (2016: 28:53) 

The plotline weaves around the possible ǊŜŀǎƻƴǎ ǿƘȅ ŀ ōƻŀǘΩǎ ƳƻǘƻǊ Ƙŀǎ ōǊƻƪŜƴ ŘƻǿƴΣ ƭŜŀǾƛƴƎ ǎƻƳŜ 

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 afford. ¢ƘǊƻǳƎƘ ǎǳǊǊŜŀƭ ΨŦƭŀǎƘōŀŎƪǎΩΣ members explain their 

versions of events and the roles jealous ancestors, Christianity, the State and faulty wiring may have 

played.  

 

Mermaids (2018: 26:29) 

Lƴ ŀ ƴŜŀǊ ŦǳǘǳǊŜΣ ŦƛŎǘƛƻƴŀƭ ǿƻǊƭŘΣ ƻƴƭȅ LƴŘƛƎŜƴƻǳǎ ǇŜƻǇƭŜ Ŏŀƴ ǎǳǊǾƛǾŜ ΨƻǳǘǎƛŘŜΩ ōŜŎŀǳǎŜ ǘƻȄƛŎ ƳǳŘΣ 

caused by white people, has poisoned the land. A young Indigenous man removed from his family as 

ŀ ΨƳǳŘ ŎƘƛƭŘΩ ŦƻǊ ƳŜŘƛŎŀƭ ŜȄǇŜǊƛƳŜƴǘǎ ƛǎ ǊŜƭŜŀǎŜŘ ōŀŎƪ ƛƴǘƻ ǘƘŜ ƻǳǘǎƛŘŜ ǿƻǊƭŘΦ WƻǳǊƴŜȅƛƴƎ ǿƛǘƘ Ƙƛǎ 

relatives across the dying land, Aiden encounters potential futures and pasts.  

3.3 Living the Experiment 

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

experiences that provoked affective shock, ruptures in habitual thought, and any other unanticipated 

 
5 I highly recommend watching ǘƘŜ ŦƛƭƳǎΩ ǘǊŀƛƭŜǊǎ on YouTube. 
6 In an ideal world I would have liked to have explored all. 
7 Referred to respectively as Wutharr and Mermaids hereinafter. 
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responses. I subsequently returned to these interruptive scenes, investigating the inductive cinematic 

ǘŜŎƘƴƛǉǳŜǎ ǳǎŜŘ ŀƴŘ ǘƘŜ άǎƘƛŦǘǎ ƻŦ ƎŜŀǊ ǘƘŜȅ ŜƴƎƛƴŜŜǊώŜŘϐέ όtƻǿŜƭƭΣ нллтΥ рύΦ 

3.4 Representing the Non-Representational 

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

ǇǳǎƘ ŀƎŀƛƴǎǘ ŦŀƭǎŜ ǎƻƭǳǘƛƻƴǎ ƻŦŦŜǊŜŘ ōȅ ǎƻŎƛŀƭ ǎŎƛŜƴŎŜΩǎ ƻǊǘƘƻŘƻȄ ƳŜǘƘƻŘƻƭƻƎƛŜǎ that craft easily 

ŎƻƴǎǳƳŜŘ ŀƴǎǿŜǊǎ ŀƴŘ ǘƘŜ άƳŀƪƛƴƎ-ǊŜŀǎƻƴŀōƭŜ ƻŦ ŜȄǇŜǊƛŜƴŎŜέ όaŀƴƴƛƴƎΣ нлмсΥ онύΦ L ƭƻƻƪ ǘƻ 

5ŜƭŜǳȊŜΩǎ ǇŀǊŀǘŀŎǘƛŎ ǿǊƛǘƛƴƎ ǎǘȅƭŜ ŀǎ ŀ ǇǊƛǎƳ ŦƻǊ ǘƘƛǎ ǇǊŀctice; such a modus operandi regards the art 

of writing itself as a mechanism to explore ideas. My discussion weaves together description, affective 

vignettes, film stills and an exegesis of intellectual thought, arranged as an imperfect storyboard of 

kinds, allowing visual and discursive lines of flight; a requirement of active interpretation by the 

beholder. Through its expressive materiality, I hope my discussion re-activates beyond these pages, 

creating a άŘƛǎƧǳƴŎǘƛƻƴ ŀƴŘ ƴƻƴ-specificity that undermine[s] logical clarity and causality, leaving room 

ŦƻǊ ŀ ŎŜǊǘŀƛƴ ǾŀƎǳŜƴŜǎǎΣ ŀƴŘ ŦƻǊ ƛƴǘŜǊǇǊŜǘŀǘƛƻƴέ όDƛƭƭŜǎǇƛŜ ƛƴ [ŜǇǇŜǊǘΣ нллнΥ сн-3). 
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4. Discussion 

άCinema creates an opening in life and gives us a chance to fabulate a detour, to meander along 

