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In this article, we discuss Ben Quilty’s Home: Drawings by Syrian Children (2018) as a case 

study that explores how we might approach children’s life narratives that are mediated by 

adult curators. Children’s lives and stories demand recognition, but, reading them (within 

scholarly and activist or benevolent spaces), requires ethical methods; in particular, generous 

reading frameworks that attempt to read ‘through’ mediation, and beyond adult/child 

binaries, towards a greater recognition of the contexts that the child life narrators (in this 

instance, as artists) ask us to attend to. As we analyse a selection of the children’s drawings in 

Home, we ask, to what extent do these children’s life narratives, of explicitly interior lives, 

usefully test the limits of Quilty’s and other levels of mediation? 
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Mediating Home: Children’s drawings as art, as therapy and as testimony. 

Published in September 2018, Home: Drawings by Syrian Children is an anthology of 

drawings by children aged between 6 and 16 who survived and were displaced by the Syrian 

war. Home is 304 pages long and it contains 250 pieces; the testimonial texts of many 

children and sales of the volume contribute to fundraising for the charity World Vision. 

Curated by the Australian artist Ben Quilty, Home, is a beautiful and lavishly produced book 

of children’s art. Quilty is an Australian artist gaining increasing recognition. He has won 

prizes including the Archibald—Australia’s most prestigious portraiture prize. In 2011, 

Quilty worked with the Australian Defence Force as an official war artist in Afghanistan. In 
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2015, he used his media profile to argue for clemency for Andrew Chan and Myuran 

Sukumaran, Australian tourists convicted of (and executed for) drug smuggling in Bali. 

Quilty had developed a friendship with Sukumaran after he had contacted him asking for 

advice on how to paint. Quilty is a charismatic public speaker and his willingness to speak 

about the politics affecting his work, and to be vocal on causes and charitable projects, has 

gained him an increasingly visible role as prominent public intellectual in Australian cultural 

life, an ascent that has not been without criticism.1 Home circulates as a work associated with 

Quilty’s public determination to document the plight of deeply vulnerable subjects, voices, 

and experiences.  

 

As a child-focused text, Home is presented as a means for accessing children’s first-person 

accounts of their experience and that would not otherwise be documented, and that is difficult 

to speak about or represent since these children are unable to access public forums to speak 

(they are young; there are language barriers and they lack the materials or technologies to 

record and share their life narratives), Quilty is the facilitator of these narratives. His 

intentions are articulated and deliberate. “Every child knew you would eventually see their 

drawings”, writes Quilty in his Introduction to Home contextualising the artworks and the 

means through which he elicited them, “and so you would hear their voice, feel their story” 

(12). Through his privileged presence as a humanitarian observer, his skill and training as an 

artist, and his growing celebrity, Quilty curates and publishes a collection of children’s hand 

drawn images that he has asked for from children in the midst of trauma and dislocation: 

during escape, at camps and transit stations, or from sites of relocation far from Syria. Many 

of the drawings in Home depict scenes of violence and suffering. Significantly, while the 

images are powerful in their own right, it is the status of these artworks as drawings by 

children that is crucial to their affective power.  

 

Quilty is not the only public figure to have worked with artwork by displaced children in 

order to document their experience and enable their voices to be heard, or as therapy. 2 In the 

twentieth and twenty-first centuries, large numbers of children have been displaced across the 

globe.3 As Mary Tomsic argues, “this increase has focused greater attention on children’s 

experiences of forced displacement” (139). Significantly, a body of scholarly work has 

shown myriad potential benefits for children drawing to communicate life experiences and 

this has been particularly resonant in contexts where the emphasis is on sharing and 

representing trauma. For example, Laura V. Loumeau-May and colleagues have discussed art 
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therapy as an intervention for mass terrorism in violence, and they document how art therapy 

has been used in U.S. schools to address children’s psychological distress after being exposed 

to traumatic media coverage, for instance, of school shootings (97). Similarly, Lisa Farley 

and Aparna Mishra Tarc have discussed various human rights projects in which facilitating 

children’s drawings had a positive impact.4 For Julien Gross and Harlene Hayne, drawing is 

identified as a significant means for children to communicate experience and that, crucially, 

is often less confronting than an interview. Drawing is thought to facilitate memory retrieval; 

a means for organising memories into narrative and a way to gain mastery or distance from 

an event through making it visible. Wendy Sue Looman argues that art is thus “a process to 

help children externalize complex feelings…[and] gain symbolic control over events that are 

confusing and frightening” and it is also a means for others to understanding children’s 

experiences of trauma, something Farley and Tarc also discuss (158; 836). Looman, however, 

adds a perhaps important caveat: “children should be asked to provide an explanation for 

their drawings when possible, because it acknowledges the importance of their perspectives 

and the personal meaning that is expressed in the drawing” (165).  

