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Abstract

This article reflects on the development of the Transdisciplinary Inquiry Model (TIM) as both a
methodological framework and a record of my becoming as a creative researcher. Developed during
my doctoral research through practice-led inquiry, TIM integrates imagination, embodiment, and
relationality to navigate the tensions of knowledge production across disciplines. It emerged not from
detached theorising but from lived negotiation between creative experimentation, academic
expectation, and institutional constraint. Drawing on the Fractals of Nature project — a multisensory,
participatory creative work — I trace how creative practice research became a way of thinking-with
complexity, not merely representing it. Through reflexive narrative, I explore how TIM itself became
a site of epistemic shift: from disciplinary loyalty to transdisciplinary opening, from output to process,
and from methodological certainty to embodied attunement. In doing so, I argue that creative practice

research reveals the transformation of the researcher through iterative acts of making and unmaking.
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Introduction: Becoming as Inquiry

Creative practice research opens up ways of working that are deeply embodied, iterative, and
relational. Yet these ways of knowing remain unfamiliar or undervalued in many academic settings
(Halupa, 2021; Haseman & Mafe, 2009; Hope, 2016; Sweat et al., 2022). This article shares the
development of the Transdisciplinary Inquiry Model (TIM), a framework I created during my doctoral
research to understand creative inquiry as a space of transformation. It is more than a research tool; it
is a way of becoming — staying with complexity, engaging multiple ways of knowing, and

acknowledging the researcher’s generative role in the process (De Jaegher, 2021; Rigolot, 2020).

In my own practice, I interpret becoming as an ongoing, reciprocal transformation between researcher,
participants, materials, and environment — an unfolding that resists closure and leaves both the work
and those involved altered in ways that cannot be entirely predicted or contained. I draw on Deleuze
and Guattari’s (1987) notion of becoming as continual transformation through relation and difference,
Montuori’s (2013) articulation of transdisciplinary inquiry as an evolving way of being, and
phenomenology’s emphasis on lived, embodied experience. In parallel, I continue to develop
Metabolising Through Making (MTM), a sensory, relational methodology that stages inquiry through
collective making. TIM attends to becoming; MTM organises practice. Together they link inner

change to material traces and next steps.

Bateson’s (2017) concept of warm data — perceiving patterns across contexts — further shapes this
understanding as a way of attending to complexity in motion. In this sense, becoming is not an arrival
at a fixed state but an unfolding process, emerging through acts of making, unmaking, and remaking

in dialogue with people, materials, and environments.

Transdisciplinarity refers to research that crosses boundaries between disciplines, communities, and
knowledge systems to respond to complex challenges (Montuori, 2013; Rigolot, 2020; Scholz &
Steiner, 2015; Steiner, 2014). It moves beyond integration, fostering new ways of thinking — a third
space of inquiry where imagination, rigour, and relationality converge. Importantly, transdisciplinarity
recognises practitioners and researchers as equal contributors to knowledge production, which is
increasingly essential in an interconnected world. The Transdisciplinary Inquiry Framework (TIM) —
which I later translated into a visual model — emerged in response to the possibilities opened up by

transdisciplinary approaches (Montuori, 2005).

This way of thinking was dimensionalised by the work of Alfonso Montuori, whose approach blends

systems thinking with the lived experience of being both scholar and artist. His writing offered a way



to recognise research as something creative, evolving, and alive, and gave me both the language and
the permission to value my practice-led approach — a form of inquiry where creative practice is not
simply the subject of investigation, but a method through which insights are generated (Haseman &

Mafe, 2009).

The model I developed builds on Montuori’s (2013) principles, translating them into a visual and
conceptual structure that supports researchers in navigating complexity without reducing it. It
supports creative practice research as a necessary response to a world that is fluid, interconnected, and
often ambiguous. This conceptual grounding is made tangible in the visual mapping of the
Transdisciplinary Inquiry Model (see Figure 1), where the interwoven principles of transdisciplinary
becoming are arranged to invite movement, connection, and reflexive engagement. In this article, |
share how the model came to be, reflect on its application within Fractals of Nature (Fractals) — a
multisensory, immersive installation and non-traditional research output (NTRO) — and explore how it

continues to shape my understanding of research as a creative, epistemic, and transformative act.

Introducing the Transdisciplinary Inquiry Model

TIM is a conceptual and visual framework that emerged through practice-led research. It is structured
around five interwoven principles that support researchers in navigating the complexity of creative
inquiry. These principles do not operate in a fixed order; rather, they form an interconnected set of

orientations that invite movement between inquiry, reflection, and action.