ƭƛŦŜΩǎ ƛƴŘƛǊŜŎǘ ǿŀȅǎέ (Pape, 2017: 30) 

 

¢ƘŜ ŜƴǎǳƛƴƎ ŘƛǎŎǳǎǎƛƻƴ ǘǊŀŎŜǎ Ƴȅ ǘƘƻǳƎƘǘ ŜȄǇŜǊƛƳŜƴǘ ƛƴǘƻ ǘƘŜ YŀǊǊŀōƛƴƎΩǎ ƛƴǾŜƴǘƛǾŜ filmmaking 

practices, including my affective vignettes (shown in italics). While both films share novel techniques, 

my discussion in Wutharr focuses on key scenes that highlight the cinematic techniques used to 

ΨǳƴǎŜǘǘƭŜ ǘŜƭŜƻƭƻƎƛŎŀƭ ǘŜƳǇƻǊŀƭƛǘȅΩΣ ƛƴŎƭǳŘƛƴƎ ƛƴŎƻƳƳŜƴǎǳǊŀōƭŜ ǎŎŜƴŜǎΣ ŦŀƭǎŜ continuity of sound, and 

flashbacks-within-flashbacks. In Mermaids, I explore the roles of soundscape, disembodied eye and 

superimposition ƛƴ ΨƳŀƪƛƴƎ ǇŜǊŎŜǇǘƛōƭŜ ǘƘŜ ƛƳǇŜǊŎŜǇǘƛōƭŜΩΦ In drawing attention to these practices, I 

elucidate the ways in which theȅ ǊƛŦŦ ƻƴ ŦƛƭƳΩǎ ƴƻƴ-representational register to rupture habitual 

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

which hegemonic narratives are sustained. Further, I argue that the valence and political force of the 

YŀǊǊŀōƛƴƎΩǎ filmmaking lies not in its major representational content but in its deliberate cultivation 

of micropolitical expressions generated by their composite techniques.  

4.1 Unsettling Teleological Temporality in Wutharr 

As posited hitherto, the Karrabing use filmmaking to experiment with quotidian issues and how they 

άƳƛƎƘǘ ŀŎǘ ǳǇƻƴ ǘƘƻǎŜ ŎƻƴŦƭƛŎǘǎ ƛŦ ώǘƘŜȅϐ ǘǊȅ ǘƻ ŀŎǘ ǘƘŜƳ ƻǳǘέ όtƻǾƛƴŜƭƭƛ ƛƴ Simpson, 2014). By validating 

creative experimentation to address issues, such practices find harmony with DǳŀǘǘŀǊƛΩǎ ethico-

aesthetic intervention. While macropolitical concerns are indeed enmeshed in the films, it is through 

the exposition of minor events that these are played out. Plotlines encompass specific yet potentially 

unfathomable problems that have or could have happened, such as the threat of eviction or the 

contemporary reconfiguration of ancestral stories ς άŀ ǘǊǳǘƘŦǳƭ ŎŀǇǘǳǊŜ ƻŦ ōŜƛƴƎ LƴŘƛƎŜƴƻǳǎ ǘƻŘŀȅέ 

(Lea and Povinelli, 2018: 41). Suggestive of a minor practice, the Karrabing deterritorialise 

conventional filmmaking structures in exchange for improvisation as this creates space to gather 

affect and bring micropolitical collective desires and realities to the event (ibid.). As becomings, 

thought emerges through its own activation in the event of filmmaking ς rather than being imposed 

a-priori. 

Such a rationale underpins Wutharr where I become part of the Karrabing re-making the event 

of their boat breaking down. ¢ƘǊƻǳƎƘ ŀ ǎŜǊƛŜǎ ƻŦ ΨŦƭŀǎƘōŀŎƪǎΩΣ possible explanations are proposed; to 

suggest these are discrete narrations of the event, however, belies what is an emphatically 

interruptive, interweaving and fragmented narrative. Rather, they άŜȄǇƭƻǊŜ ǘƘŜ multiple demands and 

inescapable vortexes of contemporary IƴŘƛƎŜƴƻǳǎ ƭƛŦŜέ όtƻǾƛƴŜƭƭƛΣ нлнлΣ ǇŜǊǎƻƴŀƭ ŎƻƳƳǳƴƛŎŀǘƛƻƴǎΣ нп 
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January). The following discussion investigates several techniques used to unsettle habitual 

perceptions of time before an intermezzo which considers how these techniques might be understood 

as micropolitical. 

4.1.1 Incommensurable Scenes 

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

Trevor recalls evidence of ancestors everywhere in the bush, suggesting they must be responsible. 

