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				OUGHT: The Journal of Autistic Culture

				Ought: The Journal of Autistic Culture seeks to document autistic culture by publishing scholarly and creative works that examine and explore it. Ought recognizes that autistic culture is not monolithic: it is as varied as the autistic community itself. Accordingly, Ought focuses contributions of the autistic community, celebrating the visual and verbal accomplishments of autistic scholars, artists, and others. At the same time, it showcases the work of the scholars, scientists, parents, and professionals who share everyday experiences with autistic people and influence their lives. In blending creative and critical works about autism, Ought seeks to break down barriers between academic disciplines, between genres of artistic expression, between caretakers and professionals, and finally, between neurotypicals and autistics. Ought is the conversation about autism as it ought to be.

				Language and Labels

				Ought uses identity-first language to refer to autistic individuals whenever possible. Identity-first language communicates our commitment to neurodiversity and aligns with the journal’s focus on autistic culture. Ought does employ the term  “Autism Spectrum Disorder” to refer to autism, given the widespread use of this term in autism-related research. Nevertheless, Ought recognizes and values contributors who resists the pathologizing term “disorder.”

				 Submit to Ought: The Journal of Autistic Culture

				Ought welcomes contributions from scholars, researchers, writers, and artists. Contributors are the initial owners of the copyright to their submitted pieces. For more information and the latest call for submissions, please see http://scholarworks.gvsu.edu/ought.

				About the Cover Image

				The cover image, a portrait of the autistic musician Gary Numan (see p. 10), is by Ronaldo Byrd. Byrd observes that “There is beauty in everything I see, and everyone has something to offer, no matter race, color, ethnicity, or disability. My art and I represent differences, and my hope is that the world can see beauty and acceptance through my eyes—the eyes of an artist.” 
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				OUGHT Editorial Board

				Our editorial board consists of a balance of autistic and neurotypical scholars from universities around the world. 

				Co-Editors-in-Chief Robert Rozema, Grand Valley State University Chris Bass, University of Illinois at Chicago

				Visual Arts EditorPernille Fraser

				Poetry EditorJames McGrath, Leeds Beckett University

				Editorial BoardSara M. Acevedo, Miami of Ohio University Sonya Loftis, Morehouse College James McGrath, Leeds Beckett UniversityBruce Mills, Kalamazoo College Kia Jane Richmond, Northern Michigan University David Schaafsma, University of Illinois at ChicagoPeter Smagorinsky, University of GeorgiaAlyssa Hillary Zisk, University of Rhode Island 

				Reviewers for Volume 2, Issue 2 (Spring 2021)

				Nadine Boljkovac, Falmouth University; Pernille Fraser; Sonya Loftis, Morehouse College; James McGrath, Leeds Beckett University; Morénike Giwa Onaiwu; David Schaafsma, University of Illinois at Chicago; Anna C Stenning, University of Leeds. 

			

		

	
		
			
				Note from the Editors: Autistic Representation in Popular Culture

				It is both the best and worst of times for autistic representation in popular culture. The good news is autistic individuals are appearing in cultural narratives like never before, even approaching saturation points in adult fiction, where works with autistic characters have spawned the genre autlit, as well as young adult fiction, autobiographical non-fiction, film, television, and the stage. The bad, however, is that authentic, responsible representations of autism remain relatively rare, while reductive, stereotypical treatments are in ready supply. Equally troubling, autism narratives are also being commodified, as the entertainment industry profits enormously from autistic people and their experiences, often without bothering to include them. As Broderick and Risigno (2021) rightly claim, many autism narratives are complicit in promoting interventionist rhetoric, pushing the idea that autism needs fixing, an ideology which funnels money into the medical, psychiatric, and educational marketplaces. 

				And so we take on autistic representation in popular culture, the focus of this issue, with due care. In doing so, we hope to follow the exemplary work of Sonya Loftis, James McGrath, Stuart Murray, Mark Osteen, and others who have examined autistic representation. Their scholarship has become foundational to critical autism studies, and we hope this issue of Ought continues the conversation they have begun. 

				Loftis (2015) and McGrath (2017), among others, have shown how popular culture often likens the autistic mind to a machine or computer, and two articles in this issue further examine this correlation. The first is John Bruni’s scholarly analysis of Gary Numan’s early electronic music. Bruni suggests that Numan, diagnosed with autism relatively late, created a new form of music befitting a world where “the organic and inorganic are already inseparable, of complex systems that can both free and constrain us—that is, whoever we think we are, or imagine ourselves to be.”

				 If Numan’s music narrowed the distance between human consciousness and artificial intelligence, then many of popular culture’s most lasting portrayals of autism sought to replace one with the other. Such is the argument of 
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				“Autism Machine Metaphors,” Erin Felepchuk’s critique of the autistic-as-computer trope prevalent in films, television, and fiction. 

				This issue also presents excerpts from the St. Elsewhere podcast, which was created by Courtney Coulson and Hector, two autistic pop culture critics. In the excerpted episode, Coulson and Hector dismantle the Netflix series Atypical, likely the most watched depiction of autism today—and one which, in Hector’s view, “was a show targeted more toward autism relatives and relations than toward autists themselves.” Hector and Coulson’s incisive commentary also points out the lack of diversity in autism representation: the main character, Sam, is another white, male, heterosexual who is played, problematically, played by a neurotypical actor. Inclusiveness and diversity, in contrast, are the essence of Ronaldo Byrd’s art, which is featured on the cover and included in this issue. Byrd is an autistic African-American artist whose work is inspired by and reflects popular culture. 

				Finally, this issue is pleased to present poetry by Nadine Plentie; a brief critique, in words and images, of the BBC’s Sherlock by Sonia Boué; an additional poem from Archana Kadam, a mixed media installment from Visual Arts Editor Pernille Fraser; and a review of Simon Baron-Cohen’s The Pattern Seekers By Donald Brackett. The autism stories told by all of these pieces matter. Representation matters. Cultural stories matter.

				—Robert Rozema and Chris Bass

				ReferencesBroderick, A. A., & Roscigno, R. (2021). Autism, inc.: The autism industrial complex. 	Journal of Disability Studies in Education 1, 1-25.Loftis, S. F. (2015). Imagining autism: Fiction and stereotypes on the spectrum. Indiana 	University Press. McGrath, J. (2017). Naming adult autism: Culture, science, identity. Rowand & 	Littlefield.
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				Just Seeing Me

				[Prose/poem]

				In a sense of belonging.

				Is it how we, look, speak, country we’re born in our ancestral roots? 

				Is it what we wear? Music we like to watch? What about autism – what happens when diagnosed, especially later in life. Do we look back and still have a sense of self or do we question everything we’ve know so far?

				When we’re little we look out for heroes, people like us, who we can relate too and feel included. 

				We can often feel like aliens in a very confusing world. So, who are our trailblazers?

				Autism has often been mocked perpetuating stereotypical behaviors, like hand flapping or blurting out things. We are more than that and being different doesn’t mean wrong. In fact neurodiversity is all around us, many just haven’t realized. 

				It’s in past presidents, future ones too. Film stars, writers and some of the most famous composers; philosophers who changed the world. 

				Artists whose works are timeless, that we probably have a frame of above our television or printed on a T-shirt. There are singers we listen to everyday and whose music has probably saved our lives and been part of the mix tape of our past, present and future. 

				There’s been autistic inventors whose items we use every day without a second thought but without which we would be lost. 
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				Einstein wrote, “The important thing is not to stop questioning. Curiosity has its own reason for existing.” 

				Albert Einstein was a theoretical physicist, world famous and regarded as a genius. He was also autistic and is proof neurodiverse doesn’t have to be a curse. We need to keep embracing and celebrating our difference. 

				—Nadine Plentie

				Nadine Plentie is a late-diagnosed autistic poet and writer based in the UK. Her interests are based on her daily life experiences and interests such as music. 
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				“Erase Me”: Gary Numan’s 1978-80 Recordings

				John Bruni	

				Gary Numan, almost any way you look at him, makes for an unlikely rock star. He simply never fits the archetype: his best album, both in terms of artistic and commercial success, The Pleasure Principle (1979), has no guitars on it; his career was brief; and he retired at his peak. Therefore, he has received little critical attention; the only book-length analysis of his work is a slim volume from Paul Sutton (2018), who strains to fit him somehow into the rock canon. With few signposts at hand—and his own open refusal to be a star—writing about Numan is admittedly a challenge. In fact, Numan is a good test case for questioning the traditional belief in the authenticity of individual artistic genius. Not only was he the first to use synthesizers to make best-selling songs, but his use of first-person voice was freighted with irony, given his interest in androids as copies/replicas of humans. And, unlike the canonical genius narrative, his artistic vision was not inherent. Rather, it developed over time, and veered sharply away from the humanist trope of self-expression.

				I will begin, then, by suggesting that, although Numan saw the world differently, this premise does not offer proof of individual genius. It is indeed characteristic of autistic people to see the world differently. Systems theorist Cary Wolfe’s exploration of the work of Temple Grandin, who has written at length about her autism, brings out how “her mental life is intensely visual, not verbal,” which questions the humanist privileging of language as a signifier of identity, and opens perception to the heightened influence—traditionally classified as traits of non-human animals—of sight, sound, and touch (Wolfe, 2010, 129-35). Wolfe argues that Grandin’s worldview “crosses the lines not only of species difference but also of the organic and inorganic, the biological and mechanical” (136). Wolfe’s interpretation of Grandin’s work, I propose, can lay the groundwork for the evaluation of art, like Numan’s, that pushes beyond the limits of humanism.

				Diagnosed later in life as an autistic, even though he says, around the age of 14, a child psychologist told him he had Asperger’s syndrome (Segalov 
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				2018), Gary Webb (his birth name), started out as a musician of his times, in a post-punk band. His development as both a composer of music and lyrics increasingly challenges the conventional trajectory of the humanist artist. This period of his career embraces a post-humanist aesthetic, and, tracing this process, we can see, I think, how his success unnerved people, who, for whatever reason, were invested in the authenticity of rock music.

				Now, the claim that autism puts a distinct stamp on art and the artist is indeed controversial. I am, like Jonathan Lethem, very skeptical about looking at the creative output of an artist only in this “altered light” (Lethem 2012, 98). Instead, I propose that Numan’s seeing the world in a different way—as a collective, not individual trait—compels him to develop his art outside of the humanist tradition of authentic genius, which, one might say, would necessitate a different critical language. In other words, how Numan sees the world signifies his identity as an autistic person rather than making him stand out as an individual artist. 

				Described in humanist terms, Numan’s music could be said to be cold and clinical. It is not very emotionally open. It does not connect with an audience as any sort of artistic expression of an authentic self. But its challenge to the humanist distinctions between reason and feeling is the same challenge that is a guiding principle of systems theory. I will therefore use systems theory, albeit in measured doses, to fashion the necessary critical language to explore Numan’s groundbreaking work. 

				In what follows, I trace the development of his art, both musically and lyrically, though his use of technology—that goes beyond traditional arrangements of human voice, guitars, and drums—to critically examine the affective lack that shaped the popular depiction of romantic love in the late 1970s. I focus on his most innovative artistic period (1978-80), when he moves away from his post-punk origins and develops, before his brief retirement, an artistic vision that looks forward to the post-human. His commercial success reflects his ability to describe a messy world, where the organic and inorganic are already inseparable, of complex systems that can both free and constrain us—that is, whoever we think we are, or imagine ourselves to be.At the start, Numan’s music is nothing out of the ordinary. His band, Tubeway Army, released its first single in 1978, “That’s Too Bad.” The single followed 
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				the template of Wire’s Pink Flag, the groundbreaking 1977 post-punk album that featured choppy guitar riffs underlining oblique lyrics and an overall sarcastic tone. In the chorus of “That’s Too Bad,” the irony of the repeated line, “Oh well, that’s too bad,” caps off the verses about a man who fears he is under techno-surveillance. A lyrical reference to “1920 flashbacks … Of crazy actors hiding/Machines scream in anger” keys the narrator’s psychotic fantasies to the 1927 German Expressionist film, Metropolis, where class struggle in a dystopian society veers into paranoia evoked by a sinister robot that is a sexually ramped-up double of the female leader of the workers. But we should not read too much into this reference, especially as a definitive artistic statement of purpose. At no point in the song does an android identity appear; the Metropolis flashbacks function as cultural bricolage, a standard feature of lyrics by post-punk bands such as Wire. In addition, a more general appreciation for German Expressionist art informed David Bowie’s “Heroes” (1977).