The five principles are:

1. Inquiry-led exploration — Creativity begins with a question, tension, or contradiction that
resists easy resolution.

2. Challenging assumptions — Creativity thrives in discomfort; by deferring judgement,
individuals remain open to alternative ways of knowing.

3. Seeking connections — Insight emerges between disciplines, practices, and perspectives
rather than within a single domain.

4. Balancing rigour and imagination — Creativity is not a binary of structure versus
spontaneity but a dialogue between them.

5. Self-reflective engagement — The process of thinking about thinking is integral to creative

inquiry.

These principles offer a scaffold for researchers to engage more consciously with the often

unpredictable, relational, and generative dimensions of transdisciplinary research. The model supports



both individual and collaborative inquiry, allowing researchers to situate themselves within a process

that values multiplicity, responsiveness, and creative risk (see Figure 1).
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Figure 1: Transdisciplinary Inquiry Model (TIM)

Adapted from Montuori’s (2005, 2012) principles, the six inner tenets — curiosity, contextual, rigour,
relational, imagination, and possibilities — anchor the model, while the outer hexagons represent
dynamic modes of engagement used to navigate transdisciplinary inquiry: Inquiry-Led, Challenges
Assumptions, Seeks Connections, and Self-Reflective. Together, these elements form a flexible

framework for working with complexity. Visual design by the author (2024).

I first applied the TIM to my doctoral writing, which drew on creative storytelling, collage, and
facilitation-as-performance as part of a practice-led, autoethnographic approach. Autoethnography
combines personal narrative with cultural analysis, allowing the researcher’s lived experience to
become a site of inquiry. It acknowledges that the researcher is not outside the research, but actively
entangled within it (Adams et al., 2015; Ellis & Bochner, 2013). This writing process helped clarify

how the model supported working with complexity across modes of inquiry. I then applied the model
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to Fractals, culmination of creative research that brought the framework into live, multisensory

practice.

Applying the Model: From Framework to Immersive Meaning-Making

As TIM began to take shape, it became clear that it was more than an autoethnographic tool. My
practice — originally grounded in creativity training and coaching — had evolved into a form of
embodied, creative inquiry — a way of becoming through making, where complexity is metabolised

and ethical responsiveness awakened.

This shift was catalysed through my engagement with the Superorganism Collective, a
transdisciplinary group of eight artists and scientists, some of whom are doctoral researchers. While
several members are connected to the University of Technology Sydney (UTS), the collective is not
bound to a single institution, and its members are based in different locations. Co-led by Barbara
Doran, who supervised my doctoral research, the group explores more-than-human connections
through immersive, participatory performance. The collective aimed to experiment with collective,
embodied intelligence — investigating how sensory experience, ecological metaphor, and relational
encounter might provoke new ways of knowing and being. Their work sought to dissolve boundaries
between disciplines, species, and roles, creating performances where participants did not simply

observe but became part of the unfolding inquiry.

Participating in Superorganism challenged my assumptions and exposed the limitations of more
conventional, cognition-led approaches to creativity. It offered a visceral encounter with many of the
principles embedded in the model I was developing — particularly the need to stay with tension, seek
connections beyond one’s comfort zone, and engage reflexively with emergence and uncertainty.
These embodied experiences made it clear that transdisciplinary inquiry was not just theoretical; it
could be lived, felt, and co-created in the moment. It was a way of being and knowing (Rigolot,
2020).

These insights came together in Fractals of Nature, culminating creative performance presented on 21
September 2023 at the National Art School (NAS) in Sydney. Fractals served as both an application
and a live test of the TIM through participatory experience. My engagement with the Superorganism
Collective had introduced the possibilities of more-than-human intelligence, collective embodiment,
and ecological thinking. Fractals pushed these provocations further, asking: Could people feel a
research model rather than simply have it explained? Could inquiry become a sensory experience?

Could collaborative making across art forms become a way of responding ethically to complexity?



The event was part of NAS Neo, the National Art School’s after-hours program known for
showcasing immersive and experimental art. Set within the historic sandstone walls of the former
Darlinghurst Gaol, NAS provided a potent backdrop for exploring creativity as embodied, relational,
and shaped by its environment. Over 150 people attended this one-night event, moving through a
series of sensory environments — scent, touch, and taste — that enacted the principles of TIM through
embodied, relational engagement. Each room offered a different mode of creative inquiry, inviting
participants to engage with uncertainty, reflect through sensation, and attune to more-than-human
connection. Rather than explaining the model, Fractals activated it — through making, moving, and

being-with — allowing participants to experience inquiry as lived, ethical, and emergent.