Linda asserts that putting faith in the Lord will fix the boat, while Rex places the onus on wiring. Trevor 

ǎǘŀǘŜǎ ǘƘŀǘ ƘŜ ǿŀƴǘǎ ǘƻ ǘŜƭƭ Ƙƛǎ ǎǘƻǊȅΣ ŀƴŘ L ǘƘŜƴ ƳƻǾŜ ŦǊƻƳ ǘƘŜ ȅŀǊŘ ƛƴǘƻ ¢ǊŜǾƻǊΩǎ ŦƭŀǎƘōŀŎƪ ǿƘŜǊŜ, 

enucleating .ŜǊƎǎƻƴΩǎ (2013[1889]) notion of duration and memory, the past is called upon to 

compose the present. This transition is signalled by conventional cinematic grammar techniques, 

including muted tones, the grainy quality of the images and high exposure, which transform into 

affects, working on my visceral register to lend the scene an ethereal quality and signify its temporal 

positioning (Figure 1) (Powell, 2007).  

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 
Figure 1-2: Incommensurable scenes 
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ΨAbruptly, I am wrenched out of the ƻƴŜƛǊƛŎ ǎǘŀǘŜ ƻŦ ¢ǊŜǾƻǊΩǎ ŦƭŀǎƘōŀŎƪ όCƛƎǳǊŜs 1-2). Strong colours 

flood the screen, a brutal contrast to the sepia tones and warm light that had previously invited my 

touch. A monolith of documentation looms over me. With harsh edges and flapping pages, the entity 

seems to have a force of its own. My sense of anxiety is heightened by a disembodied radio voice-

ƻǾŜǊ ŎƘŀǊǘƛƴƎ ŀ ǿƻƳŀƴΩǎ ŀǊǊŜǎǘ ŦƻǊ ŀ ŦƛƴŜΩǎ non-payment, which juxtaposes starkly with the dream-

like auditory allusion of the Shepard-Risset Glissando ƻŦ ƳƻƳŜƴǘǎ ŀƎƻΦΩ 

 
This abrupt cut from ¢ǊŜǾƻǊΩǎ ŦƭŀǎƘōŀŎƪ ŘƻŜǎ ƴƻǘ ǊŜǘǳǊƴ ƳŜ ǘƻ ǘƘŜ ŜŀǊƭƛŜǊ ΨǇǊŜǎŜƴǘΩ ŎƻƴǾŜǊǎŀǘƛƻƴ ƛƴ ǘƘŜ 

yard, ǿƘƛŎƘ ǿƻǳƭŘ ƘŀǾŜ ŀƭƛƎƴŜŘ ǘƻ ŀ ƳŜŎƘŀƴƛǎƳ ƻŦ άǇǎȅŎƘƻƭƻƎƛŎŀƭ ŎŀǳǎŀƭƛǘȅέΣ ŀ άŎƭƻǎŜŘ ŎƛǊŎǳƛǘέ 

(Deleuze, 2005[1989]: 47). Instead, ŘŜƴƛŜŘ ǘƘŜ ǊŜǾŜƭŀǘƛƻƴ ǘƘŀǘ ǿƻǳƭŘ ōǊƛƴƎ ƳŜ ōŀŎƪ ǘƻ ǘƘŜ ΨǿƘƻƭŜΩ, I 

am confronted with an interior of a truck, where Ψŀ ƳƻƴƻƭƛǘƘ ƻŦ ŘƻŎǳƳŜƴǘŀǘƛƻƴΩ ǎƘƻǘ ŦǊƻƳ ōŜƭƻǿ 

Ψlooms over meΩΦ Pushed off the edge of my habitual doxa, I am wrenched from my ΨƻƴŜƛǊƛŎ ǎǘŀǘŜΩ to 

this new image, thrown into άŀ ǎǘŀǘŜ ƻŦ ǳƴŎŜǊǘŀƛƴǘȅέ (Rodowick, 1997: 15). Disarticulated from any 

subjective perception, the image itself becomes an intense mode of sensation ς rather than a capture 

of any discrete moment ς that forces me to venture into alternative narrative directions. Yet this is no 

άǎƛƴƎƭŜΣ ǊƛƎƘǘ ŘƛǊŜŎǘƛƻƴΣ ōǳǘ ƛƴ ŀƭƭ ŘƛǊŜŎǘƛƻƴǎ ŀǘ ƻƴŎŜέ όBogue, 2003: 333). Such is the disjoint, I am 

prompted to not only see the disparate images, but to work through the ΨǳƴǊŜǇǊŜǎŜƴǘŀōƛƭƛǘȅΩ of the 

images in the virtual to interpret ǘƘŜƛǊ ǊŜƭŀǘƛƻƴǎƘƛǇΣ ǘƻ ǊŜǎǘƻǊŜ άthe lost parts, to rediscover everything 

that cannot be seen in the imageέ ό5ŜƭŜǳȊŜΣ нллрώмфуф]: 21). Rather than its content, it is the cut itself 