				Yet to argue that Numan, from the start, had an original vision that he was searching for a way to express, Sutton must insist “That’s Too Bad” is flawed because “the song is performed in a style that clashes with the content and the mood of the lyrics” (Sutton, 2018, 80). To the contrary, the driving rhythm and ascending chord progressions that connect the verses and choruses, I would suggest, build a tension that dramatizes the narrator’s abject mental state. Although there is nothing particularly innovative about the arrangement or lyrics, “That’s Too Bad,” it should be pointed out, is a rather skilled performance of a post-punk minimalist aesthetic, especially the syncopation of the vocals which, meshing with a propulsive bass line, gives the song an immediate forcefulness.

				Bowie was, of course, the other major influence on Numan at the time. Bowie’s collaborator on “Heroes,” Brian Eno, helped craft the record’s soundscape by appropriating the relentless techno-beat of “I Feel Love,” the disco hit sung by Donna Summer and produced by Giorgio Moroder and Pete Bellotte, that upended the music world in early July 1977 (Reynolds, 2017). Recorded entirely in Berlin, “Heroes” played the ghosts of the city’s war and post-war past off against a future guided by a willful departure from the sonic textures that were standard in rock music and recharged by post-punk (Dombal, 2016). The second Tubeway Army single, “Bombers,” (1978), channels Bowie and Eno’s layering of synthesizers over a foundation of metallic guitars 
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				to create a collage-like depiction of wartime chaos that has a similar feel to “Blackout” on “Heroes.” And you would have to look rather hard to find any significant variants between Bowie’s fame-drink-and-drug-damaged persona in “Blackout” and Numan’s murderous soldier in “Bombers.”

				A major difference, however, is the drumming on “Blackout” and “Bombers.” While both songs have a frantic up-tempo, “Blackout,” has a powerful backbeat by Dennis Davis, an ace drummer, that practically swings. In “Bombers,” the drums are played more stiffly and are mixed behind the distorted guitars locked in a staccato quasi-reggae pattern. Put telegraphically, the groove that emerged from the drums and guitars in “Bombers” pointed to the future, and the song, as DJ Afrika Bambaataa says, “was one of the early records we used to play when rappers was [sic] rapping” (Sutton, 2018, 83). Here was the earliest signpost of Numan’s artistic destination, even if the groove on “Bombers” is sonically far away from what Simon Reynolds calls the “blank-eyed fixated feel of post-human propulsion” in “I Feel Love” (Reynolds, 2017). 

				In the same year that the robotic precision of disco had infatuated Eno, Numan’s musical peers Ultravox released “My Sex,” from their 1977 self-titled debut album, which came close to capturing the affective lack of “I Feel Love.” As Sutton observes, the monotone vocals on “My Sex” were counterpointed by synthesizers that echoed the warmer textures of human choral voices (Sutton, 2018, 30). The futuristic pleasures of “electroflesh” and “synchromesh” in “My Sex” forecast what was to come a year later. The Normal’s “Warm Leatherette” (1978) took its deadpan lyrics from the descriptions of the erotic human-machine interfaces in J.G. Ballard’s novel, Crash (1973) and set them to an icy electronic pulse. Both songs, however, by showing humans in machinic sexual poses, maintained a relatively safe distance between human and machine identities.

				From Numan’s perspective, this distance begins to radically narrow on Tubeway Army (1978). “Listen to the Sirens” uses three vocal tracks, sung by Numan, to compel the listener to question whether the rebellious “Mr. Webb” (Numan’s real-life last name) is a captured human in a techno-authoritarian state or a police robot on the run. Although “Steel and You” dramatizes a somewhat friendlier relationship between a young boy and a robot, its setting, like the whole of the album, is a dystopic mashup, first essayed 
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				by Bowie’s Diamond Dogs (1974), of George Orwell’s 1984 and William S. Burroughs’s cybernetic/junkie narratives. Regardless of Sutton’s claim that Numan’s version is “authentic,” whereas Bowie’s is not (Sutton, 2018, 32-33), Numan is still retrofitting his influences and updating his overall sound with the times. Synthesizers are more out in front, but the foundations for the songs tend to be guitar based, a hybrid mode of arranging used on the Eno-produced debut album by Devo, Are We Not Men? We Are Devo! (1978). 

				Numan experiments with modifying this hybrid sound on the follow-up album from Tubeway Army, Replicas (1979). The first single, “Down in the Park,” subtracts the guitars and adds layers of synthesizers to create a coldly sinister narrative about humans being hunted by machines. During the middle verse, the perspective changes from a human on the run to another human, watching from a space-age restaurant while a “rape machine” patrols outside, and flatly states, “You wouldn’t believe the things they do.” Right after Numan sings this line, one of the synthesizers swoops down out of the mix and cuts off; the decay of the last note echoes into the void, as if the human observer’s consciousness has blanked out, like the machines being observed. 

				This psychically intense moment resists—which Wolfe says Grandin’s thinking also does—the idea of vision “as stereotypically expressive of the humanist ability to survey, organize, and master space” (Wolfe, 2010, 130, original emphasis). In the last verse of “Down in the Park,” the imagery of sexual exploitation, the humans “serving” the machines, is similar to the ultra-violence of car-crash sex in “Warm Leatherette.” Continuing to push emotion beyond traditional human boundaries, Numan uses heavily effects-laden guitars over a steady rhythmic groove to accentuate the ambiguity of “Me! I Disconnect From You,” as he could be singing, “Please don’t turn me off,” from the perspective of a sexually-frustrated human and/or an anxious machine.

				Staging an even more arresting provocation along these lines, Numan further complexifies the music and lyrics of the next album single, “Are ‘Friends’ Electric?” Harmonically the verses and wordless choruses move upwards, anchored by a catchy synth hook. What starts as android noir ends with the breakdown of the “electric ‘friend,’” which leaves the human narrator 
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				heartbroken. In the middle of the song, Numan delivers the first of two spoken-word monologues. The first monologue begins:

				So now I’m aloneNow I can think for myselfAbout little deals and S.U’sAnd things that I just don’t understand

				“S.U’s” refers to Su Walthan, his girlfriend at the time, suggesting, on a confessional note, that he does not “understand” their complicated relationship, involving “little deals” with another woman, her name encoded in the album’s lyric sheet (Sutton, 2018, 52). After the breakdown scene, the opening of the second monologue, serving as an epilogue to the song, cuts to the quick:

				So I found out your reasonsFor the phone calls and smilesAnd it hurts and I’m lonely 

				The hummable synth lines (accompanied in the chorus by what sounds like a human voice buried in the mix) support the claim of John Foxx, the leader of Ultravox, that Numan “found the human in the machine;” here, “the machine” conveys the “human” vulnerability of a failed affair (Sutton, 2018, 38, 52-53). Numan’s playing around with the idea of the thinking/feeling machine hearkens back via the song title to Philip K. Dick’s Do Androids Dream of Electric Sheep? (1968). Interestingly, Dick was the first to use the descriptor “autistic” in science fiction (Martian Time Slip, 1964). In many ways, Dick’s work can be seen as a prototype for the cyborg narrative that Numan develops. 

				In “Are ‘Friends’ Electric?,” the idea of breakdown, moreover, crosses the line separating human and machine and, by dissolving the boundaries between emotional pain and mechanical failure, acts out a crushing social pressure that is, Numan would be the first to say, not merely human. We could point out, through systems theory, that the humanist division of reason and feeling is replaced by the “functional distinction” between system and environment (Wolfe, 2010, 220). That is, Numan is guiding our attention to anything but a traditional humanist viewpoint. 
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				Numan’s next gambit, on The Pleasure Principle (1979), is to eliminate guitars altogether and place the rhythmic pulse of Cedric Sharpley, who hits the drums with a mechanistic precision, forward in the mix. The instrumental opener, “Airlane,” could be regarded, Chris O’Leary contends, as building “an altar to Low,” Bowie’s influential 1977 album (O’Leary, 2019, 153), in particular, the lead-off instrumental, “Speed of Life.” Yet the differences between the two songs are there from the start. While “Speed of Life” features a repetitive guitar hook, “Airlane” introduces Numan’s discovery of what would be the signature sound of The Pleasure Principle, a synthesizer setting, “Vox Humana”: Human Voice (Sutton, 2018, 38), that dramatized, like Sharpley’s drumming, a human/machine interface. “Airlane” opens with a shimmering chorale-like voicing on the synthesizer, while Sharpley plays a cymbal roll, a traditional way of building tension, before launching into a beat, somewhat similar to what is heard on “Speed of Life,” but considerably faster paced. 

				Not to put too fine of a point on it, Numan’s critical appraisal at the time was derailed by Bowie’s not-subtly-veiled accusation that Numan was copying him. His dislike of Numan was anything but moderated when Numan stated that “image is to be copied. That’s the essential reason I created mine” (O’Leary, 2019, 153). Yet Numan here was not simply refuting charges of plagiarism; he was challenging some of the more traditional humanist signifiers of both artistry and personhood. Written from the perspective of an android trying to act human, ‘Metal” overlays Sharpley’s slamming drumbeat over a synthesized one, giving the illusion that the tempo is speeding up, a sonic imaging of the narrator’s identity crisis. Halfway through, the Vox Humana sound enters, but pitched down sinisterly as Numan intones, “I’m still confusing love with need.” Even when the narrator is figured as human in “Conversation,” there remains an inability to make a convincing claim for the authenticity of personhood: “Am I a photo? I can’t remember.” 

				Numan would also question the universality of assumptions about how humans experience the world. As Grandin would later document, autistics tend to react to “a light unexpected touch” with a “flight” reflex (Wolfe, 2010, 134). In “Complex,” an affecting ballad, Numan expresses a form of sensory vulnerability akin to such an experience: “Don’t let them touch me.” This vulnerability, moreover, crucially informs Numan’s most popular song, “Cars.” Jump-started by an ear-grabbing, augmented fourth/diminished fifth chord, 
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				known as the Diabolic interval, a staple of horror-film soundtracks (Sutton, 2018, 67), “Cars” describes feeling protected in a tightly-enclosed space: 

				Here in my carI feel safest of allI can lock all my doorsIt’s the only way to liveIn cars

				Such a desire, as Grandin explains, has been observed in autistic children who find comfort in similar enclosures (Wolfe, 2010, 134). That is to say, then, that Numan takes us on a rather different road trip—especially if our expectations align with the traditional romance of wide-open spaces. 

				“Cars” joins minimalist science fiction to a dissonant, relentless harmonic motion; this formula animates another stand-out song off of a seminal 1979 album: “Life During Wartime,” from Talking Heads, Fear of Music. Like “Cars,” “Life During Wartime” has a mutated dance-floor groove, but heightens the contradiction: “This ain’t no party, this ain’t no disco, this ain’t no fooling around.” “Life During Wartime” narrates a ruined future outwardly bleaker than “Cars,” where a group of rebels, traveling in a weaponized van, is always on the run. Accordingly they assume disguises, the narrator exclaiming, “I changed my hairstyle, so many times now, I don’t know what I look like!” This line, however, keys, for Lethem, a change from interpreting the song as “paranoid” to “paranoid art,” as if the band members “were only sampling paranoia as a temporary mood or style,” which thus suggests that “paranoid art, unlike paranoid persons, also distrusts itself” (Lethem, 2012, 109). And distrust certainly emerges in the last verse of “Cars,” 

				Here in my car I know I’ve started to thinkAbout leaving tonightAlthough nothing seems rightIn cars 

				The fantasy of protection falls away, leaving the narrator to face his own fears, disclosed by a compulsion to leave. 
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				The Pleasure Principle was a massive success, darkly prophesized by the abrasive funk riff of “Films” that articulated Numan’s anxiety about the music business: “We’re so exposed/Anything can happen.” The guitar-propelled 1980 singles, “We Are Glass” and “I Die You Die,” both making the UK Top Ten pop chart in the wake of Numan’s stratospheric popularity, capture his reaction in real time. “We Are Glass” has a chugging rhythm and an incandescent melody—like “Cars,” based on an augmented fourth/diminished fifth chord (Sutton, 2018, 67)—that evoke the brashness of youth, but life in the spotlight triggers a dissociative episode that can be interpreted as a cynical take on a post-humanist transformation: “You are replaced, you are you.” In other words, one cyborg could be “replaced” by another, without a noticeable disruption in identity. “I Die You Die” is even less optimistic. Numan spits out the opening couplet, “This is not love/This is not even worth a point of view,” then ends the second verse with a terse summation of paranoid art: “Does everything stop when the old TAPE fails?” 

				“I Die You Die” previews the central theme of Telekon (1980): a farewell dissection of personal and business relationships expressed through the language of music recording. As Numan would declare his retirement after this record, the opening song, “This Wreckage,” holds little back. It is the last song written for and added to Telekon (Sutton, 2018, 118, 120), with a deliberate pacing that suggests a premeditated exit strategy:

				Erase meReplay ‘The End’It’s all just showErase you. 