Inside Fractals of Nature: The Model in Action

Fractals brought TIM into a shared, sensory encounter — where principles like inquiry-led exploration,
relational knowing, and self-reflection were experienced rather than explained. Each room was
designed as a living extension of the model, offering intentional invitations for sensory engagement
and meaning-making. Participants moved at their own pace between the Scent, Touch, and Taste

Rooms, each blending sensory, relational, and reflective elements.

In the Scent Room, participants nosed a curated palette of natural fragrances — beeswax, dried herbs,
and essential oils — before selecting one scent and creating a watercolour response. This foregrounded
inquiry-led exploration, encouraging instinctive, non-verbal meaning-making and the translation of
sensory impressions into visual form. The space supported gentle encounters with uncertainty,

deferring judgement through embodied attention (see Figure 2)



Figure 2: Scent Room

The Touch Room offered a space for slow, tactile presence. Participants gathered in yarning circles
where Indigenous stories were shared, held and shaped warm beeswax, and wrote wishes for the
future on ribbons to be hung in the space. This layering of listening, touch, and symbolic gesture
enacted the principles of challenging assumptions and balancing rigour with imagination, as meaning

emerged through both personal reflection and collective exchange (see Figure 3).
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Figure 3: Touch Room

Participants hang ribbons bearing their wishes for the future. Originally framed as a space for tactile
reflection, the room evolved into moments of shared making, revealing the relational potential of

challenging assumptions. Photo credit: Jason Kirk, used with permission.

In the Taste Room, participants experienced a flight of three wild honeys, each tasted slowly in a
ritual of attention, accompanied by the writing of odes to the future. This slow, deliberate act fostered
self-reflective engagement, with taste becoming a portal into reverence and relational attunement —

dissolving distinctions between participant and co-creator in shared sensory exchange (see Figure 4).
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Figure 4: Taste Room

Participants taste wild honeys and write odes to the future. Intended to foster relational attunement,
the space often became an exchange of stories, dissolving distinctions between participant and

co-creator. Photo credit: Jason Kirk, used with permission.

What Emerged: Insights from Embodied Inquiry

Fractals invited participants into a shared space where complexity could be sensed, metabolised, and
co-created through embodied experience. The five principles of TIM were embedded as living
dynamics within the event, activated through design rather than direct explanation. Each sensory
environment prompted participants to respond, move, and make meaning in ways that felt authentic.
In the Scent Room, the interplay of memory, material, and imagination bypassed verbal reasoning,

revealing forms of sensory knowing that cannot be scripted yet resonate deeply in emergence.

In the Touch Room, tactile, narrative, and symbolic gestures wove together, creating a relational
fabric of possibility-making. Several wishes — “We owe so much to you humble bee...” and “I hope
we enter a new phase where greed isn’t pre-eminent” (Larocca, 2025), captured the space’s orientation
toward hope and ethical attention. Here, touch became a form of transmission: relational, embodied,

and alive to the principle of challenging assumptions.
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In the Taste Room, slow rituals of honey tasting and ode writing fostered heightened attunement to
time, sensation, and shared presence, dissolving distinctions between participant and co-creator. This
embodied the principle of self-reflective engagement, where transformation emerged through the

exchange of flavour, language, and attention.

Across all rooms, relational insight moved beyond the scope of any single principle, arising instead in
the interplay between participants, materials, and environment. The model became a living pattern —

improvised, responsive, and felt — woven through as an embodied pattern of relational attunement.

Tensions and Transformations: The Model in Action

While Fractals brought TIM to life in powerful and affective ways, it also revealed its edges as a
living companion. Certain dynamics emerged beyond what the model's principles could anticipate or
categorise. Some participants hesitated to engage until they sensed permission to do so — highlighting
the need for subtle cues that enable participation. This revealed a productive tension between

open-endedness and the structure necessary to support embodied inquiry.

The event also surfaced questions about curation and authorship. While the model encourages
decentralised, co-created knowledge, my presence as designer inevitably shaped the conditions of
emergence. This created a paradox: how to hold space for transdisciplinary inquiry while allowing
outcomes and flows to remain genuinely open? Navigating this required ongoing reflexivity — both in

the moment of design and in how I interpreted responses afterwards.