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

the interstice between the incommensurable images, undoing the subordination of the image to 

movement and giving way to aberrant movement and illogical spatiotemporal coordinates, enhancing 

my sensitivity to the flow of time itself and tapping into my άǾƛǎŎŜǊŀƭ ǊŜƎƛǎǘŜǊ ƻŦ ƘǳƳŀƴ ǎŜƴǎƛōƛƭƛǘȅέ 

(Connolly, 2002b: I). Such jarring cuts between incommensurable scenes are a consistent leitmotif 

within ²ǳǘƘŀǊǊΩǎ presentation of unsettling teleological time, often leaving me disconcerted as I can 

no longer rely on common-sense mappings of space and time. Indeed, no scene has a telos; with no 

expectation of what will come next, or even what has just happened, I am driven to experience the 

ōǊǳǎǉǳŜ ŘƛǎǊǳǇǘƛƻƴǎ ƻŦ ǇƭŀŎŜ ŀƴŘ ǘƛƳŜ άǳǎǳŀƭƭȅ ǘƘǊǳǎǘ ǳǇƻƴ LƴŘƛƎŜƴƻǳǎ ǎǳōƧŜŎǘǎέ ό[Ŝŀ ŀƴŘ tƻǾƛƴŜƭƭƛΣ 

2018: 1).  

4.1.2 False Continuity of Sound 

The breakdown of the semblance of wholeness that is implied by conventional logical causality is 

accentuated by ²ǳǘƘŀǊǊΩǎ marked use of sound, particularly through false continuity. Back in the yard, 

ǘƘŜ ƎǊƻǳǇ ŘƛǎŎǳǎǎ ǘƘŜ ŦƛƴŜΩǎ ŎƻƴǘŜƴǘΦ [ƛƴŘŀ announces, ΨLΩƳ ƎƻƛƴƎ ǘƻ Ǉǳǘ Řƻǿƴ Ƴȅ ǾŜǊǎƛƻƴ ƻŦ ǿƘŀǘ 

ƘŀǇǇŜƴŜŘΩΦ  
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Figures 3-5: LƴǘǊǳŘƛƴƎ [ƛƴŘŀΩǎ ŦƭŀǎƘōŀŎƪ 
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ΨEven before Linda has left the yard, sonorous church bells call me to her story, eliciting a sense of 

mysticality. The affective allure is heightened once again by the dream-like, auditory allusion of a 

Shepard-Risset Glissando. Pavlovian in my response, I anticipate shifting temporality once more. 

Linda becomes a ghostly figure, on the cusp between the here and not here, the colours 

transmogrifying from solid primary to over-exposed tonalities (Figures 3-5). The moment crescendos. 

I hover freely between yard and church, transcending the possibility of linear temporality and 

physical space. Now in the church, normative ambience returned, I orientate myself anew. Abruptly, 

a sharp voice intrudes from the yard (Figure 5) disrupting ǘƘŜ ŎƘǳǊŎƘΩǎ ǎŜǊŜƴƛǘȅ ŀƴŘ bringing me 

ƘŀǊǎƘƭȅ ōŀŎƪ ǘƻ ǘƘŜ ŦƛƴŜΩǎ ŘƻŎǳƳŜƴǘŀǘƛƻƴΦΩ 

 

¢ƘŜ ŎƻƳƳŜƴŎŜƳŜƴǘ ƻŦ [ƛƴŘŀΩǎ ŦƭŀǎƘōŀŎƪ ƛǎ ǎƛƎƴŀƭƭŜŘ ōȅ ƴƻƴ-diegetic mechanical effects of dream-like 

sound editing. Cultivating machinic affects, these pure sound images diverge from the visible mise-én-

scene and, linking up with the virtual, induce my Ψsense of mysticalityΩΦ ¢ǊŀǾŜǊǎƛƴƎ ǿƛǘƘ ǘƘƛǎ ΨƎƘƻǎǘƭȅΩ 

figure, I make a temporal leap to an ƛƴŘŜŦƛƴƛǘŜ ƳƻƳŜƴǘ ƛƴ [ƛƴŘŀΩǎ ŦƭŀǎƘōŀŎƪΦ L ŀƳ ǎǘǊǳŎƪ ōȅ the ebbing 

and flowing nature of time, made apparent through the juxtaposition of the hurried discussion in the 

yard, accentuated by jumping point-of-view shots, to the tranquillity of the church, where a long take 

elongates the moment as Linda walks forward. From the chaotic conversation in the yard to the 

ŎƘǳǊŎƘΣ Ψnormative ambience [ƛǎϐ ǊŜǘǳǊƴŜŘΩ. Yet my enjoyment of the calm reverie is pierced abruptly 

by a harsh, disembodied voice which I can only assume is intruding ΨŦǊƻƳ ǘƘŜ ȅŀǊŘΩ (Figure 5), jerking 

my situatedness out of the flashback and rendering it impossible to pin down chronology. I am 

suspended ς the false continuity of sound challenging the ΨǘǊǳǘƘŦǳƭ ƴŀǊǊŀǘƛƻƴΩ in the movement-image 

ς to create a caesura where the actual image opens up to the virtual (Deleuze, 2005[1989]). 