				Although Telekon is a statement of finality, Numan remains unpredictable. Leaving the Top Ten singles, “We Are Glass” and “I Die You Die,” off of the UK release of the record is a memorable signifier of erasure, forcing listeners to reckon with Numan’s disengagement from the hit-making machine, and this feeling of alienation emerges in the opening line of the title track: “Where is my outline? I start to fade.” Here, Numan challenges pairing alienation with traditional humanism (as, perhaps, the sine qua non of the modern artistic condition); the search for an “outline” would accord with what Wolfe, in his reading of Grandin, says: “In extreme cases, autistics actually have severe problems locating the boundaries of their own bodies” (Wolfe, 2010, 135). A 
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				further sense of dissociation creeps into the chorus, “You end on reel one, you end on reel one,” through dissonant piano note clusters, recalling Bowie’s “Aladdin Sane” (1973). The narrator of “Telekon” becomes a replica of Bowie’s “lad insane,” addressing “you” both as a subject that ends on the recording (“on reel one”) and continues during playback: the narrator repeatedly chants, “You are.” Indeed, where, exactly, is the outline?

				The song on Telekon that most implicitly addresses such a question, “I Dream of Wires,” proposes to redraw the boundaries. Thrillingly boosting the energy level, the drums kick in as Numan sings, “We opened doors by thinking.” Sutton explains that this song was written when Numan had contemplated making a concept album about a protagonist with telekinesis (Sutton, 2018, 118). Like “Cars,” “I Dream of Wires” initially constructs a fantasy about physical disengagement. And like “Cars,” this fantasy then becomes questioned. The narrator, “the last electrician alive,” reminisces about a narrative past, where he lived with his android wife. That this past, set in a future world is, of course, yet to happen suspends the fantasy. And, that Telekon starts with “This Wreckage” epitomizes the decision—and its finality—that Numan made about how the album would unfold.

				Such a feeling of finality is reinforced by the album closer, “The Joy Circuit,” an elegy wrapped up in layers of violins. Having an ironic trajectory implied by the title, the song returns to a grimmer reality, where Numan is presently stuck in a musical career he no longer finds worthwhile. Sung in mid-register, which gives the lyrics additional weight, “The Joy Circuit” looks for a way out, but the repeated line, “Well, it’s somewhere to go,” appears to lack the courage of the narrator’s convictions, much like his earlier thinking, in “Cars,” “about leaving tonight/Although nothing seems right.” The last lines of “The Joy Circuit” only give assurance of a rather inevitable destination: “But all I find is a reason to die/A reason to die.” Perhaps this answer concludes the trajectory of “Cars;” Sigmund Freud, after all, found the death drive through “the pleasure principle” (Freud, 1961). Thus “Cars,” Numan’s most famous song, would ultimately become a death trip.

				But Numan has dismissed previously (for instance, in “Conversation” from The Pleasure Principle) the idea of a humanist self that ends or could be erased. What he figuratively desires to transform is his corporate image, which as he earlier claims, “is to be copied.” His imagined outcome 
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				deconstructs the humanist boundary between presence and absence. In other words, as an invented image, Numan (not his real last name) is becoming virtual (Derrida, 1994, 169), always dynamic, and only to a humanist listener would this departure be tragic. The challenge, then, constituted through his artistic vision, from 1979-80, is to trouble the apparent difference, in the resolutely humanist terms of a music-business career, between departure and arrival—set up by the ironic placement of his farewell statement, “This Wreckage,” first on Telekon.

				Numan’s retirement, however, was short-lived. He released Dance (1981) and I, Assassin (1982), which moderated his dissonant electronic exploration with a commercially-slicker sound. This post-retirement trajectory signals a change from anxiety about being “exposed” in “Films” (1979) to seeking recognition in a 1980s music world, where record executives had not only caught up with the provocative attitude of his 1979-80 albums, but softened their edginess to appeal to more mainstream tastes.

				In a rather uncanny way, how a corporate-branded humanism reenters our discussion about Numan replicates Wolfe’s observation about Grandin’s work being positioned to offer a humanist recognition to the disabled. As Wolfe puts it, “[T]he disabled would be seen as simply the latest traditionally marginalized groups to have ethical and legal enfranchisement” (Wolfe, 2010, 136). Wolfe’s critique of this recognition process then emerges: 

				But a fundamental problem with the liberal humanist model is not so much what it wants as the price it pays for what it wants: that in its attempt to recognize the uniqueness of the other, it reinstates the normative model of subjectivity that it insists is the problem in the first place. (136)

				It is not, Wolfe wants to point out, that the disabled should not have legal recognition; he is instead concerned that the humanist model of subjectivity on which such recognition would be based is limiting in ways that have already been discussed with concerns to Numan’s case. Here Wolfe specifies that the crucial challenge is to “think the ethical force of disability and nonhuman subjectivity as something other than merely an expansion of the liberal humanist ethnos to ever newer populations” (137). While Numan resisted and reformulated a humanist subjectivity in his 1979-80 work, his 
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				post-humanist aesthetic was circumscribed not only within a corporate music-business mode of production, but a constraint that is centered in the collective, rather than the individual, experience of autism, what Wolfe calls the “price” of humanist normativity. 

				From 1979-80, Numan’s work resisted the traditional definition of being human. But the relatively minimal duration of his resistance dramatizes how disability discourse at large has likewise sought to contain autistics within the same traditional idea of humanness instead of redefining this understanding as Numan did in his earlier work. What he started with Replicas, The Pleasure Principle, and Telekon compels, for the furtherance of such a project, a collective sense of musical artistry that can recognize a post-humanist aesthetic on its own terms. Only, then, for artists such as Numan, will recognition not come with the painfully high price of being (over)exposed to a humanist system of artistic regulation.

				John Bruni teaches in the School of Communication at Grand Valley State University. He is interested in systems theory and biopolitics. His book, Scientific Americans: The Making of Popular Science and Evolution in Early-Twentieth-Century U.S. Literature and Culture, was published by University of Wales Press in 2014. His article, “Redefining the Western: Meek’s Cutoff (2010) and Certain Women (2016),” was published in 2020 in an anthology of essays on popular film, The Twenty-First-Century Western: New Riders of the Cinematic Stage (Douglas Brode and Shea T. Brode, eds). Currently he is working on a book-length examination of John Cassavetes’s 1970 film Husbands.
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				Rules

				Why say, “Use your words carefully”? We use laptops and glass items with care. 

				What does pretty hard mean?Say a 2 /10 or a 9/ 10 on a scale instead!

				What are mixed feelings?Feelings should be absolute and clean.

				Why say, “It’s all right” when it’s not?It’s wrong and a definite mistake.

				I am autistic; I say what I mean.You use words as two-edged weapons.

				Conversation rules are hard, relative, fuzzy.I will learn to decode them in time, for sure. 

				—Archana Kadam

				Archana Kadam is a Developmental Pediatrician, working with autistic children for the last 16 years in KEM Hospital Pune, India. She is MD.DNB. in Pediatrics from University of Pune, Maharashtra, India and is neurotypical. Her work emphasizes family involvement, early diagnosis and intervention, and advocacy. Her work has helped her understand autism better and has inspired her to write poems, some from the perspective of autistic children.
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				Gallery: The Artwork of Ronaldo Byrd

				Ronaldo Byrd was born and raised in Brooklyn, New York. He began drawing and painting at the age of three. It was then that Byrd began developing the over 200 original characters that feature in much of his work. At 16, Byrd graduated from the Art Instruction School, which boasts graduate Charles Schulz. He also attended The High School of Art and Design in New York City, before moving to Burlington, New Jersey with his family. It was there that he attended Burlington County Institute of Technology and graduated with a Diploma in Advertising Art and Design. Byrd is mainly a self-taught artist who has been featured in several magazines, newspapers, and television news programs. Byrd has had his artwork exhibited at several venues and galleries. His message to the world is that love and acceptance should be the overall theme in our lives.

			

		

		
			[image: ]
		

		
			
				My Younger Self. Digital Collage, Ipad Pro.
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				Urban Life 2. Acrylic, pen, foamboard. 

			

		

		
			
				Orange County Beach. Acrylic, pen, foamboard. 
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				Portrait of Susan Boyle (2021). Acrylic, pen, foamboard. 
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				Portrait of Greta Thunberg (2021). Acrylic, pen, foamboard. 
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				The St. Elsewhere Podcast: Autism in Popular Culture and Atypical

				Hector, Courtney Coulson, and Chris Bass, Ought Co-Editor

				St. Elsewhere: Perpsectives From Outside the Snow Globe is a podcast hosted by two self described “pop-culture obsessed autistics,” Courtney Coulson and Hector (no last name by request). The pod’s title is a tongue-in-cheek allusion to the finale of the television medical drama St. Elsewhere, which ended, infamously, by revealing that the entire show was the dream of an autistic boy gazing into a snow globe. With this precedent, each episode of the pod reviews the depiction of autism in a specific movie or show. New episodes were posted between 2017-2019 and are now all available via the show’s blog and through podcast services. 

				Ought’s Co-Editor-in-Chief, Chris Bass, reached out to one of the St. Elsewhere’s hosts, Hector, asked for some insights about putting together a podcast series. After the brief interview, we include excerpts from our transcription of Episode 11, a critique of the Netflix show Atypical, in its first season at the time of the recording.

				 Chris Bass: What was the main motivator to get that podcast series up and running—any specific reason that you chose to focus on the 1988 film Rain Man for the first episode? 

				Hector: I was diagnosed with autism (or Asperger’s as we were still referring to it back then) well into my adulthood. It seems ludicrous looking back that it was somehow missed by everyone associated with me, I was such an eccentric child and preternaturally wise beyond my years. But I guess that because I was for the most part functional and indeed even successful in the metrics we use to assess and judge children of a certain age (academics, sports, theatere etc.), my many socialisation and relationship issues were just filed away in the “problem for another day” bucket. I had a vague inkling 
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				there was something different about me and the way my brain worked from my fellows, but given the aforementioned successes, I was assured by all and sundry that this was a good thing and was actively encouraged to ignore my growing litany of personal problems in the pursuit of yet more and more academic and extra-curricular achievements. 

				So I did. I had no word for what it was I thought was different about me. I had no examples I could readily compare myself to. No representation in the media I consumed of any meaningful kind. I had seen Rain Man in the cinema when it was first released, but I did not for any moment identify with this person before me (the first “autistic” person I had ever really encountered to my knowledge). So those questions I had about my own identity/makeup/reality would stay as nothing but a vague itch in the depths of my brain for years to come. 

				But of course nothing good comes from burying or ignoring actual problems. While I learned to mask my inner turmoil and differences from the outside world, it all continued to fester and boil and simmer and gnaw at me below the surface of my artificial veneer. It would all eventually come spewing out in the first of many mental breakdowns, the toll of which would ultimately force me to probe more deeply into what it was that made me: me.

				 When I was officially diagnosed years later (after a random and surprising and enlightening visit to the “Asperger Syndrome” Wikipedia page), I looked back on the things I had to that point known about autism, what I had consciously and unconsciously absorbed via my consumption of media and my schooling—and it wasn’t good. It was completely lacking. 

				The articles and journals and viewpoints I now read of and about autistic people are light years from what I had come to think of as authentically autistic through watching, say, Dustin Hoffman as Raymond Babbitt. I wondered at the damage such inaccurate and misleading representations of autistic people had done to me and perhaps others like me. Would I have sought a diagnosis sooner if I had seen a more accurate representation of myself in my formative years? What of the folk who even now are asking themselves similar questions about why they feel . . . different?  
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				So that’s what inspired me to cast a critical eye over some of the more renowned examples of autistic representation in media, and why I chose Rain Man as our first episode.

				Chris Bass: In your opinion, is there anything particular about the nature of a podcast that makes it an ideal format for the diverse set of autistic voices and perspectives? 

				Hector: I’m not sure that entered our considerations. I supposed we could have produced the episodes as a video series. Or given how much I basically wrote my scripts for our episodes like an essay, I could’ve just put this out there as a blog. But we both had experience with various guest hosting stints on some pop culture podcasts at that point in time. And so that’s what we gravitated towards. 

				I don’t know if there is an ideal format for autistic people—our experiences and preferences are all so varied. I know there are autistic people for whom the podcasting format is not the best option. We were asked once about providing actual transcripts for people whom might have auditory processing issues. Had the podcast continued (or if we’d had funding or assistance), I would have looked more into this. As it was we were just two enthusiastic amateurs doing this on our own time for a not huge audience and in a niche realm. 

				Chris Bass: Do you have any recommendations for other podcasts that promote autistic experiences?

				Hector: Sadly, I do not. Part of the reason I had the idea to start recording a podcast about autistic representation in media was because I could not find one at the time the idea struck me. 