Another transformation came through the emotional intensity of the experience. Some participants
were visibly moved, describing feelings of grief, intimacy, or reverence. These responses pointed to a
dimension of creative inquiry that extends beyond problem-solving or knowledge generation: the
capacity to metabolise complexity through the body, in ways that are both personally and collectively

meaningful.

These became transformations that demanded evaluation methods that could account for emotional
and relational depth, not just observable outputs. These moments underscored that becoming, as |
frame it here, is inherently unpredictable — shaped as much by hesitation, invitation, and emotional
intensity as by planned design. The model, in other words, functioned as an invitational framework.
Its principles held — while stretching, bending, and blurring in practice. This flexibility makes it useful

in complex contexts. It opened space for possibility while supporting what might emerge.



Implications for Creative Practice Research

Fractals offers a generative case study for what transdisciplinary, practice-led research can become
when embodied, co-created, and situated. It demonstrates how creative inquiry need not serve only as
illustration or output, but as a dynamic mode of knowing in its own right. In this context, TIM did not
function as a template to be imposed, but as an evolving guide — one that was animated through the

contingencies of live experience and relational meaning-making.

This challenges prevailing assumptions in creative research that often privilege artefacts or reflective
texts as the primary sites of knowledge. In Fractals, knowledge emerged in the interstices: between
gesture and response, between one body and another, between scent and memory, between structure
and improvisation. The framework invited these moments without dictating their shape, revealing the

potential for models to function more as provocations than prescriptions.

Moreover, the experience highlighted the value of sensory and affective engagement in research.
Rather than being peripheral or illustrative, these dimensions were central to the inquiry. Participants
reported feelings of slowness, attunement, surprise, and even discomfort — responses that surfaced not
in spite of the research design but because of it. Such states are difficult to quantify, but they are vital
indicators of transformation in creative inquiry. They suggest that transdisciplinary research must be
evaluated not only through intellectual rigour, but also through the depth and integrity of the

experiences it enables.

Importantly, Fractals underscores the role of the practitioner-researcher not as a neutral facilitator, but
as a situated and sensing body within the inquiry. My own responses, discomforts, and insights were
not separate from the work, but constitutive of it. This affirms the ethical imperative in practice-led
research to remain reflexively engaged — not only with method, but with the relational and material

consequences of what is made possible.

In this light, TIM offers a contribution to creative practice research that is both methodological and
ontological. It proposes that inquiry is not solely something one does, but a way of being in and with
the world — one that values emergence, relationality, and felt complexity. Fractals made this
proposition tangible. It demonstrated that research can be not only rigorous, but also intimate,

co-constituted, and alive.

Conclusion: A Model Made Manifest
Fractals made visible — and tangible — the living potential of TIM. More than a framework, the model

became a generative pattern of inquiry enacted through sensory engagement, creative making, and



relational participation. In translating the model into an immersive, participatory environment, this

work demonstrated that research can be felt, metabolised, and co-created in real time.

Rather than offering a fixed pathway, the model supported a way of being that was inquiry-led,
reflexive, and attuned to complexity. Participants did not learn about the model through explanation;
they encountered its tenets through touch, scent, taste, and shared reflection. In this way, Fractals
redefined what a non-traditional research output can achieve — not as a container for ideas, but as an
unfolding site of live inquiry. By foregrounding sensory and relational ways of knowing, TIM
challenges the primacy of text-based, cognition-led academic methods. In the institutional context,
this work resists pressures toward neat outputs and quantifiable outcomes, instead valuing open-ended
processes and embodied presence. Such an approach demands that institutions recognise forms of
knowledge that cannot be entirely documented, fixed, or assessed within conventional metrics,

expanding the legitimacy of what counts as research.

The contribution of this work lies not only in the articulation of TIM, but in its activation through
embodied practice. It affirms that creative research can be rigorous and affective, intellectual and
relational, structured and emergent. In doing so, it invites further exploration into how models of
transdisciplinary inquiry might continue to evolve through practice — always in dialogue with the

more-than-human, the sensory, and the unknown.

In this sense, the model becomes a companion to ongoing becoming — a pattern of inquiry that is
never finished but continually reconfigured through practice. In reflecting on Fractals, my
understanding of becoming has shifted from a primarily conceptual orientation to a lived recognition
that transformation is as much about subtle, mutual attunements as it is about visible change. It is not
only the participants who ‘become’ through such inquiry, but the researcher and the model itself, each
reconfigured through the sensory, relational, and more-than-human encounters that the work makes

possible.
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