 

In Home, Quilty is part of an emerging humanitarian tradition within which art-therapy has 

been used to facilitate and testify to refugee lives and experiences and especially of children. 

However, Home is also built around particular ideas and assumptions about children and 

childhood and that bear scrutiny. In an interview, Quilty has said:  

 

Children do not partake in propaganda or politics and I didn’t want to make it 

political. The drawings had to be good enough to get into the book. That came out of 

seeing children draw with such honesty. They might tell a lie to get themselves out of 

trouble – I did when I was eight – but if you ask them to draw their home, there's just 

a simplicity and honesty and a truth about those drawings that are so confronting. 

(Steger) 

 

Quilty’s statement that the drawings had to be “good enough” is ambiguous but significant. 

Though we are aware that the drawings have been curated by selection and omission, we 

know little of his actual methods. It seems likely, then, that Quilty’s statement might be less 

methodological and more about endorsing the quality of the drawings as art. He is aware of 

what he might need to say (publicly, in interviews) to reach a readership and to gain interest 
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and respect for Home as a serious artistic text. Reassuring his audience that the drawings 

were “good enough” seems to encode a desire to move away from (more common) 

patronising readings of children’s artwork, and perhaps recognises that certain stories within 

human rights contexts are impeded through suspicions reception. Quilty seeks to reassure his 

audience that the children’s drawings in Home are not only authentic as testimony but are 

authoritative as art. And we might think about why, given the context of children’s life 

writing in particular, he seems to feel he needs to do this.  

 

So, Quilty’s statements about children and politics are expected, and though his tone 

(speaking of “propaganda”, for instance), is entirely supportive and enabling, it is reductive 

to suggest that children are apolitical, and indeed that their drawings or texts are not political 

and invested in various ends and consequences. As we argue in our reading of the Home 

drawings, these texts are overtly political in that they offer representations of personal 

experience that is defined through context. The Syrian children know a war is happening and 

their representations reflect a desire to understand and a perception of “who” and “why” as 

well as expressing a sense of the cruelty and injustice of it all. Quilty’s insistence on the 

children’s expressions as crucially defined by “honesty” and “truth” are reductive if powerful 

stereotypes that energise long-held notions of children’s universal innocence. 5 As Tomsic 

posits, children’s drawings “cannot provide transparent, direct access to children’s voices… 

meanings are created in the particular contexts where the drawings are used” (138, emphasis 

added).  

 

Quilty is undoubtedly aiming to construct a text that is child-centred, sensitive to children’s 

right to be heard, but also enabled and protected by adult allies like himself. This is the 

complex context for so much life narrative that is made public on behalf of vulnerable 

subjects, and not only by children. A project like Home, however, is thus a usefully complex 

site for considering the various ways in which life writing by children is inevitably mediated 

and coaxed, yet is also “authentic” in ways that matter: indeed, to what degree might this 

work allow us to see that the art produced exceeds the parameters and expectations that 

Quilty and others, however benevolently, bring to the text and to the drawings? How does 

Home show the children making their own creations, communicating beyond Quilty’s 

prescriptions, towards more experiential and context-based representations of their lives? 
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Reading this work as life narrative in ways that are attentive to the affordances and 

limitations of the frame does not negate the implications of responding to the drawings as art, 

as expressions of self and experience derived from interiority.  

 

“The message she gave me”: Drawings by Syrian Children 

Quilty’s intentions for Home are articulated variously. In his introduction, he is explicit: he is 

the bearer of “the message she gave me to show to you” (12). Quilty sees his role as 

‘animating’ what the children cannot, and he is visibly careful in this role. Of course, as 

Johanna Einarsdottir, Sue Dockett, and Bob Perry note, children are used to having their 

drawing facilitated and influenced by parents, teachers, and peers (219). These mediators also 

prescribe value to children’s drawings. Within human rights discourse personal storytelling 

has cachet in garnering public attention and in generating institutional, political reform 

(Schaffer and Smith 15). Quilty joins a long tradition of charity organisations, aid workers, 

activists, writers (and so on) deploying the image of children to raise awareness and money 

for a cause, and to advocate for children’s rights. 