				Editor’s Note: What follows is an arranged, edited selection from Episode 11 of the podcast. Courtney and Hector begin with a brief overview of the show. Then, they focus on the lack of autistic input in creating, writing, or casting the show. Courtney notes, “after all, considering that the motto for the autistic community is ‘Nothing About Us Without Us,’ that motto should have extended to Atypical, too.” They also address the lack of diversity in autistic representation exemplified by the character of Sam.
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				St. Elsewhere, Episode Eleven: Atypical

				Hector: So today, we are talking Atypical, that little 2017 series. You may have heard of it, and if so, may God have mercy on your eternal soul. It is a pile of shit.

				Courtney: Yeah, you can just turn it off, we’ll save you a lot of time. It’s shit. Good night. This is the one that made us want to do this podcast in the first place . . . we were basically inspired to do this podcast because I saw the trailer for Atypical on the Netflix Facebook page, and I was scrolling through, trying to see if anyone else had the same reaction. 

				Hector: So I avoided this travesty for as long as possible, intentionally, and I can now safely say I was right to do so. If there were a way to pluck that green infinity stone from Thanos’ thick gauntlet and send myself back to pre-Atypical times, I would gladly do so.

				Courtney: See, if I had Thanos’ gauntlet, I would just erase this show from existence entirely, or 50 percent of it, because the sister, her story is fine. Her plot is great. That’s the only redeeming aspect of this. So if we could keep 50 percent of this show, it’d be fine.

				Hector: It’d just be a standard, inoffensive, bloody high school romance kind of a thing. Just give her a job on something else. She’s a good actress.

				Courtney: Yeah, it’s Stockholm syndrome, where we’re watching this absolute pile of crap, and this one sort of okay part suddenly becomes really good by comparison.

				Hector: We’ve rambled enough that we’ve successfully avoided starting the conversation on Atypical. We better begin, lest we begin to develop a reputation for excessive rambling. Let us now delve into the treacle-thick mess of filth that is Atypical.

				It’s the somewhat controversial dramedy centered on Sam, a high-functioning (and I’m doing the quotation marks, so don’t fucking write in and tell me off for using the label), an autistic male teenager--or is that a male teenager with autism? Teenage autistic with maleness? Don’t worry if you’re 
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				not sure—this is the kind of series in which a character will pop up soon enough to lecture you on handy autistic factoids like person-first language, etc. Anyway, this Sam deezer one day announces to his family that he is ready to start dating, i.e., lose his virginity. Shock and horror: an autist with a dick and an urge to use it. Thus begins something: a romp, a clusterfuck, a less comedic version of American Pie but with autists? Who the fuck knows. 

				So Atypical was originally known as Antarctica in pre-production, which as I read it, is a sentence with way more “aaays” than a Happy Days convention. I laugh at my own jokes. Groan at my humor if you must, but that is literally a better joke than anything in this dull and plodding television show. 

				Atypicartica was created and written by Robia Rashid, who had previously worked on How I Met Your Mother and The Goldbergs, which is somehow a 100+ episode TV show I’ve barely ever heard of. It’s produced by Seth Gordon, who may or may not be a more recognizable name. He’s got a bit of a mixed, spotty cinematic record. On the plus side, he’s directed the cult-credentialed The King of Kong: A Fistful of Quarters, produced the best doccer Oscar winner of 2012, Undefeated, and the decent-ish Horrible Bosses . . . Seth Gordon is also the producer of The Good Doctor, which is another autistic-themed recent program, so he was involved in pooping out two programs with an autistic main character in 2017, neither of which are played by an autistic.

				About Us, Without Us

				Hector: There’s apparently a personal autism link with Atypical creator Robia Rashid, although this is how she answered a question about it in an interview [Vulture, August 15, 2017]. She was asked “Did you have any personal experience with autism? Are you close with anyone that is autistic or has autistic kids?”Courtney: [reading Vulture] “I do have personal experience with it, yeah. I don’t want to talk about it much because I want to protect their privacy, but yes, I do.” Hector: There you go.
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				Courtney: That’s like saying, “Yeah, I know a black person. I’m not a racist.” Or it’s like, “I have a girlfriend, but she’s in Canada.” 

				Hector: Robia saw an autistic person through an open window once or something. And she didn’t have time to catch their name, but she did have time to write a complete TV series about them. When asked about the inspiration behind Atypical, Robia said:Courtney: [reading Vulture] “I was very aware that more people were being diagnosed with autism, and it was interesting to me that a whole generation of kids were growing up knowing they were on the spectrum and wanting independence. That point of view seemed so interesting to me, and such a cool way to tell a dating story. You’ve seen the story of someone looking for independence and looking for love before, but not from that specific point of view . . . I had to do a lot of research. If the main character were a half-Pakistani, half-white girl, it wouldn’t have been as hard because that’s me.”

				Hector: It also would have been more interesting because that’s a different perspective that we haven’t seen. 

				Courtney: Yeah! Make a half-Pakistani girl with autism TV show, please. [reading Vulture] “But with an autistic teenage boy, I had to do a lot of real learning and listening to people. It was a voice I had to learn, and once I started diving into this world, the voice came naturally. I would just write and the words would come out.”

				Hector: That’s because you’re just quoting penguin facts. At least she didn’t Curious Incident it, I guess. She could have not researched anything. 

				Courtney: She tried, I guess.

				Hector: She is actually claiming that she did some research.

				Courtney: [reading Vulture] “I was very conscious of doing this right and being careful about it, and it’s not something I took lightly. It definitely influenced me emotionally and intellectually. It made me really want to do it justice.” Really?
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				Hector: So she threw herself into research—she listened to podcasts, she read books and blogs written by individuals on the spectrum, she says. She also says she invited input from people on the cast and crew who had personal experience with autism:

				Courtney: [reading Vulture] “There are a lot of people on our set who have kids who are autistic, people who would start crying on set, like the scene in the first episode where Casey stands up for Sam, and she says, ‘Nothing is wrong with him! Get away from him!’ People were crying.”

				Hector: It’s a show made by autism moms for autism moms.

				Courtney: It’s very much that outsider perspective, looking from the outside in. I never once in this show feel like Sam is a real person. It’s very much the emphasis on how it affects everyone else.

				Hector: It’s how autism moms see an autistic person. A burden.

				Courtney: Yeah, Sam’s supposed to be a punchline.

				Hector: It is always told from an outsider’s perspective of him and his behavior, not any interest in how he himself might view these situations.

				Courtney: Exactly. He’s not really a character. 

				Hector: So apparently Rashid brought in a woman named Michelle Dean, a California State University professor who worked at UCLA’s Center for Autism Research and Treatment.

				Courtney: [reading Vulture] “She came and talked to the cast on set and answered questions, and then she read every script and watched every cut, letting us know when language was incorrect or something didn’t seem realistic.” 

				Hector: Apparently, no actual autistics. What the fuck do we know about the reality of being autistic? Why not ask someone who stares at us for a living? An autie whisperer.
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				Courtney: This is so strange to me. How could you have done that much research or have some expert come in who actually doesn’t understand how this works?

				Hector: They still think that we can’t fucking advocate for ourselves. People have a view of us being these totally mentally disabled people who don’t know about ourselves,and what we want and all the rest of it. And then when you have people like ourselves,who are verbal, who can advocate, who can talk and speak and explain shit, we just get fucking ignored . . . A real autism expert would say, “Hey, why don’t you talk to an autistic person? I know a couple. I’ve got some on speed dial.” . . . 

				There is actually an autistic supporting actor, in Anthony Jacques, in an extremely minor role, he plays Christopher, a friend of our main man Sam. Apparently he auditioned for the role of Sam, along with a bunch of other ASD actors, we are told.

				Courtney: Ugh. [reading Vulture] “Keir Gilchrist ended up being the right fit, and he was amazing.” Because he was white and had brown hair and looked like Sheldon . . . 

				Hector: They even called him Christopher.

				Courtney: I know. That’s why I slowed down, because I thought “Hang on!” [reading Vulture] “ . . . we found [Jacques] during the process, so we wrote the role for him because we loved him so much. I didn’t think he was Sam, but I felt we needed to write a role for him.” I don’t even remember this kid.

				Hector: Yeah, he’s in the last two episodes. He’s the one that’s obsessed with boobs and stuff. Rashid said it was important that the show to have those on the spectrum involved. Yeah, he had trouble making eye contact with the camera. From an article detailing her being presented the 2017 Writers’ Guild of America West Evan Summers Memorial Award, which also wins the award for longest fucking title of any award, honoring the individuals showcasing the disability narrative—basically by hiring an autistic actor, I guess.

				Courtney: [reading Respect Ability, November 18, 2017] “By hiring an actor who has autism, Rashid sent a clear message that people of all abilities have 

			

		

	
		
			
				36 ought Volume 2, Issue 2 Spring 2021  

			

		

		
			
				a place in the acting industry. ‘It’s an amazing time for stories of inclusion and diversity,’ she said. ‘I just feel so lucky and honored to tell this story that feels so personal and real, like nothing I’ve ever written before or really seen before.’”

				Hector: Personal?

				Courtney: It’s all about them.

				Hector: It might be the irrepressible cynic in me, but that [casting Anthony Jacques] seems slightly tokenistic. One autistic of all those who, we are told, auditioned was worthy of being given two or three lines about boobs and comic books. I mean, that’s enough for us, isn’t it? Meager table scraps thrown to the only autistic worthy of representing us on the television screen. Not worthy of representing us with someone with four lines, of course, or even to be asked a question about how an autistic person might behave in a certain scene. No no, that sounds like a job for the autie whisperer. Quick! Someone switch on the autie spotlight and project that huge jigsaw puzzle piece through the night fucking sky. 

				Here’s an aside: do you ever wonder how an allistic feels pretending to be an autistic person in a scene with an actual autistic actor? Surely that’s not comfortable. It gets dangerously close to mockery, doesn’t it?

				Courtney: Yeah.

				Hector: I don’t know how NTs generally regard the world around them or if they think about this stuff like we do, but . . . if you’re sitting there acting alongside an autistic person, you’re taking on more visually recognizable, reproducible tics and quirks, and you’re copying them back to him, these unconscious or uncontrollable betrayers of our disability, and you’re reflecting them right back into our little autistic faces while we sit there directly in front of you. Do ever wonder how actors feel in these situations? Do they not feel?

				Courtney: Well, they’re autistic, so of course they don’t have feelings.
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				Hector: It’s kind of ironic when you consider all the stereotypes about us being cold, emotionless robots, but I don’t know. 

				Courtney: Yeah, I’m trying to think how I would feel if I was in a show acting as an autistic character and then there’s another character that’s autistic but played by an allistic person. That would be very weird to me, because I would feel like, “Are they trying to copy me?”

				Hector: As my Twitter pal Sarah Kurchak has said, “People who are directly involved in creating a narrative and bringing it to the screen are almost always only guessing about an autistic character’s internal life. If you’re serious about authenticity and being real and personable about autism, then surely you would avail yourself of autistic people in key creative roles.” 

				Another Straight White Boy with Brown Hair

				Hector: And isn’t it refreshing that an under-represented group of people such as we, the autists, should once again see ourselves reflected up on screen as a white male teenager? They’re really are no other kinds of autistics. According to Hollyweird, at least. 

				Courtney: Yeah. He’s the most stock, standard autistic character you can imagine. He’s Sheldon [Big Bang Theory]. He’s a Sheldon clone.

				Hector: Yeah, he’s Sheldon or a teenage Rain Man. That same haircut. Same look. Same wardrobe. 

				Courtney: Up until now, we’ve done well keeping [discussed shows and characters] fairly diverse, but that’s an active challenge we have to overcome. We’re trying to find the POC autistic characters or the female autistic characters because by and large, they’re just white boys with brown hair. Hector: Find me an autistic type, and that’s pretty much what you get. You get Keir Gilchrist. Courtney: For God’s sake! We do come in different shapes and sizes. Like the two of us. 
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				Hector: Yeah. I’m a white boy with brown hair.

				Courtney: You’ve got black hair, you got a beard, and you’re a giant, and I look like Steve Rogers before the super soldier serum.

				Hector: A lot of criticism from the autism community, apart from the casting decision which we’ve already discussed centered on the lead character being such a familiar caricature, which was also mentioned previously. While yes, Sam is not representative of everybody on the spectrum, he is still a very familiar representation of a current and limiting view of spectrum dwellers, nearly indistinguishable, in fact, from the vast majority of all the autistic characters we’ve had previous exposure to on the films and TV. It’s not like we’re over here drowning in autistic characters in all of the media, but the small puddles that we have encountered have definitely most often been a) white b) male and c) heterosexual. We ourselves have covered our fair share on St. Elsewhere Pod. We’ve deliberately covered a few outside of this range, but that’s our particular pool that’s almost dry. 

