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This	paper	argues	that	constative	speech,	and	especially	when	misinterpreted	
through	language	translation,	no	longer	serves	to	describe	the	complexities	of	
modern	hybrid	societies.	While	misinterpretation	can	be	fertille	ground	for	creative	
practice,	a	language	that	is	closer	to	poetics,	and	particularly	visual	poetics	(with	all	
its	nuances	of	humour,	irony	and	interpretation)	might	better	serve	our	need	to	
understand	and	re-present	the	multi-dimensionality	of	our	new	social	spaces.	
	
So	how	do	we	visualise	this	cultural	complexity	while	avoiding	the	pitfalls	of	
appropriation	and	othering?		
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The	practices	I	am	about	to	show	start	from	the	dialogues	around	third	space,	Homi	
Bhabha’s	now	classic	text	on	the	construction	of	space	between	cultures,	and	from	a	
social	perspective	one	often	of	incommensurable	conflict.	It	could	also	be	said	that	
Australian	art	history	has	been	characterised	by	a	constant	and	continuing	dialectic	
between	Indigenous	and	non-Indigenous	art	echoing	the	binary	polarities	of	
thirdspace	exchange.		However,	it	is	clear	that	Australia	is	already	multi-cultural.	In	
reality	therefore,	Eisenstadt’s	multiple	modernities	involves	multiple	languages	both	
spoken	and	written,	presenting	inherent	problems	in	terms	of	understanding	
meaning,	and	‘meaning	making’	
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As	Habermas	alludes,	narration	is	limiting	in	its	ability	to	convey	complex	thought	but	
serves	as	our	primary	language	for	conveying	self-understanding.	I	would	argue	that	
it	is	often	misunderstanding	that	takes	over	once	the	complexities	of	meaning	
making	and	interpretation	are	engaged	with.	
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Once	constative	narration	loses	its	descriptive	meaning,	history	and	truth	codes	can	
become	contested	and	subjective,	and	often	replaced	by	a	hybrid	language	of	non-
sense,	an	in-between	language	that	perhaps	better	represents	thirdspace	polarity	
and	the	void	between.	Lacan	refers	to	this	as	the	vel	of	splitting,	and	similar	to	
thirdspace	conflict,	is	best	described	as	two	elements	colliding	
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In	normal	circumstances	Lacan’s	vel	of	splitting	is	a	discarded	language	because	it	
appears	meaning-less,	devoid	of	logic	and	structure.	However,	this	hybrid	language	
displays	elements	of	chaos	theory	as	utilised	by	the	Dadaists	and	Surrealists	and	as	
such	its	visualisation	could	be	of	some	relevance	in	terms	of	articulating	the	poetics	
of	shared	personal	and	cultural	identity	forming	as	a	way	of	communicating	the	state	
of	flux	that	is	inevitable	in	the	transformation	between	mono-cultural	and	multi-
cultural	situations.	Put	simpler,	If	culture	shifts,	then	so	should	meaning	if	it	is	to	truly	
represent	its	own	indefinable	and	non-geographic	space	as	it	moves	toward	a	newly	
forming	symbolic	language.	
In	his	essay	on	chaos	theory	in	practice,	Dean	Wilcox	makes	a	comparison	between	
the	works	of	Henrik	Ibsen	and	Robert	Wilson,	illustrating	the	oppositional	forces	at	
play	between	logic	and	chaos	by	stating	“it	becomes	apparent	that	Ibsen's	work	is	
compact	with	no	extraneous	characters	or	images,	whereas	Wilson's	performances	
thrive	on	the	expansion	of	a	central	theme	or	visual	motif”	(1996,	2).	The	reference	
to	a	poetic	description	of	identity	relates	to	Wilson’s	expansion	of	a	central	theme.	