Images, particularly hand-drawn ones, have a distinctive role in testimony and documentary, 

as Hilary Chute has explored at length in her investigation of the history of nonfiction comics 

of war and trauma in Disaster Drawn: Visual Witness, Comics, and Documentary Form. 

Quilty’s work is in dialogue with the kind of tradition Chute explores in Disaster Drawn, but 

it is also distinctive to this context. Chute’s subjects are journalists/witnesses in the field with 

a mandate to document and they use drawing, specifically comics, to materialize and make 

sentient history and to both look at and unsettle the ethics of seeing and witnessing in this 

context, what Chute calls a “seeing seeing” (30). In Home, Quilty offers something different. 

That is, each of the drawings in Home is produced because Quilty has asked (and facilitated) 

a child to draw something: and this is implicitly a memory.  

 

In his Introduction to Home, Quilty tells a story of how he got the children drawing. At first 

the children draw dutifully. Quilty “without translation” gestures to them to “tell me about 

themselves. Grubby little boys drew rainbows and orange trees, and the girls drew princesses 

and yellow suns” (11). While most “lose interest quickly”, redeploying Quilty’s proffered art 

supplies to craft paper airplanes (perhaps the first ‘hack’), one little girl, Heba, draws 

intensively: “she drew and she drew. She was self-possessed in her determination, and I 



 

 

6 

6 

guessed that maybe I’d been like her when I was six” (11). Quilty’s empathic recollection of 

himself as a child compelled to draw makes sense given what we know of Quilty, but the 

invitation to relate is also one offered here with intent and it is a strategic invitation for 

Home’s audience of readers and supporters. One of the most common associations of 

childhood is as a time for creative activities just like drawing -- or repurposing expensive 

French drawing into paper planes, as Quilty has fondly discussed during an interview (“in 

Conversation”). The symbolic or universalised child that Quilty or his readers might be 

nostalgically called to imagine here is, however, quickly countered: Quilty explains that Heba 

draws many things, orchards and gardens, flowers and birds, “her grandma and her school” 

recognisable, iconic subjects for children to depict (11). But when Quilty gives Heba a 

prompt: “I asked her to draw her home for me”, she flashes a look revealing “a seriousness 

no six-year-old should understand” (11). The flat-roofed structure that Heba subsequently 

draws has two windows and a door: overhead a helicopter hovers, three red objects outlined 

in black, presumably bombs, drop from its belly; two stick figures lying on the ground either 

side of the house are circumscribed by large pools of red and covered in smaller red circles 

over their prone bodies. Heba has drawn  “the end of her home” (Quilty 11).  

 

“My Home”, is reproduced on the facing page to Quilty’s introduction and Heba becomes the 

inspiration and sets the tone and direction for Quilty’s book – Quilty eventually begins to 

routinely ask children to draw three pictures of ‘Home’: memories of home; hope for home; 

how they imagine home now. He reports having the support of child psychologists in the 

field and at home during this project (“In conversation”; Home 303).6 But there is much 

contextual information that we cannot know (that might help us understand the texts and the 

experiences they convey). It is Quilty’s (paratextual) presence in the book that shapes 

understanding and reception, for example, the weight and status of the book object, and 

Quilty’s introduction, his established curatorial authority and public reputation are significant  

elements here – he signifies and confers status for these drawings as art. However, Quilty 

himself, within the book, offers no interpretations of the drawings he has collected. Nearly all 

the images are captioned with a quote from the child artist that acts as a title, and the 

drawings are usually provenanced by date, location, and materials, but there is no discursive 

information.7 This is not an unusual feature for works in this genre (exhibition catalogues 

etc). The children’s offering a name or description for their drawing is the crucial element in 

our understanding of this work as a child-centred text. Only the children can provide it this 

context, and in doing so, they become the primary site for inviting and directing 
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interpretation. Quilty remarks: “Some enlightened us with a few words about their drawings, 

others were happy to let their art speak for itself (Home 303).  