				This fuels the misperception that autism only affects individuals of those particular characteristics: white skin, brown hair, male junk. But Autism Spectrum Disorder, such as we understand it, is an umbrella term, encompassing a vast array of unique characteristics,conditions, genders, skin shades, sexual preferences and proclivities. 

				Courtney: Yeah. It’s never even a gay autistic character. Like gay is so normal to me—I’m surrounded by so many gay people.

				Hector: Yeah, queer is another really high percentage thing in the autism community. We always see white male heterosexual, but there are so many who don’t identify as any of those particular things.

				Courtney: And a lot of autistic people are either asexual, or—and I found this out while I was doing research into incels, sorry—a majority, or 40 percent of them [incels] are on the autism spectrum. So it is very difficult. We’re not going to pretend that this isn’t a real issue. 

				It’s very hard for people with autism to find relationships and stay in committed relationships and not be taken advantage of. However, it’s never 

			

		

	
		
			
				ought Volume 2, Issue 2 Spring 2021  39

			

		

		
			
				played that way. It’s more that he [Sam] is a fucking jerk. It’s not, oh, he gave his heart to this girl, and she was just using him. It’s never played that way. 

				Hector: Yeah. It’s not about the troubles that he has; it’s the trouble that he causes.

				Courtney: Exactly.

				Hector: What do they fucking care? They only care about stereotypes.

				Courtney: That’s what Sam is. They’re saying he should be relatable to some people—no. I don’t relate to any aspect of him. I don’t see him in any other autistic people. He’s complete fiction.

				Hector: In a Salon review [August 7, 2017], Matthew Rozsa, who is autistic, said,

				Courtney: [reading Salon] “Sam is an increasingly popular stock character—the high-functioning Aspie. Look around and you’ll see them almost everywhere in pop culture these days, nearly always as a white, heterosexual male. Autism—which can affect non-white, female and LGBT individuals as well as white, straight men—doesn’t discriminate in real life.”

				In Sum: A Joke at Our Expense

				Hector: I aggressively hate this show. 

				Courtney: I think I hate this more than The Curious Incident.

				Hector: Yeah, I thought it was a pile of bloated ass. Despite [autism] being the focus, marketing lure, exploited commodity at the heart of Atypical, it doesn’t feel like the show has been made for us. It feels like a show for those who know or are affected by us and the sheer burden of our existence. And instead of “Nothing About Us Without Us,” it’s starting to feel depressingly more like “Nothing About Us is For Us.” 

				You shared an Autism Speaks article with me that included the following: “My son Ryan had no interest in watching Atypical because it’s not a Japanese 
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				show that includes anime, which is much more interesting than what you are describing. Atypical may not be for you or my son, but for this mother, the creators of the series did what I believe they set out to do: entertain me—ME—with the ins and outs of another family who have a child with autism. And to teach me a lot more than I ever knew about penguins and Antarctica.” A lot of mes in that sentence.

				Courtney: Me, me, I, I, I.

				Hector: The fact that Atypical spends so much of its time making jokes at Sam’s—and our, by extension—expense is a dead giveaway that this show’s not for us. On top of the troublesome aspects as core, and our not being the target audience, what even is this show? Its tone and its execution vary wildly. One moment, it’s an American Pie Judd Apatow hybrid about horny, annoying teenagers, and the next it’s Diablo Cody meets Weeds. The next minute it’s incorporating bizarre elements of magic realism . . . Very fucking weird. 

				From an Atlantic [August 13, 2017] review: “It’s hard to tell whether its inconsistency is due to a blurry conception of what tone it should strike, or whether producers simply wanted to appeal to as broad a swathe of potential viewers as possible—the show skews so wildly from slapstick to gritty drama to teen soap to family sitcom that it should come with Dramamine.”

				Courtney: Aside from autistic representation, it is fundamentally, structurally, not a good show. 

				Hector: I wouldn’t like it if it was about a kid with friggin motion sickness.
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				Hector is a former podcaster. He now wastes too much time on Twitter making capybara memes (@hupstory) while procrastinating on various unfinished artistic projects. 

				Courtney Coulson is a freelance artist from Perth, Western Australia. A media analyst since age 17, she is currently covering the Alien: Covenant Movies by Minute podcast at Traviandesigns.com. She also speaks about her experiences as a FTMTF detransitioner on YouTube.
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				When is Representation Not Representation? Pernille Fraser, 2021. Digital composition 
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				Pernille Fraser is a dyslexic, autistic artist who resides in the UK. Eleven years ago, Pernille returned to her creative roots as a multidiscipline artist, after initially working in fashion and textiles, finance, and teaching. She writes this about her work: “My practice sits between place and system, in the realm of sensory experience. It harvests from interactions with both internal and external space(s).” 
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				Autism-as-Machine Metaphors in Film and Television Sound

				Erin Felepchuk

				Around the turn of the millennium, a cultural fascination with autism emerged. With the broadening of the diagnostic criteria and more awareness about the condition, the public’s interest expanded considerably, which resulted in the publication of several novels including About a Boy, The Curious Incident of the Dog in the Night-Time and Little Green Man. Each of these works coincided with what has been declared by scholars as “syndrome publishing” and “autistic bandwagonism” (Murray, 2008, p. 157), and this led to the creative outpouring of non-autistic representation of autistic characters in films, television programs and other cultural texts. 

				Through the publishing of these books, as well as the releasing of films and TV shows featuring autistic characters, autism has garnered “narrative appeal” (Murray, 2008, p. 25). Stuart Murray (2008) writes that this phenomenon within culture “signifies possibly the most radical form of personal otherness.” (p. 25). This signification of otherness reinforces the myth that autism is incomprehensible, frightening, and logically incoherent, and that although autistic people are technically human, we are not fully people with our own forms of subjectivity. It is through this “personification” of otherness that metaphors about autism emerge; metaphors that situate autism as something that is separate from humanness and humanity, and autistic people as not-quite-human.

				Because of this cultural fascination with autism, a number of narratives and metaphors have surfaced in the media. Among these is the comparison of autistic people to missing puzzle pieces, confusing aliens, impenetrable fortresses, and malfunctioning robots or unfeeling machines. This collection of tropes has informed the public’s perception about autism, its diagnostic classification, as well as autistic personal identity and cultural identification. Snyder and Mitchell discuss the “centrality of narrative” in the public’s perception of disability; how the American public accesses their information about disability (and autism) through narrative television, books and films 
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				(Murray, 2008, p. 4). Murray (2008) asserts that these cultural portrayals of autism “create an idea of autism, rather than try to reflect one” (p. 4) and are therefore the driving force in the formation and dissemination of new and harmful stereotypes about autism.

				I am a scholar of music and sound; I am also autistic and very bad at math. My aim for this essay is thus twofold: to establish the relevance of sound in the dissemination of harmful stereotypes about autistic people; and to specifically address the (often harmful) filmic and televisual association of autistic people with numerical, mathematical, or computational abilities. To do so, I will examine the use of metaphors in filmic and televisual representations of autism and will determine the extent to which music and sound play a role in their creation and transmission. 

				According to Mitzi Waltz (2003), autism metaphors harken back to the ways in which autism has historically been symbolized: through allegories of self-loss, animalism, inhumanity and otherness. While these metaphors have little basis in reality, and do not reflect autism or autistic people, she argues that they speak “volumes about cultural anxiety and the use of representations of disability in the discourse of humanness” (p.8). Lakoff and Johnson (1980) argue that metaphorical thought is something people are generally oblivious to, yet metaphors are an invaluable tool for understanding deeper human conceptual systems. They assert that metaphors do not just exist in language, but permeate our everyday lives, influencing how we think, and the actions we take (p.3). Metaphors have the power to shape cultural texts, and therefore public and medical understandings about autistic people. The mental imageries produced by metaphor can be articulated sonically or visually, and can completely bypass linguistic articulations.

				Sound and music are two media through which machine metaphors are signified, and I would contend that they are the least recognized, yet possibly some of the most influential. In the first part of this essay, I provide an overview of autism metaphors and how they are rooted in antiquated and debunked medical theories about the origins of autism. In the second section, I discuss the phenomenon of the savant and how autistic people are often depicted as supercomputers, investigating how sound and music are deployed in showing the internal workings of the autistic mind through the metaphor of the computer. These depictions incorporate mechanical sounds 
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				in order to simulate the working of the autistic mind (or rather, the mind of the savant), which invites what scholars such as McGrath and Dula term “the ableist gaze” (Dula, 2020, p. 199; McGrath, 2017, p. 184). In the third section, I analyze how the machine metaphor persists in filmic constructions of the autistic voice and how this reinforces the ableist gaze, or what I will refer to as the ableist ear. I look at films and television programs, including Rain Man, Mercury Rising, The Big Bang Theory, The Good Doctor, Community, Touch, Atypical, and The Accountant. I reveal the sonic, and musical metaphors presented by composers and sound designers and uncover how the soundtrack reinforces and generates dominant narratives about autistic people as mechanical. My scope is broad: there is no way to fully encapsulate the numerous films that sonically associate autistic people with machines. I aim to broaden the scope of studies of autism within audio-visual media to emphasize a multi-sensory approach.

				Historical Context

				It is from the medical model of disability and the medicalization of autism that most pervasive metaphors and narratives have become entrenched in popular discourse. Jenny Corbett writes that “the discourse of psychology relies heavily on metaphor, and is largely responsible for bringing literary conventions and ‘poetic imagery’ into common use in discourse about disability” (Waltz, 2003, p. 24). The topic of metaphor in scientific and medical research has long been contested, including by scholars such as Susan Sontag (1978), who discussed how metaphors can impose stigmatizing moral frameworks onto people with disabilities (p. 6). Stigmatizing metaphors do not just remain in cultural texts: they impose themselves on the lives of autistic people and become stereotypes. (McGrath, 2017, p. 198). 

				Machine metaphors are peppered throughout the clinical history of autism, particularly taking root in early associations of autism with coldness, emptiness, and detachment. In early twentieth-century psychiatric literature, autism theorists were largely influenced by the psychoanalytic theories of Freud. Some theorized that autism was triggered by childhood psychosis; some believed that autistic children have no “real feeling” (Wing, 1997, p. 15); others assumed autism to be a purely psychological phenomenon with no physical basis.
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				Leo Kanner, for example, suggested that autism was caused by “cold, detached, humorless, rigid parents who were perfectionists, caring for their children like attendants caring for a machine” (as cited in Wing, 1997, p. 16, emphasis added). Kanner’s theory, termed the “refrigerator mother” theory (Broderick & Ne’eman, 2008, p. 466), was influential on subsequent medical literature, particularly on the works of revered psychotherapist Bruno Bettleheim, who incidentally was later exposed as a plagiarist and a fraud (Boxer, 1997). His 1967 book The Empty Fortress: Infantile Autism and the Birth of the Self, deploys a number of metaphors (that are currently used) in describing autistic people and their parents, while expanding upon the “refrigerator mother” theory (Waltz, 2003, p. 2). 

				Bettleheim also advocated for the use of metaphor within medical literature, and his ideas formulated the basis for many common autism metaphors and stereotypes that can be viewed and heard in films and television shows. He wrote that “psychoanalysis teaches us that all myths. . . have their source in an unconscious wish” and that these myths are often fabricated to quell certain fears we have about our own reality. Therefore, he argued that at the root of any psychoanalytic theory is some element of fiction, and metaphors are therefore valid and useful within a medicalized context (Waltz, 2003, p. 1). 

				These clinical association of autistic people with unfeelingness, coldness, detachment, and emptiness set the stage for the proliferation of the autism-as-machine metaphor in the 1960s. James McGrath (2017) argues that the 1960s saw an increase in the use of automated, and computer devices in the workplace, most notable the “desktop calculator.” He argues that since the 1960s, comparisons of autistic people to machines have occurred in “accordance with technological progress and its social and cultural impact.” For example, he writes that in the 1988 film Rain Man “Raymond Babbitt’s autistic ‘savant abilities’ are formatively juxtaposed with the efficiency and function of a pocket calculator” (p. 68).