Superseding the form of true, the editing provides ŀ ΨƭƛƴŜ ƻŦ ŦƭƛƎƘǘΩ, severing any predictable narrative 

and instead engendering contemplation and the proliferation of possible interpretations and 

perspectives. This disembodied voice repeatedly demands attention throughout Wutharr, 

contributing to my overall sense of vulnerability and lack of control. 

4.1.3 Flashbacks-within-flashbacks 

Lƴ ŀƴ ƛƴŘŜǘŜǊƳƛƴŀǘŜ ƳƻƳŜƴǘ ƛƴ [ƛƴŘŀΩǎ ŦƭŀǎƘōŀŎƪΣ ǎƘŜ ŜȄǇƭŀƛƴǎ once again, to characters in the church, 

that she wants to tell her version of events. 
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Figures 6: Entering the helicoid of versions 

Characters in the Church: Where are you? 

Linda: ²ŜΩǊŜ ǎǘǳŎƪ ƛƴ ǘƘŜ ƳƛŘŘƭŜ ƻŦ ƴƻǿƘŜǊŜΦ 

 

Ψ[ƛƴŘŀΩǎ ŜȄŎƘŀƴƎŜ ƛƴ ǘƘŜ ŎƘǳǊŎƘ ŦǳǊǘƘŜǊ ǳƴƘƛƴƎŜǎ ŀƴȅ ǎŜƴǎŜ ƻŦ ŎƘǊƻƴƻƭƻƎȅΣ ƭŜŀǾƛƴƎ ƳŜ ǳǘǘŜǊƭȅ 

unsettled (Figure 6). Even as Linda talks to the characters in the church, I am then moving with her 

again, to another flashback (or flashforward?), placing me where the boat is broken (Figure 7). 

Moments later, Linda begins to pray. The sensory music crescendos, the church bells hammering 

once more. Entering a helicoid of versions-within-versions, I find myself back again in the church, 

Linda asking for help once more. Abandoning any hope of stable space or time, I too feel stuck in the 

middle of ƴƻǿƘŜǊŜǎΧ ƛƴ ŀ ǎǇŀŎŜ ƻŦ ƘŜǎƛǘŀǘƛƻƴ ŀƴŘ όƛƳύǇƻǎǎƛōƛƭƛǘȅΦΩ 

 

 

 

 

 

 

 

 

 

 

 

 Figure 7: Middle of nowheres 
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In this scene, I move with Linda through space-times in a way that denies easy interpretation. Linda 

says she wants to tell her version, yet comments that she is Ψstuck in the middle of nowheresΩ. During 

this conversation, I then jump to another moment in her memory, which I learn ƛǎ ǘƘŜ Ψmiddle of 

ƴƻǿƘŜǊŜǎΩ, then back again to the church. So rather than commencing her flashback at the ΨbeginningΩ, 

I leap to indeterminate, enigmatic sheets of the past, ad infinitum, shattering the sensory-motor 

schema from within (Deleuze, 2005[1989]). In LindaΩǎ ǿŜō ƻŦ ƳŜƳƻǊƛŜǎ, moving through flashbacks-

within-flashbacks, time is made malleable, with fragments left incongruent and uncertain. By denying 

[ƛƴŘŀΩǎ ŦƭŀǎƘōŀŎƪ ǘƘŜ ǎǘŀǘǳǎ ƻŦ ǎǳŎŎƛƴŎǘ ŘƛǾŜǊǎƛƻƴ ŦǊƻƳ ǘƘŜ ƴŀǊǊŀǘƛǾŜ ŦƭƻǿΣ ǘƘŜǎŜ ŀƴƻƳŀƭƻǳǎ ƭŜŀǇǎ 

require me to shift from unworn routes of thought to active navigation of the experience, throwing 

my Cartesian coordinates into a state of unbalance and disarticulating the model of truth (Rodowick, 

1997). Refusing to allow me a fixed position in relation to spatial and temporal closure, I must re-

orientate myself with the sporadic temporal leaps pulled up in this helicoid of flashbacks, engaging 

with the virtual to re-ƭƛƴƪ [ƛƴŘŀΩǎ ǾŜǊǎƛƻƴ ǘƻ ŜǾŜƴǘǎ ǎƻ ŦŀǊΤ ǇŀǎǘκǇǊŜǎŜƴǘκŦǳǘǳǊŜ ŀǊŜ ƴƻǘ semblances of 

linearity but coexist. In this way, the image is no longer claiming to show a true world but άŀ ǎŜŜƛƴƎ 

functiƻƴέΣ ǘƘŀǘ Ŏŀƴ άǊŜǇƭŀŎŜΣ ƻōƭƛǘŜǊŀǘŜ ŀƴŘ ǊŜ-create the object ƛǘǎŜƭŦέ όDeleuze, 2005[1989]: 12,19). 