 

This methodology is significant in relation to Home: Alexis Artaud De La Ferriere explains 

that “deeply held fantasies” about childhood tend to influence how adults read texts authored 

by children -- for instance, as pure and unmediated. Whereas a contextual and historical 

analysis can urge adults to “critically reflect” on children’s testimonies as complex cultural 

texts, affected by the myriad political, geographical and cultural contexts from which they 

emerge (106). So, in our reading of the drawings in Home, we now want to consider how 

these texts, through their child artists, invite us to think about them as “complex cultural 

texts” (De La Ferriere 106) that communicate children’s “personal and political concerns” 

(Tomsic 138). Although well-intentioned benevolence tends to cast the child in this scenario 

as always “innocent” and apolitical, these drawings are powerful testimonial texts that 

demand a response and they are produced by subjects with both “seriousness” and an 

intention to speak and be heard.  

 

 

Drawing the “Home” in Home 

 

The drawings curated for Home are organised as six thematic categories (Threat, Light, Dark, 

Dream, Tears, Home). The pictures we discuss here are each from the section ‘Home’. While 

it is not practical to analyse more than a handful of drawings in a paper of this length, many 

of the ‘Home’ drawings also reveal key themes and similarities and they  reveal something of 

the diverse and complex cultures and histories that De La Ferriere urges scholars to consider 

when reading children’s drawings. 8 These drawings create a sense of place and context that 

Quilty could never anticipate. As art, these drawings resist  full interpretation or reduction to 

a singular meaning. The complexity that any artistic representation demands must also be 

accorded here, though this kind of critical weight can be difficult for audiences to access in 

this context, particularly in relation to texts by children. That Quilty is alert to this tension is 

visible in Home in various ways, for example, when he characterises his curatorial role as the 

“bearer” of Heba’s message or more overtly, when he observes that the children wanted to 

“let their art speak for itself” – an objective that Home aligns to the broader cultural context 

of children’s voices and testimony: “While much is known about conflict in the region, the 

perspectives of children are rarely included. This project addresses that gap, inviting children 
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to share their memoires, experiences and hopes with the world” (303). So, alongside the 

drawings, the children provide contextual elements that invite us to interpret and locate the 

drawings in relation to their own specific experience That is, it is clear that “home” is a 

significant prompt precisely because it is something that children likely know and understand 

intimately. Yet in asking for responses to “home” from children in the midst of relocation and 

escape, Quilty potentially opens a space for the child to produce something that directly 

articulates an aspect of their life narrative and that can counter the universalised associations 

of both childhood and home for audiences engaging with this text. 

In the “Home” drawings, there are 48 individual works. 40 drawings explicitly represent 

traumatic events (most commonly their houses being attacked by bombs or gunmen; family 

members dying; survivors hiding from attacks); two juxtapose life before the traumatic event 

and life after; six draw life before the war, and one depicts a present-day experience. Many 

drawings capture violence against the home: the effects of bombing or militia fire engulfing 

the house. And of course, “Home” is not just buildings, but the beautiful, natural spaces of 

Syria that we don’t see in the media and that have become invisible or irretrievable while 

conflict continues. “Home” inevitably conjures nostalgic and remembered images: most of 

the children choose to draw a house, undergoing stages of destruction or preserved and 

perfect, the iconographic family home in various (both traumatic and hopeful) iterations – 

this is also a trope that we can read as acting as the remnant or reminder of “childhood”, and 

poignantly, for artists who are still children.  

Yet, for the children Quilty works with, “home” is also new location, a place in flux. Salsabil, 

age 6, draws “the camp I live in”, three bright orange boxish-shaped structures and three stick 

figures engaged in a ball game, a smiling shining sun and blue clouds hover in the 

background (279). The depiction is startling for its singularity: the only image in this section 

to show “home” as a refugee camp. Other pictures are notable for juxtaposition, like ‘Our 

beautiful home before we climbed the mountains to cross the border’, by Rafa Al-Awad, 

aged 11-years old from Hama, Syria and now living in Bint Jbeil, Lebanon. The drawing is 

described as “Crayon on paper, 10.5 x 15 cm, 2017” and it carries some additional 

information, under the heading “Organization”: “Child is part of a psychosocial support 

program through World Vision and participates in activities within a Child-Friendly Space” 

(254).  