				Autism-as-machine metaphors have been not only present in mainstream scientific discourse, but also in counter-cultural discourse. The 1960s anti-psychiatry movement is an intriguing example of the machine metaphor within critiques of mainstream medical literature. Whereas, for example, many anti-psychiatric theorists considered schizophrenia or psychosis to be a liberated or spiritually enlightened state, they discussed autism conversely, 
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				representing social isolation, Marxist alienation, and capitalism. Whereas madness represented nature and prevailing humanity, Fromm, Laing, and Pearce considered “autism as a metaphor for the rise of an inhuman, materialistic modern culture” and asserted, perhaps superciliously, that “an alienating culture actually causes the condition autism” (Waltz, 2003, p.8). This is noteworthy because during the 1960s, within the dominant medical establishment, autism and schizophrenia were thought to exhibit similar “phenotypic” similarities, and therefore were considered to be the same condition until the publication of the DSM III in 1968 (Dvir, 2011 ; Blashfield, 2014). Meghan Warner Mettler (2015) argues that madness was often co-opted and appropriated by counter-cultural members who used its “otherness” to signify “subversive or rebellious power” (p. 184). Indeed, madness functioned as a metaphorical framework for hippie authors and political radicals for whom madness was often a symbolic identity and revolutionary aesthetic. I would argue that the comorbidity between schizophrenia and autism during this time transformed autism into both a symbol of subversive power and a metaphor for industrialism, capitalism, technology and other artificial (and mechanized) manufactured social constructs.

				The machine metaphor expresses itself in many ways: depicting autistic bodies and minds as robots, calculators, computers, cameras, transducers and other types of mechanical devices. Films and television programs depict both the external representation of autistic bodies and their internal autistic thought processes. Through sound, the external metaphors are presented through a series of sonic allusions to the autistic character’s robotic mannerisms, as perceived by the non-autistic characters of a film or television program or the audience watching. These are reinforced primarily through the use of synthesized and artificial sounds, repetitive music, monotone speaking patterns, and other sonic devices that are representative and reflective of outdated or uni-dimensional external behavioral stereotypes and medical theories. The sound design and music deploy mechanical sound effects and repetitive, synthesized music to depict the inner mind of the autistic person. These depictions are common in autistic savant films, where the character retreats into their mind to solve a difficult or impossible (usually mathematical) problem. Such scenes often include a montage sequence that brings you inside the mind of the autistic individual, almost like a disability simulation. They specifically highlight lengthy passages of 
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				time, where the character is hyper-focusing on a task, thus reinforcing their savant abilities. I refer to these montages as super-abilities montages because they establish the autistic character’s prodigious talents in solving complex problems, particularly math problems or queries. Sound effects such as vintage typewriter or calculator sounds, binary code sound effects or other specific sound mixing techniques evoke the supposedly mechanical nature of autistic thought processes. 

				The Savant as a Supercomputer

				The autistic mind-as-computer metaphor is so prevalent that not only is it used by doctors, directors or others working from the deficit model, but by prominent neurodiversity advocates. For instance, a well-known analogy in describing autism and neurodiversity is Steve Silberman’s metaphor about computer operating systems: “One way to understand neurodiversity is to think in terms of human operating systems. Just because a PC is not running Windows doesn’t mean that it’s broken” (2015). Silberman’s analogy is interesting and insightful; however, it reinforces the stereotype that autistic minds function like a computer’s central processing unit (CPU). According to Danforth, this “mind as computer” metaphor has been used throughout “contemporary cognitive science providing terms and concepts such as information processing, storage, retrieval and feedback” (Danforth, 2007, 276). The metaphor of the autistic mind as a computer is also pervasive in popular culture; particularly in how autistic people are often portrayed as savants and supercomputers. In what follows, I examine some this trope in the film Mercury Rising and the television program Touch.

				Portrayals of autism in film and television have often become synonymous with portrayals of the savant, although the phenomenon is relatively rare in the autistic population. Depictions of super-abilities reinforce an impossible standard for autistic people. For instance, if we aren’t savants, our disabilities become irredeemable in the eyes of neurotypical peers, or society. Rosemary Garland-Thomson puts this succinctly in what she terms the “cultural logic of euthanasia” (Garland-Thomson, 2004, p. 777). She argues that there is a cultural perception that life with a disability is impossible, miserable, and without meaning, leading to societal pressures to either cure or normalize the disability. Garland-Thomson further claims that disability is divided and categorized through this process: some are deemed worthy and 
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				“redeemable,” while others are considered “disposable” (p. 778). Certainly, this cultural logic is present in how films that depict autistic characters articulate cultural perceptions about autism; autistic people are often portrayed as gifted savants who are redeemable, but only because of their expediency and usefulness to the film’s plot, or to non-autistic characters. Draaisma (2009) argues that in many cases, “media representations of talent and special abilities can be said to have contributed to a harmful divergence between the general image of autism and the clinical reality of the autistic condition.” He writes that savant syndrome is often deployed in films to make the viewers aware the character is autistic.

				Anthony Baker argues that autistic savant films following the 1988 release of Rain Man idealize a “computational, nonhuman model of the autistic brain” (as cited in Draaisma, 2009). The idea of the autistic computational brain is evident in numerous films with autistic characters, but particularly in those that depict the inner mind of autistic characters. This computer metaphor is often employed during super-abilities montages, which portray the extraordinary or genius abilities of autistic characters. In these portrayals of autistic thought processes, the soundtrack is the predominant element that reinforces computational narratives about the autistic mind. Through sound, an internal space is created that is separate from the larger narrative of the film, which typically revolves around non-autistic characters. In this context, the computer metaphor constitutes a complete removal from the individualized self and replacement with a subhuman machine or robot. 

				Broderick and Ne’eman argue that “the autistic person has gone (whether of his or her own volition or not) to another place, to a separate, spatially removed state, a state of autism, from which, significantly, one might conceivably return”” (Broderick and Ne’eman, 2008, p. 466). The creation of this foreign, autistic mind-space within films is evident through the stark shifting of sonic and visual elements, a shift from the external world of the autistic person, to a voyeuristic depiction of their inner world: a simulation of the autistic mind, deviant in its processing capacities, and therefore fascinating to abled audiences. In super-abilities montages, non-autistic audiences are offered a chance to visit a simulation of the autistic mind-space. In Mercury Rising, a young autistic boy named Simon deciphers an encryption he accesses through a popular puzzle magazine, and by doing so, he beats the capabilities of two supercomputers. When he phones in to 
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				receive his prize, the call is answered by two NSA agents who proceed to tell their boss and the head of the NSA of the boy’s achievement. His family is subsequently murdered (by the NSA), and Simon is rescued by the valiant FBI agent, Art Jeffries (Bruce Willis). 

				The shifting from external world to internal mind occurs in the super-abilities montage at the beginning of the film, when Simon rapidly completes a labyrinth-style puzzle in his puzzle magazine and then turns to puzzle #99, a page consisting of letters, numbers and symbols, visually similar to a word search. The images cut between shots of the puzzle page, and Simon’s eyes, which are hyper-focusing on the task. As the scene progresses, the camera zooms in, until it focuses on just a few numbers and symbols on the page, and only on the iris of Simon’s eye. When watched without sound, the scene portrays Simon’s ability to hyper-focus, a common autistic trait, but does not fully convey any computational characteristics, besides the stereotype of autistic people having an affinity for numbers and computers. 

				When the sound is added, however, the context shifts entirely. As the images alternate between shots of his eye movements and the symbols in the puzzle magazine, the sound designers employ binary code sound effects: a series of computer processing noises and artificial and synthesized beeps and drones. They implement a binary stream that illustrates that Simon’s brain is processing complicated mathematical calculations, thus literally portraying him as a CPU. The sound designer’s selection of binary code sound effects and binary stream metaphorically implies that Simon’s mind functions through sequences of binary code, which are then translated by his CPU (his mind). Draaisma writes that “Simon’s performance surpassing the combined efforts of two Cray supercomputers—may reinforce the myth of autistic persons having no true feelings.” In this super-abilities montage in Mercury Rising, the computer metaphor is articulated predominantly through the soundtrack, and watching the clip without sound again shifts the context. In The Voice in Cinema, Michel Chion writes that “the creators of a film’s sound—recordist, sound effects person, mixer, director—know that if you alter or remove these sounds, the image is no longer the same” (pp. 3-4).

				The television series Touch is about a young autistic boy named Jake, with extraordinarily mathematical abilities. In the first episode, it is revealed that 
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				Jake has a “gift of staggering genius—the ability to see things that no one else can, the patterns that connect everything” (Touch, Imdb). His mother perished in the plane attacks of 9/11, and his father Martin works odd jobs to pay the bills. Throughout the program, the father is portrayed as incredibly generous and patient; as a “martyr parent” (Campbell, 2018) who is simply trying to “reach” and “connect” with his supposedly absent son. Conversely, Jake is depicted as isolated, unemotional, disconnected and unwilling to be touched by anyone including his father. 

				It is eventually revealed that Jake (who is non-verbal) speaks through numbers rather than verbal communication. Jake’s inner world is depicted quite frequently in the film and consists of several prominent autism tropes and metaphors, most notably that Jake’s mind processes information like a computer. The first episode begins with Jake’s narration about the Fibonacci sequence; there are patterns and ratios throughout the universe, making up everyone and everything. In the background of this narration, we hear mechanical calculator and typewriter sounds, which start to repeat, creating a rhythmic musical backdrop. Synthesizer sounds soon begin, layering a chordal sequence on top of the rhythmic and mechanically percussive backdrop. As the music progresses, the calculator and typewriter sounds become increasingly complex and combine with the rest of the music, which transforms into thematic material for the rest of the episode and the entire series.

				At the end of the intro, Jake states: “I was born 4,161 days ago on October 26, 2000.” At this moment, the synthesized sounds cease, and a music box emerges, accompanied by the rhythmic mechanical calculator and typewriter sounds from the start of the sequence. He declares, “I’ve been alive for eleven years, four months, 21 days and 14 hours. And in all that time . . . I’ve never said a single word.” This prelude sequence is present at the beginning of most episodes with the same, or similar, mechanical and percussive instrumentation.

				Jake communicates through numbers, thinks using mathematics, and can process vast amounts of numerical information, like a supercomputer. Using the vast amounts of information he processes, he can achieve impossible feats such as predicting the future or guessing phone numbers. Similar to Simon from Mercury Rising sound reinforces, and indeed, generates the 
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				metaphor that his mind is a CPU. Without sound and music, this introductory sequence in Touch would not hold the same meaning; the machine metaphor is largely held and subliminally implied through the use of sonic and musical devices, which, interestingly, are combined in this unique musical score of sound effects. 

				Computer metaphors separate autistic people from personhood, and they cause real-life damage to autistic people, as they are often the basis of bullying, dehumanizing treatment by healthcare professionals, employers, or others. Sonic machine metaphors are deployed in countless other films and television shows: camera shutter sounds are used to depict the inner workings of the minds of Shaun in The Good Doctor and Temple Grandin in the biopic Temple Grandin. These similarly depict their abilities to process vast amounts of information through mechanical metaphors, but the soundtracks also imply that autistic people have photographic memories. McGrath (2017) asks: 

				is the autistic-brain-as-computer analogy healthy for understandings of autism in a neurotypically dominated world? Computers have no rights. The nearest thing to human feeling embodied by a computer is exhaustion. Computers are here to serve—until a more efficient model arrives, or the present one expires. (p. 71)

				The Ableist Ear and the Autistic Voice

				There are two important considerations in relation to the construction of the autistic voice in cinema: the sonic qualities of voice (such as timbre, volume, and pitch), and considerations of voice as verbal or non-verbal communication of self. Autistic people in discourse are often discussed as not having a voice, as not being able to speak for ourselves, or that non-autistic people must speak for us, and give us voice. In cinema, we therefore tend to hear various pieced-together elements that supposedly signify autistic voice, but these are often manufactured by non-autistics and for a non-autistic audience, and performed by non-autistic actors. McGrath (2017) asserts that portrayals of autistic characters in film or television “bear a greater resemblance to each other than to actual autistic lives and identities” (p. 13). The autistic voice therefore is co-opted and distorted in cinema for the hearing pleasure of the audience, and it is recycled, based 
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				on past interpretations. McGrath further suggests that the “neurotypical gaze often creates a lucrative spectacle” (p. 186), using two visual terms, gaze and spectacle, that neglect sound as a primary medium for disseminating harmful ableist narratives about autistic people. I would also argue that implementing a multi-sensory terminology when discussing film is more true to the form and is linguistically more inclusive for people with sensory or sensory processing disabilities. I therefore propose the ableist ear to describe the “lucrative spectacle” created when various vocal signifiers of autism are pieced together by non-autistic actors and presented to largely non-autistic audiences. 

				Within culture, autistic people are portrayed singularly, with observable and easily definable traits that are easily recognizable and digestible by non-autistic audiences. These films almost exclusively have non-autistic actors playing the part of autistic characters, a phenomenon that many disability activists and scholars refer to as “cripping up” (Novic, 2018). Michael T. Hayes (2003) argues that disabled people in film are typically reduced to a set of “signs and symbols,” and it is “only through their articulation” that “people with disabilities are afforded an existence in Hollywood movies” (p. 117). Furthermore, film directors tend to hire psychiatrists or psychologists (especially pediatric specialists) to assist them and the actors in creating a supposedly accurate portrayal of the autistic character(s). For Mercury Rising, for example, director Harold Becker hired the head of Pediatric Psychiatry at the University of Chicago to help create a more “realistic” character (Draaisma, 2009). This advisor then counseled Miko Hughes, the child actor who played the part of the autistic boy Simon. 