On the cusp of suspense, I am unaware which aspects of the virtual I will need for later radical 

reconfiguration to make sense of the experience, in which the virtual άŘŜǘŀŎƘŜǎ ƛǘǎŜƭŦ ŦǊƻƳ ƛǘǎ 

actualisations ŀƴŘ ǎǘŀǊǘǎ ǘƻ ōŜ ǾŀƭƛŘ ŦƻǊ ƛǘǎŜƭŦέ (Deleuze, 2005[1989]: 127). These reinsertions into 

unidentified positions in the past toy ǿƛǘƘ Ƴȅ ŀǎǎǳƳǇǘƛƻƴǎΣ ǳƴǎŜǘǘƭƛƴƎ άǘhe taken-for-granted 

ǊŜƭŀǘƛƻƴǎƘƛǇǎ ǘƘŀǘ ƻŎŎǳǊ ŀƭƻƴƎ ƭƛƴŜŀǊ ǘŜƳǇƻǊŀƭƛǘȅέ όYƛƴŘƻƴΣ нлмрΥ прмύΦ ²ƛǘƘƻǳǘ ǘŜƳǇƻǊŀƭ ǎǳōǎǘǊŀǘǳƳΣ 

L ŀƳ ƭŜŦǘ Ψin a space of hesitation and όƛƳύǇƻǎǎƛōƛƭƛǘȅΩ. 

 

.ŀŎƪ ƛƴ ǘƘŜ ŎƘǳǊŎƘΣ ǎǘƛƭƭ ǿƛǘƘƛƴ [ƛƴŘŀΩǎ ǾŜǊǎƛƻƴΣ [ƛƴŘŀ ŎƻƴǘƛƴǳŜǎ ǘƻ ǇǊŀȅ ŦƻǊ ƘŜƭǇΦ  
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ΨChurch bells take up their hammering again. The screen floods with light, resplendent through 

stained-glass windows. The dream-like sensory music begins. Linda turnsΧ what has she sensed? I 

share her confusion (Figure 8). Time held in suspension, I ŀǿŀƛǘ ƛǘǎ ǊŜǾŜƭŀǘƛƻƴΣ ōǊŜŀǘƘ ƘŜƭŘΦ [ƛƴŘŀΩǎ 

body distorts, the oneiric sounds crescendoΦ ¢ƘŜ ŎƘǳǊŎƘ ŦŀŘŜǎ ōǳǘ [ƛƴŘŀΩǎ ōƻŘȅ ƘƻǾŜǊǎΣ ƳŀŘŜ ǎǇƛǊƛǘ-

ƭƛƪŜ ƘŜǊǎŜƭŦ ǘƘǊƻǳƎƘ ǘƘŜ ƭŀȅŜǊƛƴƎΩǎ ƳƻƛǊŞΦ ¢ƘŜ Ƙŀƭƻ-effect of light bridging the images augments the 

hallucinatory ŀƭƭǳǊŜΦ {ƛƎƴŀƭƭŜŘ ƴƻǿ ǘƻ ǘƘŜ ŀƴŎŜǎǘƻǊǎΩ ǾŜǊǎƛƻƴ ƛƴ мфрн όCƛƎǳǊŜ 10), I am traversing an 

infinity of pathsΦΩ 

 

Linda: What the heck 

 

The close-ǳǇ ƻŦ [ƛƴŘŀΩǎ ŦŀŎŜΣ ŀƴ ŀŦŦŜŎǘƛƻƴ-image, at the beginning of the scene expresses pure 

ƛƴǘŜƴǎƛǘƛŜǎΣ άǳƴŦƛƭƳŀōƭŜ ƛƴǘŜǊƴŀƭ ƛƴǘŜƴǎƛǾŜ ǎǘŀǘŜǎέ that transmit ŦǊƻƳ ǘƘŜ ǎŎǊŜŜƴ ǎǳŎƘ ǘƘŀǘ ΨI share her 

Figures 8-10: What the heck 
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ŎƻƴŦǳǎƛƻƴΩ (Deamer, 2016: 82) (Figure 8). My senses are bombarded with haptic, kinaesthetic and 

synaesthetic images which combine to imbue the image with a spiritual intensity (Powell, 2007). 