 



 

 

9 

9 

Al Awad’s drawing is beautiful and vibrant, colourful and with a notable use of symmetry: a 

large and lovely family home is enveloped by rolling hills, healthy trees and flowers – this a 

peaceful landscape, a contrast to the war-ravaged Syrian landscape that is familiar from 

media coverage of the war, but also within Home. Inadi Al Badawi (aged 8 years), with a 

drawing captioned “drew my home in Syria” (299), also offers a depiction notable for bright 

colours: green trees that flanked a colourfully furnished family home. Abdel Mehen 

Mbarak’s “I remember that my house in Syria had a tree next to it” is another: here is a home 

amid natural scenes and saturated colours -- the sun is shining; children are smiling. Farah 

Hajj “drew my house in Syria and my family” (298). She depicts her family eating at a dining 

table. These representations of interior lives reveal the particular perspective of the child that 

drew it, but also of a space that no longer exists. We will never see it. So, the child’s text 

provides vital context to guide our reading and understanding of the text—what was there, 

what was important to them and indicative of their life experience at the time. Drawings of 

happy times and joyful images also feel familiar, or idealised, appropriate to the context of 

childhood and “childish” drawing as a trope for innocence. The appearance of such drawings 

in Home is notable for being rare: most of the drawings Quilty curates for the book depict 

events of evident trauma and visceral horror. 

There are various recurring visual images that become themes in Home. A juxtaposition of 

trauma with happier times (the latter is a much more familiar picture in the genre of 

children’s drawings), is visible in the drawing by Mohammad Hajar, age 11; “Syria before 

and after the war”, is a recurring trope (255). On the page that follows is Mohammad Hajar’s 

picture, is identified as “pencil and watercolour on paper, 23 x 30.5cm” and drawn in “2017” 

– Hajar is from Daraa, Syria, but we are told the picture was drawn at “Hampden Park Public 

School, Sydney” (256). This picture offers a direct contrast between home before and after 

the war. On the right of the picture we (again) see natural beauty represented to connote a 

time of peace. In this instance, the natural beauty is in the form of birds, the (smiling) sun and 

the clouds; the colours used in the picture are blue, orange and brown; the picture is 

predominantly white. We see a rare instance of self-portraiture--the child stood next to his 

bike in the bottom right-hand corner. He is safe, inside his house. In contrast, on the left side 

of the picture, the sky is grey and the sun is dark and is frowning. The left picture shows a 

tank firing missiles at the house, destroying its roof and killing a person inside.  
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When the child artists draw their homes being destroyed, they often show the specific 

damage that has been done to the home and represent their inability to protect it (for instance, 

the children and their families are often standing in the picture, watching on helplessly, 

disempowered). The helicopters, tanks, missiles and guns—even the soldiers are represented 

as too powerful; they are often drawn out-of-scale, for instance, to be bigger than the houses 

they are destroying, for examples, in drawings by Hamzeh, age 9, Abel Nasser, age 10, and 

Abed Al Jabbah Ezalddie, age 9 (Home, 292; 291; 287). Houses, imagined as sites of 

protection and safety, become symbolic of grief and loss. In the context of children’s 

drawings, the home visually depicted as a site of trauma has significant, incontestable power. 

Such images contravene universally held ideals of childhood as a time of safety and 

protection and they profoundly unsettle the cultural signification, for a good deal of the 

intended audience of Quilty’s book at least, of what a child’s drawing of “home” should be.   

 

Conclusion 

Home seeks to elevate children’s texts and voices from the private, personal interior world of 

experience to the public, activist sphere. This is in recognition of the rights of children to tell 

their stories, make-meaning of cultural, political, and personal events, and to have these 

stories heard. In the way that these narratives arrive to us, as readers, Quilty’s project reveals 

some of the complexities associated with adults mediating children’s life narrative. But the 

project also adds a new layer of understanding to the ways that such projects can promote 

children as “full historical subjects in their own right” (Tomsic 141), and to advance child-

centred art, life narrative and research. 

 

In the spirit of the text, our reading has looked to ways that these child-authored texts 

construct art with facets, themes and qualities not necessarily anticipated in the text’s 

curation and construction. We have argued that the child-centred and child-driven contexts 

that emerge from within the narratives become crucial to how we can read these narrative and 

are essential to what good they might do in relation to the realities of trauma and 

displacement, of war and terror, that these children are also embedded within. When the 

children present their interior lives, prior to the war, they show us scenes that we could 

otherwise never see. They reveal information about their personal lives that are necessarily 
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embedded within the larger political and traumatic events and contexts affecting their lives, 

they do the work of life writing. 