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Henry	Lefebvre	takes	thirdspace	into	a	third	dimension	by	relating	it	to	time	and	
space	in	relation	to	the	body;	he	states,	‘Both	imaginary	and	real,	speech	is	forever	
insinuating	itself	in	between’	In	this	respect,	Lefebvre	offers	a	more	embodied	view	
of	the	space	between	and	one	that	offers	the	artist	and	the	collaborator	a	position	
that	goes	beyond	its	singular	spatial	meaning,	bringing	into	play	a	cerebral	space	that	
makes	reference	to	its	social	context	while	opening	avenues	for	dialogue	that	can	
extend	to	the	unconscious	and	the	imagined.	For	example,	Freud’s	past,	present,	and	
future	model	of	trialectics	uses	a	chronological	model	for	psychoanalysis	that	
facilitates	the	retention	of	lost	memories.	Lefebvre’s	trialectic	space	however	extends	
daydreaming	and	fantasy	to	one	that	accommodates	Lacan’s	non-sense	within	a	new	
narrative	in	which	time	and	chronology	can	be	re-imagined.		
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So	it	was	in	this	space	between	that	I	established	a	project	in	2015	entitled	Third-
Space	in	which	artists	from	China	and	Australia	engaged	in	artistic	collaboration.		As	
the	participating	artists	did	not	share	a	common	language,	the	collaborators	had	to	
find	alternative	ways	of	communicating.	The	project	resulted	in	a	number	of	visual	
solutions	that	were	more	often	than	not,	representative	of	the	miscommunication	
that	occurred	between	the	subjects,	fostering	as	a	result	new	mediated	languages	
that	became	meaning-full	as	intimate	and	shorthand	forms	of	personalised	
communication	and	coding.		
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As	a	participant	in	the	collaboration,	I	responded	to	the	possibilities	of	representing	a	
broader	hybrid	space	of	contestation	and	misinterpretation	through	a	visual	language	
that	was	neither	geographically	or	time	specific.	Julia	Lossau’s	reference	to	the	jigsaw	
presented	a	visual	metapohor	for	the	ill-fitting	nature	of	culture	clashing.	My	
ultimate	attempts	to	visualise	and	piece	together	these	narratives	responds	to	
Johannes	Fabian’s	critique	of	ethnography,	whereby	he	says	“taxonomic	imagination	
in	the	west	is	strongly	visualist	in	nature,	constituting	cultures	as	if	they	were	
theatres	of	memory,	or	spatialised	arrays”		
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In	Georges	Perec’s	postmodern	novel	Life	a	Users	Manual	(1978)	the	main	character	
Bartlebooth	spends	his	later	life	obsessively	making	jigsaws	of	images	from	his	travels	
around	the	world.	While	completing	his	439th	and	final	jigsaw,	Bartlebooth	dies	
holding	the	one	remaining	piece	in	his	hand.	Ironically	the	last	hole	in	the	jigsaw	is	
the	letter	X	while	the	piece	he	is	holding	is	the	letter	W.	Perec’s	use	of	poetic	humour	
highlights	futility	and	irony,	an	element	I	strive	to	visualise	in	my	current	works.		
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The	first	series	of	highly	political	and	provocative	jigsaw	works	focused	on	the	
construction	of	Australian	landscape	from	the	mythological	position	of	European	
Arcadia,	as	a	simulation	of	the	natural	world	in	the	form	of	a	gentrified	mutation	of	
colonial	ideals	within	contemporary	parklands.	These	nostalgic	narratives	involve	
early	Disney	characters	as	a	reference	to	Freud’s	fantasy	and	reality,	and	as	a	
reminder	of	propaganda	and	prejudice	through	the	racialization	and	animalisation	of	
black	people	Here	the	fantasies	of	colonialism	and	the	resulting	erasure	of	indigenous	
histories	are	played	out.	