[ƛƴŘŀΩǎ ŦƻǊƳǎ ς both translucent and solid ς ŀǇǇŜŀǊ ǘƻ ǎƘƛƳƳŜǊΣ ŀŎŎŜƴǘǳŀǘƛƴƎ ǘƘŜ ΨƘŀƭƭǳŎƛƴŀǘƻǊȅ ŀƭƭǳǊŜΩ 

as I move with Linda from her ǾŜǊǎƛƻƴ ǘƻ ǘƘŜ !ƴŎŜǎǘƻǊǎΩ, time shifting restlessly once more (Figures 9-

10). This further interruption surprises even Linda. I come to realise that in Wutharr, with its 

interweaving, fractured flashbacks, there is άƴƻ ƭƻƴƎŜǊ ŀƴȅ ǉǳŜǎǘƛƻƴ ƻŦ ŀƴ ŜȄǇƭŀƴŀǘƛƻƴΣ ŀ Ŏŀǳǎŀƭƛǘȅ ƻǊ 

a ƭƛƴŜŀǊƛǘȅέ (Deleuze, 2005[1989]: 42). Rather, underwritten by sporadic movements from alternative 

perspectives on a past which itself is open to interpretation, Wutharr exposes the irresolvability of 

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

rather than pursuinƎ άsufficient knowledge, deep explanation, or narrative integrityέΣ ƻƴŜ ŎƻǳƭŘ ǊŀǘƘŜǊ 

ŀǇǇǊŜŎƛŀǘŜ ǘƘŜ άƭŀȅŜǊŜŘ ŜŦŦŜŎǘƛǾƛǘȅ ƻŦ ǘƘŜ Ǉŀǎǘ ƻƴ ǘƘŜ ǇǊŜǎŜƴǘέΦ  

4.1.4 Intermezzo: Reflections on Wutharr 

To summarise my thought experiment, I reflect on the implications of the micropolitical expressions 

generated by the techniques discussed. By determinedly rebutting chrono-linear causality and the 

ΨǘǊǳǘƘŦǳƭ ƴŀǊǊŀǘƛƻƴΩ ƻŦ ŎƻƴǾŜƴǘƛƻƴ ƛƴ ŜȄŎƘŀƴƎŜ ŦƻǊ ŀ ŦǊŀŎǘǳǊŜŘΣ ƛƴŘŜǘŜǊƳƛƴŀǘŜ ƴŀǊǊŀǘƛǾŜ ŦŀōǊƛŎŀǘŜŘ ōȅ 

various ΨǇƻǿŜǊǎ ƻŦ ǘƘŜ ŦŀƭǎŜΩΣ Wutharr deliberately unsettles the established regime of time and the 

notion of a legitimate version of events. The narration is incessantly remodified as a result of de-

chronologised moments such that past/present/future are no longer discrete entities shackled to 

ƭƛƴŜŀǊƛǘȅΩǎ stultifying stricture. Even following several engaged viewings, questions remain unresolved, 

moments incoherent to others. It is precisely the impossibility of giving Wutharr a single, totalising 

interpretation which explicates its eschewing in representational terms. Arguably a push to the minor, 

Wutharr illuminates the notion of the image, not as a representational capture of discrete moments 

assembled together, but in an interminable series of potential interpretations, in an unremitting 

metaphoric disequilibrium between image-spectator, brain-screen.  

This re-configuration of time has wider political connotations, highlighting both the partiality and 

potential destructiveness of claims to a universal truth, and undermining the foundation on which 

hegemonic narratives are sustained. If the present draws on a past that may or may not exist, and the 

future is never fully exempt from a present that perpetually moves in it, then ultimately, modernityΩǎ 

narrative is called into question. As Rose (2004) explains, coloniality and indeed Western insular 

modes of thinking 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 

ƴƻƴƳƻŘŜǊƴ ŀƴŘ ƴŀǘǳǊŜ ŀǎǇƛǊŜΣ ŀŎǘƛƴƎ ŀǎ ǘƘŜ άƻōƧŜŎǘ ƻŦ ǇƻƭƛŎƛŜǎ ƻŦ ƛƳǇǊƻǾŜƳŜƴǘέ ό5Ŝ ƭŀ /ŀŘŜƴŀΣ нлмлΥ 

345). Challenging the construct of linear time on which the treadmill of progress is upheld arguably 
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ŎƻƴǘǊƛōǳǘŜǎ ǘƻ ǘƘŜ ōǊƻŀŘŜǊ άŘŜŎƻƭƻƴƛǎŀǘƛƻƴ ƻŦ ǘƘŜ ƛŘŜŀ ƻŦ ōŜƛƴƎέ όaƛƎƴƻƭƻΣ нлмпΥ ннύΦ Through their 

filmmaking, the Karrabing hopŜ ǘƘŀǘ ǘƘŜ άŀǳŘƛŜƴŎŜ ōŜƎƛƴǎ ǘƻ ŦŜŜƭ ǘƘŜ ŘƛǎƻǊƛŜƴǘŀǘƛƻƴ ƻŦ ǘƘŜƛǊ ƻǿƴ 

ƳƻǊŀƭΣ ǇƻƭƛǘƛŎŀƭΣ ŀƴŘ ǎƻŎƛŀƭ ŎƻƳǇŀǎǎŜǎ ƛƴ ŀ ǿŀȅ ǘƘŀǘ bƛŜǘȊǎŎƘŜ ƳƛƎƘǘ ŀǇǇǊŜŎƛŀǘŜέ ό[Ŝŀ ŀƴŘ tƻǾƛƴŜƭƭƛΣ 