				Simon’s dialogue, performed by a non-autistic actor, reveals his childhood and vulnerability, a contrast to the strength and autonomy of Art Jeffries’s heroic voice and character. Representations of autistic voice in films are therefore based in medical culture, based in the deficit model of the condition, medical biases, and on a set of stereotypes and debunked or antiquated medical theories. These films hardly ever consult autistic people and almost always rely on a few tropes, including that of the unfeeling machine.

				Similar to many autism metaphors that originate in medical theories, the way the autistic voice is depicted in film and television is reflective of early 
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				theories. Autistic characters in films and television are always depicted with an atypical prosody, referring to the areas of speech that affect rhythm, pitch, speed and that are often used to verbally convey meaning (Mcann and Peppe, 2003, pp. 325-350). Atypical prosody may lead to (for some) speaking in a monotone voice and being unable to convey sarcasm or inflections when speaking. Although many autistic people do have this particular type of prosody, many do not, and yet films and television programs portray singularly monotone autistic voices. It is notable that the monotone voice is used within film as a signifier of lack of emotion or empathy, as this is not the case in real life; autistic people do not in fact lack emotion, though many of us deal with alexithymia, the inability to tell the difference between emotions (Poguerusse, 2018).

				The autistic voice is also deployed in films and television programs to reinforce machine metaphors through the deployment of repeated vocalizations (echolalia), making up words (neologisms), and idiosyncratic language. For example, in Community, and well-known to fans of the show, Abed often repeats the word “Cool” several times in a row. This has been a trademark of Abed’s character and has become part of the popular lexicon in recent years. In The Big Bang Theory, Sheldon is similarly known for his neologism “bazinga!” as well as for his repetitive knocking and repeating of the person’s name he is calling upon. This use of sound and stereotyped, repetitive language is employed in television and films to signify autism and (through referencing repetition) to portray autistic thought processes as mechanical and automated.

				Autistic prosody is one of the main characteristics that allistic actors exploit in their portrayals of autistic characters on screen. Many who attempt to utilize this trait, do not research their roles, yet this stereotype is so deeply ingrained in culture that it is almost a universal acting technique in portraying autism. Keir Gilchrist, the actor who plays Sam in the Netflix series Atypical, admits, somewhat proudly, that he is “the sort of actor who doesn’t really prep a lot—I don’t do a lot of research for parts. I just go for it, and I usually pull through” and that he is “just a lazy procrastinator”(Keir Gilchrist, Imdb). Gilchrist’s portrayal can thus be read through this admission of thoughtlessness. In Atypical, Sam’s voice becomes one of the central signifiers of his autisticness, and his awkward prosody is often 
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				central to humorous moments in the show. The voice in film is one of the primary signifiers that a character is supposed to be autistic; Gilchrist’s non-researched and caricatured impression is no exception. If we were only listening to the show instead of viewing, Sam’s autism would become apparent very early on through the use of vocal pitch and rhythm alone. 

				In Rain Man, the voice of Raymond Babbit is also central to the character and to signaling his autisticness. Hoffmann’s voice in Rain Man has been central to and highly influential upon autism portrayals and is frequently referenced in films and television programs. For example, in a 2018 episode of This is Us, the family travels to Las Vegas, and before departing, Randall does his impression of “Rain Man blackjack,” in which he stands motionless, pretending to count cards while imitating Raymond Babbitt’s famous rapid monotone. The stereotypical autistic voice becomes the subject of a joke, resulting from the non-normative prosody depicted in Dustin Hoffman’s performance. 

				Dustin Hoffman’s portrayal of autistic voice has become one of the most referenced character voices in film history. Hoffman’s Raymond, Gilchrist’s Sam, and Freddie Highmore’s Shaun (The Good Doctor) exemplify the archetypal autistic prosody, limited and singular portrayals that are nevertheless the most persuasive in their fabrication of robot imagery. The autistic voice is often the butt of jokes in television and films, particularly by reinforcing the misnomer that autistic people cannot understand humor. In these portrayals, the pitch is often flat, with awkward and abrupt movements in timbre or rhythm, signifying an almost automated or programmed social response system. 

				Michel Chion (1999) writes: “in every audio mix, the presence of a human voice instantly sets up of a hierarchy of perception” (p.5). He argues that in any sonic space, audiences are usually drawn first to the sound of a voice, constructing all other sounds around this focal point. Then, the individual tries to analyze the voice in order to draw meanings from it, including the origin of the voice, or the identity of the voiced (p. 5). Drawing from this analysis, it is likely that the autistic voice is the one of the most prominent features in sonic depictions of autism in film and television. Contrived acting essentializes autistic behavior, and the voice becomes an artificially constructed element in the soundtrack, which holds within it the dominant 
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				cultural signifiers of autism. This, of course, reduces autism in a way that can have devastating impacts on the lives of autistic people whose presentations are atypical, as this can lead to misdiagnosis, late diagnosis, or lack of validation and support.

				Conclusion

				In this article, I have examined the role of sound in associating autistic people with supercomputers and the impossible-to-live-up-to trope of the math savant. I have also examined the autistic voice as central to the construction of autistic characters in cinema. I have not discussed real autistic representation: that is, films that are by autistic people and that feature autistic actors. This is a topic that requires further scholarly attention. My aim here is not to diminish the impact of the autistic community on combating harmful stereotypes and narratives: I aim to simply point out that we should be paying attention to sound in our cultural analyses. Sound studies is a field that often works from uncritical understandings of sensorial normativity and is littered with scholarship by abled people. I aim to contribute to existing scholarship that critically examines ableism in sound, sound reception, and voice.

				McGrath (2017) writes that “narrative quite literally defines how we regard autism itself, how this identity is perceived, as well as experienced” (p. 17), and that metaphors not only effect public perceptions but also “questions of identity and self-construction within the autism community itself” (p. 198). I am non-binary, and was diagnosed at twenty-seven. I am not a young boy with a talent for mathematics, yet I am also not a woman, and therefore my autisticness is largely met with disbelief, erasure, or confusion. Narrative television, books and films inform public perception of disability, and thus I have been on the receiving end of ableist comments that have changed throughout my life—depending on the diagnostic whim of psychiatrists, and trends in popular culture. 

				Although I have been called many names throughout my life, I have seldom been associated mathematics, at least not until I was formally diagnosed as autistic. I share little in common with Dustin Hoffman’s Raymond Babbit, except for that I don’t like when people touch my stuff. The ability to win large sums of money in a casino, or to make incredibly complex calculations 
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				in my head is not a talent that I have. I don’t even know to do simple subtraction. However, when I first shared my diagnosis with someone close to me, they jokingly asked: “How are you at counting cards?”

				There is a part others want me to play when they find out I’m autistic, but I did not sign up for it, and I am not paid for it. There is another part I need to play when they don’t know I’m autistic. I am forced to piece together masks from various popular, medical, or historical references, or from thoughts like: what does a person with my body shape act like? What is the correct amount of eye contact? How can I stim without the neurotypicals noticing? Masking is extremely detrimental and stressful for autistic people, and authenticity becomes a complicated experience for those of us who live in a world that punishes our natural ways of being. The worst part is that I cannot safely remove my mask while around others. Joseph Straus (2016) discusses the “familiar metaphorical conflation of a work of music with a human body, both its morphology and its behavior” and that some music “may seem to incorporate disabilities” (p. 16). Therefore all musical works, including film scores, can be analyzed as bodies that are alive, sentient, and “beings with form and motion” (p. 16). 

				However, the intentional inclusion of signs of disability within music implies a position of musical normativity (and abledness), as well as the choice to include signs of disability within the normative musical body. Musical signs of disability are often described as moments of tension, including dissonance (as opposed to consonance), or atonality (as opposed to tonality); but these are choices based on prior constructions of normality and genre convention. Therefore, the inclusion of machine sound effects in the filmic body is not an incorporation of autism—it is not autism at all. The supposed signs of autism, such as the mechanical moments in a soundtrack can be adorned or shed according to the creative choices of the composer or sound designer. In other words, it is a removable mask. Erin Felepchuk is a second-year Ph.D. student in the Critical Studies in Improvisation program at the University of Guelph. Erin has an MA in Music and Culture and a Bachelor of Music, and until 2016, Erin worked and performed as a singer-songwriter. In their Ph.D. work, Erin examines autistic culture and improvisation, focusing on autistic stimming as an embodied, improvisational practice that is at the core of community-making strategies. 

			

		

	
		
			
				ought Volume 2, Issue 2 Spring 2021  59

			

		

		
			
				As an autistic person, Erin views their own stimming as inseparable from their creative practice and as inextricably linked to their consumption of musical and artistic forms.
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				Sherlock: The Three-Pipe Problem

				Sonia Boué 

				The BBC’s Sherlock (2010-2017), starring Benedict Cumberbatch in the title role, was a “global TV phenomenon” according to David Batty, writing in The Guardian, in 2015. That it became subject to some intense scrutiny about the neurological status of Cumberbatch’s iteration of Arthur Conan Doyle’s legendary detective is indicative of its merrymaking with certain well-worn autism tropes. Indeed, Sherlock proved the catalyst for a discourse about autism within popular culture, played out in articles and blog posts. The question being: was Cumberbatch’s Sherlock autistic? 

				Ill-equipped to comment, as noted by autistic advocate Maria Scharnke in 2020, the actor himself asserted it would be unfair and disappointing (for autistic people) for autism to be associated with a such “high functioning” character. An actor capable of such catastrophic ableism would be unlikely to give a nuanced or convincing performance of a lived experience of autism. What we witnessed in Sherlock was brilliantly entertaining caricature. 

				The Firestorm article “Sherlock does not have Asperger’s or Autism”’ draws on interviews with four anonymous psychiatrists. It argues the producers of Sherlock made excellent TV, but perpetuated the myth that we are generally “anti-social, child-like geniuses.” The harm herein lies in the global exposure of Sherlock, and our persistent misrepresentation in the absence of countervailing information about autism to lend accuracy or nuance. As autistics we may thus identify with elements of Sherlock while understanding that this prime entertainment franchise is, in a wider sense, a dagger to the heart. The images presented on the next page reflect this paradox. They were originally made as process works in commissioned response to the Arts Council England-funded Flow Observatorium, Kongress Survey, created to research the barriers to ND (neurodivergent) people in the Arts. Notably, the majority of respondents identified as autistic, often with multiple overlapping ND diagnoses. 

				While the Firestorm article suggest Sherlock is a poor representation of autism due to a lack of research, my photographs (in direct contrast) are 
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				informed by a lived experience of autism, and the perspective of hundreds of autistic creatives in the UK. I focused on responses to the following: 

				Question 11: Is there anything positive you’d like funders or organizations to know about being a Neurodivergent creative? Does being Neurodivergent help with your creativity?

				The Kongress Survey provided a myriad of personal narratives, from which (viewed en toto) patterns could be discerned. We emerge as natural problem-solvers, who pay exceptional attention to detail and display a tendency to think at an unusually profound level. 

				Yes! Reading the survey through an autistic lens, I had entered my ‘mind palace’, the patterns within the detail winking at me like lights on a runway. The ultimate Sherlock signifiers, his deerstalker cap and pipe appeared in my mind’s eye as I hastily scribbled three-pipe problem in the margin. It takes an autistic to solve a three-pipe problem. My photographs quickly followed. Anxiety of falling into a cultural booby-trap, of sorts, was soon overcome by the idea of “owning” a stereotype. Tricky perhaps, but I am also tired of second-guessing non-autistic audiences. 

				The ubiquity and persistence of these Holmesian signifiers within the collective psyche is due to the enduring popularity of a work of fiction, which has in turn become a global brand. Thus, the deerstalker cap and pipe alone have come to embody Holmes’ cerebral powers. My photographs assert the autistic viewer’s identification with the attributes that support Sherlock’s professional capabilities, while dismissing anti-social traits as irrelevant. I coattail on the shorthand, while fashioning it as my own. 
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				A Three-Pipe Problem (2021). Digital photograph.

			

		

		
			
				In Deep (2021). Digital photograph.
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				A is for Autism (2021). Digital photograph.