 

At a time when more people, and more children, are being displaced than ever before, 

children’s testimonies are vital to our understanding and empathy. It cannot be ignored that 

such texts –the child-authored story, the child-drawn image -- also have the capacity to break 

through and pierce apathy in regard to suffering of the “other”, as the refugee has been 

figured in so much government discourse, including (and notably) Australia’s own 

particularly punitive and restrictive policies. As Quilty seems well aware, children’s 

narratives may succeed where others have not. Regardless of the degree to which it is 

possible to be cynical of the pressures placed on children’s testimony, the extent to which 

children are coaxed to speak to political ends, the degree to which children become 

witnesses, we, as citizens, and/or scholars, must work through appropriate ways to respond. 

Our reading methods must respect children’s abilities and rights to create cultural texts.  

 

 

 
1 See, for example, Brigid Delaney’s feature on Quilty which addresses the conflicting way 

his image has circulated within the Australian media, including, as a “messiah” figure. 

 
2 For example, on her blog Design for Good, London based designer and researcher Ipek 

Altunmaral documents a 2016 drawing workshop she designed and ran for Syrian children at 

a Turkish refugee camp; a similar project by artist and photographer David Gross has been 

running since 2013.  “Inside-Outside” seeks to “document what it means to be a refugee child 

on the move”, curating and exhibiting online artworks produced through workshops and 

showcasing artistic photographic portraits of child refugees (http://insideoutsideproject.org/). 

 

3 As Tomsic states, “The United Nations High Commission for Refugees (UNHCR) reported 

at the end of 2016, there were 65.6 million forcibly displaced people world-wide and fifty-

one per cent of those were under eighteen years of age.” (138-139). 

 
4 For instance, in Darfur children’s drawings have been used as legal testimony: “In 2007, 

children’s images entered into a legal forum when the nongovernmental (NGO) Waging 

Peace submitted five hundred drawings to the International Criminal Court at The Hague. For 

http://insideoutsideproject.org/
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the first time in history, children’s drawings were recognized as evidence in international 

law” (Farley and Tarc 836). 

 

5 Quilty also asserts the value of children’s narratives as “conversion narratives” for adult 

readers – potentially didactic or instructive for adults who might otherwise resist empathy. In 

his conversation with Lisa Slade he asserted: “You kill racism by sitting with a child”. While 

this raises larger questions (perhaps for another paper), this statement places significant 

weight on children’s drawings and children’s testimony to enact personal and political 

change. This statement also assumes the children’s experiences and perspectives exist in 

binary opposition to adult narratives, generally. As we have argued elsewhere in this paper, 

we are arguing for a more nuanced reading of children’s texts for their complexity and 

diversity, that considers the contexts that the children themselves provide to readers and 

including their aesthetic choices. 

 

6 Quilty acknowledged that some drawings revealed signs of PTSD; Quilty always asked for 

help, but help wasn’t always available (“In conversation”). When Quilty wasn’t present, 

children could write their name and description of the picture on the back of the paper if they 

wanted to. In Home, some of the pictures are unattributed. Although drawing is a means for 

documenting experience, it also puts the children at risk. Coloured pencils were banned by 

ISIS (“In conversation”). Quilty explains: “There were some places, like northern Iraq, where 

it was physically impossible to get materials in… We did get drawings out, but they were 

literally smuggled out, because the parents were terrified that if ISIS found coloured pencil 

drawings, retribution would be swift and horrific” (Quilty in Wallace). This context for the 

project is further explained in a Note for the Acknowledgements section of Home (303).  

 

7 Significantly, some of the drawings lack biographical information: Quilty explains in a note 

that in certain cases, the risk for identifying the child and their family was too high: “they 

were overwhelmingly enthusiastic share their stories with the world though not all were 

confident to share their names for fear of retribution” (Home 303). 

 
8 It might seem an obvious observation to make, but in some of these drawings it is difficult 

to work out what the picture is representing. This is not uncommon in children’s drawings 

more generally. Our interpretations reflect a method that we want to explore and critique as 
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we use it. And this is central to our argument that we want the artist to reveal a text and 

contexts to us, and we will do our best to read logically and generously. 
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