2018: 4). In this way, I suggest that their ethico-aesthetic proposition is maintained as they 

ǎƛƳǳƭǘŀƴŜƻǳǎƭȅ ŜƴƎŀƎŜ ǿƛǘƘ ŦƛƭƳ ŀǎ ŀ ƳŀƧƻǊ ΨǊŜǇǊŜǎŜƴǘŀǘƛƻƴŀƭΩ ŀǊǘƛŎǳƭŀǘƛƻƴ ōǳǘ ƛƴ ŀ minor way to push 

beyond the constraints of its convention, creating new subjectivities, spaces and thoughts. As such, 

the ŦƛƭƳΩǎ ŦƻǊŎŜ ƛǎ ƭŜǎǎ ŀōƻǳǘ ƳŀƧƻǊ ŎƻƴǘŜƴǘ or subject matter. Rather, its political impetus lies in the 

micropolitical expressions generated which, in diverging the mind into anomalous activity, disrupt 

clichéd and stultifying temporal perceptions and re-compose patterns of thought.  

4.2 Making Perceptible the Imperceptible in Mermaids 

Much as Wutharr breaks free ŦǊƻƳ άǘƘŜ ŜƴǘŀƴƎƭƛƴƎ ŀǎǎƻŎƛŀǘƛƻƴǎ ƻŦ ŎƻƴǾŜƴǘƛƻƴŀƭ ƴŀǊǊŀǘƛǾŜǎέ ό.ƻƎǳŜΣ 

2007: 106) so too does Mermaids. Inventive filming and editing techniques actuate ǘƘŜ YŀǊǊŀōƛƴƎΩǎ 

most unnerving, stylistically experimental film yet (Povinelli, 2020, personal communications, 24 

January), potently highlighting the potentials for filmmaking otherwise. Discussing two scenes, I 

unearth the technical aspects (soundscape, disembodied eye and superimposition) that play into 

ΨƳŀƪƛƴƎ ǇŜǊŎŜǇǘƛōƭŜ ǘƘŜ ƛƳǇŜǊŎŜǇǘƛōƭŜΩ, before an intermezzo which goes on to consider the wider 

implications. 

Unfolding through bifurcated storylines, Mermaids is a complex entanglement of temporalities 

and worlds through which the Karrabing are present, attending to country-based obligations and 

ancestral relationships in the context of the governmental push to make these unliveable (Lea and 

Povinelli, 2018). WƘƛƭŜ ǘƘŜ ŦƛƭƳΩǎ ƴŀǊǊŀǘƛǾŜ ŀƭƭǳŘŜǎ ǘƻ ǘƘŜ ƳŀƧƻǊ ǇƻƭƛǘƛŎŀƭ ŎƻƴŎŜǊƴ ƻŦ !ǳǎǘǊŀƭƛŀΩǎ {ǘƻƭŜƴ 

DŜƴŜǊŀǘƛƻƴ ƻŦ LƴŘƛƎŜƴƻǳǎ ŎƘƛƭŘǊŜƴΣ ƳǳŎƘ ƻŦ ǘƘŜ ŦƛƭƳΩǎ puissance comes from its vibrant aesthetics. 

4.2.1 Disorientating Sonic Ecology and Disembodied Eye 

Pushed into ǘƘŜ ΨƻǳǘǎƛŘŜΩ ǿƻǊƭŘΣ !ƛŘŜƴ ǘǊŀǾŜǊǎŜǎ ǘƘŜ ōǳǎƘ ǿƛǘƘ Ƙƛǎ ǊŜƭŀǘƛǾŜǎΦ ¢ƘŜȅ ŀǇǇǊƻŀŎƘ ŀ 

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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Ψ¦ƴŘŜǊƴŜŀǘƘ ǘƘŜƛǊ ŎƻƴǾŜǊǎŀǘƛƻƴ ƛǎ ŀƴ ŀǎȅƴŎƘǊƻƴƛǎǘƛŎ ƘǳƳΧ ŘƛǎŜƳōƻŘƛŜŘ, disjointed, futuristic and 

hypnotic. Its vibrations drill into my head. IΩƳ frowning, my state of apprehension accentuated by the 

steadfast denial of a stable, ƛŘŜƴǘƛŦƛŀōƭŜ ΨƘǳƳŀƴΩ ǾƛŜǿǇƻƛƴǘ ǘƻ ǿƘƛŎƘ L Ŏŀƴ ƘŀǊƴŜǎǎ ǇŜǊŎŜǇǘƛƻƴΦ !ǘ ƻƴŜ 

moment I am among the foliage looking on (Figures 11-13). Who ς or what ς am I? Why am I 

Figures 11-13: Disorientating sonic ecology and disembodied eye  






