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Wartime	propaganda	relied	heavily	on	animation	in	which	animals	represented	
humans	within	a	fantasy	world	that	acts	as	a	stepping-stone	between	reality	and	
simulation	(Glassmeyer,	2013,	99–114).	The	aspect	of	animals	representing	humans,	
and	particularly	the	portrayal	of	black	people	as	monkeys	and	apes	in	many	Disney	
animations	of	the	1950’s	is	analogous	to	the	attitudes	toward	and	the	treatment	of	
Aboriginal	people	in	Australia	through	their	classification	as	flora	and	fauna	up	until	
the	Holt	referendum	as	late	as	1967.		
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In	these	works	the	theme	of	a	shared	public	space	emerges,	as	evidence	of		
‘restorative’	nostalgia	as	defined	by	Deleuze	and	Guattari	as	a	nostalgia	that	focuses	
on	nostos	with	aims	to	reconstruct	the	lost	home	
Nostos	derives	from	the	Greek	word	for	homecoming	
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Where	nostalgia	serves	to	retain	lost	homelands,	spoken	language	has	become	less	
geographically	bound	through	migration	and	Diasporic	flows.			For	those	languages	
that	have	survived	colonisation,	the	aspect	of	miscommunication	across	languages	
suggests	a	relationship	between	body,	time	and	place	that	is	less	defined,	or	what	
Lefebvre	refers	to	as	‘the	unassignable	interstice	between	bodily	space	and	bodies–
in-space’	
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I	work	regularly	in	China,	Interestingly	Chinese	and	Aboriginal	societies	share	the	
non-fixivity	of	culture	as	common	threads,	along	with	the	proposition	that	both	
cultures	in	some	way	have	been	formed	in	and	by	the	West.	(Richard	Bell’s	“Art	is	a	
White	Thing	/	Eduard	Kuss	“Chinese	Identity”)	
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Similarly,	the	resurgence	of	Confucianism	in	modern	day	China	could	also	be	
attributed	to	nostalgia,	a	yearning	for	elements	of	society	that	survived	the	Cultural	
Revolution.	The	binding	of	past,	present	and	future	forms	a	Chinese	dis-orientalism	in	
which,	according	to	Rasheed	Araeen,		the	Chinese	avant-garde	now	operates.		
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The	following	works	extend	the	notion	of	place	into	space	developing	the	ideas	
around	Daoism	in	which	a	multi	dimensional	perspective	is	presented.		
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Parts	of	Daoist	philosophy	align	with	Levebvre’s	analysis	of	multi-dimensional	space	
in	which	time	and	place	are	not	fixed,	rather	the	artist	records	what	they	think	rather	
than	what	they	see.		This	is	a	form	of	transference,	of	body	and	mind	and	of	time	and	
place.	
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Entering	Anarcadia	is	my	best	attempt	to	re-construct	this	as	a	landscape	that	has	
multiple	references	and	from	various	time	spans.	Like	trialectic	space,	Shan-Shui-Hua	
is	a	vehicle	of	philosophy,	and	one	that	accommodates	various	aspects	of	reality	and	
non-reality	across	multiple	positions,	perspectives	and	points	in	reference.	
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In	this	paper	and	through	exhibitions	in	Australia	and	China,	I	suggest	that	cumulative	
trialectics	can	contribute	a	form	of	transference	beyond		praxis.	Through	a	
collaboration	with	Xu	Shanxun,	with	whom	I	do	not	share	a	spoken	or	written	
language,	the	element	of	transference	occurs	through	an	intuitive	and	shared	visual	
poetry.	
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New	meaning–making	is	therefore	reliant	on	a	dialogue	that	cannot	be	assumed	to	
be	either	coherent	or	definitive;	rather,	it	is	a	dialogue	that	includes	
misinterpretation	and	misunderstanding.	This	point	of	conflict	as	highlighted	by	
Bhabha	becomes	a	point	of	departure	when	Lefebvre’s	cumulative	trialectics	are	
engaged	-	a	position	in	which	multi	directional	and	multi-faceted	information	
becomes	disorienting,	and	as	a	consequence	is	more	accurately	represented	visually	
as	a	poetic	proposition	or	as	an	incomplete	reflection	of	our	reality.		
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