			

		

		
			
				Sonia Boué is a multiform artist who writes about autism and art. She is a leading consultant for neurodiversity in the arts, and she creates Arts Council England funded projects exploring autistic leadership and inclusive models of practice. Boué also participates in a variety of community arts projects and carries out visual research in academic contexts. Her latest Arts Council England project is called Neurophototherapy, which explores playful unmasking for late-diagnosed creatives. Neurophototherapy can be found on Instagram @s_boue and www.soniaboue.co.uk.
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				The Genius of Neurodivergency

				The Pattern Seekers: A New Theory of Human Invention by Simon Baron-Cohen (Allen Lane, 2020)

				““I don’t care that they stole my idea. I care that they don’t have any of their own!” —Nikola Tesla The existential humorist Steve Wright once described a “peripheral visionary” as “someone who can see the future, but only way off to the sides.” These visionaries—oddballs, eccentrics, and outsiders—have transformed our world with their inventions, and they seem more important today than ever. In his newest book, The Pattern Seekers, Simon Baron-Cohen examines the huge landscape of these outsider thinkers, many of whom will go unrecognized, their contributions coming long before the invention of writing, itself only four or five thousand years old. 

				The fact is, there is truth to the popular old adage that people who behave rarely make history. We might add that people who don’t play well with others sometimes come up with startling and groundbreaking insights. Baron-Cohen’s book focuses on this fringe element, arguing that normal (neurotypical) people have benefitted from what outsiders (atypical) people discover by thinking beyond the so-called “box.” Such innovators don’t even know where the box is, let alone whether or not they’re inside or outside of it. 

				Baron-Cohen’s argument is based on a shockingly simple premise: human beings are unique among sentient beings, distinct from other creatures because we possess a single special trait—the ability to look for and discern, identify, and redistribute patterns. The most important pattern formation, for Simon-Cohen, is also the simplest one, what he calls the “if-and-then” pattern. This he defines as the ability to surmise that if so-and-so might be 
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				true or possible, then such-and-such could be the predictable result. This syllogism is so elemental that it has the charm and beauty of being a revealed truth all on its own.

				In many regards, Baron-Cohen is the public face of autism research. He is the Director of the Cambridge Autism Research Center and has published hundreds of scholarly articles and multiple books on autism. In The Pattern Seekers, he “present(s) a new theory of human invention . . . Humans alone have a specific kind of engine in the brain. It’s one that seeks out if-and-then patterns, the minimum definition of a system.” Baron-Cohen calls this the “Systemizing Mechanism,” claiming that it “allowed humans to become the technological masters of our planet, eclipsing all other species” (p. xvi)

				Steven Pinker characterized Baron-Cohen’s latest contribution as “shed[ding]light on one of humanity’s most distinctive traits, celebrates human cognitive diversity, and is rich with empathy and psychological insight.” The most startling insight may be Baron-Cohen’s notion that the genes for this systemizing mechanism, the if-and-then impulse, overlap with the genes for autism. This observation is perhaps what prompted another astute observer of the autistic perspective, Neurotribes’ Steve Silberman, to claim that Baron-Cohen has shown how autism “has accelerated the advancement of human civilization and culture in ways we can barely imagine.” This last accolade is in keeping with Temple Grandin’s audacious claim that without autistics, we would still be living in caves.

				Invention is typically defined as the creation of a new idea or thing which subsequently contributes to our society at large. Invention is also, perhaps presumptuously, considered a distinctly human trait. This notion is flawed on many fronts, not the least of which is the obvious talent that some birds and mammals have to imagine, to reason, to fabricate, and to use tools for any number of practical purposes. Crows, ravens, chimps and a host of other creatures manage these cognitive feats all the time, but they do it quietly, without proudly awarding themselves Nobel Prizes. For their part, humans seem biased toward inventions that can be used to improve life. Baron-Cohen, however, makes us appreciate the creative secrets often locked inside certain rarefied neurological states, conditions which often involve a residual cost or a sacrifice in other social behaviors. I hesitate to describe this condition with words such as “autism” and “spectrum” after my encounter 
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				with a remarkable book by Edith Sheffer on the previously unknown personal beliefs of Doctor Hans (Asperger’s Children: The Origins of Autism in Nazi Austria), the subject of my review in a previous edition of this journal. 

				Baron-Cohen posits that somewhere along the human timeline, for utterly unknown reasons, early Homo sapiens gradually gained the ability to discern the patterns that are inherently embedded in nature and daily life. “When the Systemizing Mechanism evolved in the human brain 70,000 years ago,” Baron-Cohen explains, “Instead of looking at an object, or an event or any information, as if there was nothing more that could be done with it, our minds started to look at it as system, something governed by if-and-then patterns, the result of a cognitive revolution in the brain that led Homo sapiens to diverge from all other animals and conquer the earth. And it all came down to the drive to seek out patterns” (xvii). 

				Thankfully, Baron-Cohen never speculates if it was a good thing that humans “conquered” the earth, or whether other animals are of lesser value than us, leaving that for the reader to ponder. But he does stipulate that the select humans who were uniquely endowed with enhanced systemizing often found themselves at odds with their communities, who perceived them as socially disabled. Drawing on his own considerable research, he also shows why people with superior pattern reading skills are still diverging dramatically in their ability to socialize or empathize. 

				Baron-Cohen’s findings are slightly less sanguine than Silberman’s well-intentioned conclusions about neurodiversity, which is, of course, something we obviously need to be live an inclusive life together. Baron-Cohen is more focused on neurodivergence, something that at first might appear as threateningly anti-social, but which ultimately results in the light bulb, the theory of relativity, governing dynamics, the radio, or the personal computer. The Pattern Seekers is a grand overview of our epic unfolding as a mutual civilization with multiple variants. On this note, I prefer the British edition of the book, which is titled The Pattern Seekers: A New Theory of Human Invention and whose cover shows a paper clip graphic bending into the shape of an airplane. The American version, subtitled How Autism Drives Human Invention, a 70,000 Year History, features a clever color spectrum of sharpened pencils on its cover, emphasizing the drama of autism driving us forward with sharp tools. The British edition cover, in contrast, does not 
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				reference autism, but shows something being bent—apparently out of shape, but actually into a brand new paradigm. 

				I prefer this concept of neurodivergence to neurodiversity. To diverge is not a passive term, it’s active, whereas diversity, as important as it is, denotes an already existing paradigm which we somehow need to accept, rather than a novel set of pattern discoveries arrived at though the strangeness of individual minds. The inventor Nikola Tesla, for example, was astronomically gifted. He literally invented the future we now occupy, but he was easily duped out of his inheritance by craftier and more “normal” rivals who co-opted his ideas. Tesla was a true pattern finder rather than a mere pattern seeker, a divergent genius who simply reflects reality or actuality back to us, rather than some benevolent neurodiversity icon who shares his hard-won battles with the rest of us weary foot soldiers. I’m also delighted to celebrate Baron-Cohen’s more dynamic notion of neurodivergence as a driver of human invention. 

				The psychologist Nancy Doyle recently paid tribute to another neurodivergent innovator: the American inaugural poet Amanda Gorman. Doyle’s Forbes article, titled “Neurodivergence and the Spirit of Progress: the Hill We Climb,” celebrates Gorman’s neurodivergence: “With Gorman’s neurodivergent and disabling (auditory processing disorder, hypersensitivity to sound, and speech stuttering, which are shared by many with autism, ADHD, dyspraxia, dyslexia and more) we have yet another example of disorder turning into difference turning into dynamism.” Doyle asks us to recognize how many “neurominorities” tread this unique path, going on to become trailblazers, entrepreneurs and innovators in their fields. They do so by learning early that growing up “disordered” or different can often teach lessons about which neurotypicals have simply no clue whatsoever, since as Dr. Grandin has also pointed out, they expend so much of their energy trying to ensure that everyone around them thinks they’re “normal” and therefore admissible into the country club of society.

				Rather than make the obvious claim that all people should be treated equally, The Pattern Seekers instead explores the outer limits of creativity, examining what the concrete contributions made by neurodivergents though their distinctly different thought patterns and recurring asocial behaviors. Baron-Cohen explores the creative trouble-making gene in highly cogent chapters 
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				focusing on the born (untrained) pattern seeker, the core systematizer, the five types of brains, the mind of an inventor, the revolutionary cognition mode, and the possibilities of nurturing the inventors of the future.

				The Pattern Seekers compares to other popular books on oddball—autistic and otherwise—by Oliver Sacks, Steve Silberman, and especially Temple Grandin, whose own research can be attributed to her own unique lateral thinking, visual acuity, and keen pattern recognition. These patterns exist in all physical and psychological phenomena, echoing through poetry, visual arts, equations, architecture, music, dance, theatre, and politics. Patterns stare us in the face, but often we are too linear-minded to notice or to feel them. The pattern seekers explored by Baron-Cohen however, cannot fail to notice the proportional harmony inherent in the design of all things, organic and technological, since they live in much closer proximity to them.

				Of course, Baron-Cohen is not without his critics. Some in the autistic community reject his Theory of Mind model for creating the popular misconception that autistics lack empathy. If autistic people lack the ability to see and feel from the perspectives of others, it seems unlikely that they could be responsible for huge leaps forward, culturally and socially, that Baron-Cohen credits them with in The Pattern Seekers. Baron-Cohen addresses this by suggesting that the Systemizing Mechanism is in conflict with the “Empathy Circuit,” and that your brain type ultimately “depends on the tuning of the Empathy Circuit and the Systemization Mechanism, which in turn determines where you are on the empathy and systemization bell curve.” Here, some might also take issue with Baron-Cohen’s use of “bell curve,” a bothersome throwback to the kind of value-laden gradation thinking that Hans Asperger utilized in his determinative judgments about sociability and community participation. This system in turn allowed him to judge some individuals, especially children, as being not worth the trouble of care. 

				Still, The Pattern Seekers asks undeniably important questions: why do so many major breakthroughs occur largely to those who possess systematically and radically different frames of mind and reference? What can the cognitive uniqueness they all appear to use to navigate the world tell us about the furthest reaches of consciousness exploration and research? In other words, what can we learn from the truly gifted aliens amongst us? We all 
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				search for alternative ways to describe those gifted individuals, many of whom never even made it into the footnotes of formal history. Baron-Cohen also helps to provide new ways of designating and describing difference. I personally propose calling them exactly what they really are: Exceptionals. This is because, as Alan Turing put it in the film The Imitation Game (and as Baron-Cohen used for the dedication epigram to this fine book): “Sometimes it is the people no one can imagine anything of who do things no one can imagine.”

				Editor’s Note: A version of this article first appeared at Critics at Large on February 10, 2021. 

				ReferencesDoyle, N. (2021, January 21). Neurodivergence and the spirit of progress: The hill we 	climb. Forbes. Retrieved from https://www.forbes.com/

				Pinker, S. (2020). Review of The Pattern Seekers: A New Theory of Human Invention by 	Baron-Cohen, S. (2020). Retrieved from http://amazon.com 
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				Donald Brackett is a Vancouver-based culture critic and curator with first-hand experience of the autistic perspective. He writes about art, films, books, and music, as well as curating film programs for Cinematheque. He is the author of numerous reviews, articles and catalogue essays, in addition to publishing five books as a cultural journalist, the most recent being a book on the life and music of Tina Turner, released in November 2020 from Backbeat Books. He is currently working on a new book on the artist and social activist Yoko Ono, focusing on her involvement with the Fluxus movement of the 1960s (forthcoming 2022, Sutherland House). 
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				Current Call for Submissions: Education

				Deadline: September 15, 2021Schools have a history of being ableist spaces that often silence and/or ignore differing abilities and experiences. Often, even the spaces designated as inclusion classrooms maintain normative values and expectations. And, autistic students are more likely to experience the disabling nature of schools. According to the U.S. Department of Education (2016), approximately 40% of students diagnosed with autism spend over 80% of school time in inclusive classrooms, which often maintain a deficit model of autism, positioning autism as a disorder that limits a person’s ability to understand and relate to others (Biklen, 2005). 

				However, the next issue of Ought aims to disrupt the deficit labels, numbers, and definitions that too often undermine the autistic experience in education.We seek to not only identify the trauma of schools but also reveal the potential for positive, more inclusive classroom pedagogies and environments. We invite pieces that capture the autistic experience in any educational setting (K-graduate school). We also encourage submissions from a wide range of authors (students, researchers, parents, teachers). 

				Cultural pieces (narratives, art, poetry, academic articles, book reviews, multimedia pieces) might examine one or more of the following questions:

				How might autistic cultures broaden the curriculum of schools? 

				In what ways has the pandemic impacted learning and teaching? 

				What are autistic experiences in education? 

				What might autistic experiences teach about education? 

				How are autistic teachers accepted (or not) into school environments?

				What might schools do better to be more inclusive of autistic abilities? 

				How does autistic learning happen outside school walls? 
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				Ought encourages both critical and creative works in every genre, including original research, theoretical scholarship, fiction, nonfiction, poetry, and visual arts. Ought is a peer-reviewed journal whose editorial board consists of neurotypical and autistic scholars, educators, and writers. Please submit materials at http://scholarworks.gvsu.edu/ought.
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