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Surviving the Future  
with Cinema

Kevi� B. Le�
Locarno Film Festival Profes�or for the  

Future of Cinema �nd the Audiovisual Arts Università  

del�a Sviz�era italiana

Survival. This word stood out among dozens writ-
ten on a large sheet of paper in a hotel conference 
room during the 2023 Locarno Film Festival. The 
words were written by 10 film scholars who had 
been invited to propose an event on the future of 
cinema for next year’s festival. The scholars spent 
two days exchanging views on the topic. They 
often expressed concern about cinema’s future in 
relation to other futures: technological, societal, 
environmental. On each of these fronts, the fu-
ture did not feel so bright. The specter of artificial 
intelligence, the destabilizing of democratic insti-
tutions around the globe, and the slow-burn per-
sistence of the climate crisis presented a general 
picture of a future less to be eagerly anticipated 
than to be braced against. 

“How to survive the future?” emerged as an 
ironic tagline from the planning session, but one 
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that resonates within the film industry. Theatri-
cal attendance has yet to return to pre-pandemic 
levels in many parts of the world, and alongside 
theaters, film festivals continue to contend with 
diminished centrality in a media landscape domi-
nated by streaming entertainment and social me-
dia.1 From the preparatory session, a two-sided 
question emerged: How will cinema survive the 
future, and how can the future be survived with 
cinema? And does the answer to one question de-
pend on the other?

Since the inauguration of my position in 2022, 
my team at the Università della Svizzera italiana 
(USI) has worked to bring the most vital forms of 
film studies into the Locarno Film Festival. Begin-
ning with the “24-Hour Talk on the Future of At-
tention” in 2023, and the “Long Night of Dream-
ing on the Future of Intelligence in 2024,” both 
curated by Rafael Dernbach during his post-doc-
toral appointment at USI, a “Future of …” series 
has emerged as the research team’s signature con-
tribution to the festival, bringing new ideas, per-
spectives, and modes of discovery to Locarno. In 
2024, “The Future of Survival” conference con-
vened around 50 scholars, students, filmmakers, 
and artists for presentations and discussions on 

1	 Marijke de Valck and Antoine Damiens, Rethinking Film Festivals in the Pandemic 
Era and After (Cham: Palgrave Macmillan, 2023).
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how cinema envisions its own lasting relevance, 
particularly in response to environmental and so-
cietal crises that threaten both humanity and the 
planet.

These published proceedings present three of 
the conference’s main components: essays pre-
sented during the academic sessions, public dia-
logues that brought a larger audience in contact 
with the conference’s participants, and original 
video essays developed during the conference. 
The academic sessions resulted in four original 
essays published here for the first time, as well as 
a reprinting of a 1998 text by the late American 
filmmaker Robert Kramer, introduced by Volker 
Pantenburg. Kramer, whose 1997 film Ghosts of 
Electricity was commissioned by the Locarno Film 
Festival to reflect on the future of cinema, re-
minds us that many of today’s anxieties about the 
survival of cinema were presciently articulated de-
cades ago. Kramer warned of a humanity increas-
ingly dependent on technology (downloading one’s 
consciousness or boarding spaceships) to escape 
rather than engage with the material world. He 
insisted instead that it is cinema, especially docu-
mentary, that can ground us in “the pleasures and 
problems of the here and the now.” 

Kramer’s materialist critique of a techno-deter-
minist future finds echoes within the first public 
dialogue,�“AI and Generative Humanity,”�where 
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filmmaker Paul Trillo shares his firsthand expe-
rience using generative filmmaking tools with 
media scholars Richard Misek and Miriam De 
Rosa. Their discussion leads to a multifaceted 
and contentious debate over how generative AI’s 
creative affordances can be saved from corporate 
centralization and exploitation of data, labor, and 
energy. This critique is elaborated further in Hito 
Steyerl’s essay�“The Hardest Part: Statistical Im-
age-Making and War Economies,”�which reads an 
AI-generated music video as a symptom of what 
she terms an “AGI arms race” whose capitalist 
struggle can be tied to the militarization of image 
technologies. Steyerl traces how the hype around 
AI art fuels private profit, national-security agen-
das, and a carbon-intensive digital war economy: 
a reprise of Kramer’s concerns about technology 
alienating us from the world it purports to en-
hance. 

In a striking turn away from contemporary 
notions of cinema, Laura Huertas Millán’s essay 
“On Cinematic Survival”�proposes a cinema ex-
perienced beyond celluloid or digital cameras to 
include any durational gathering of light, sound, 
and movement: a cave ceremony, water ref lec-
tions, communal rituals. Her proposal decenters 
cinema from a Western techno-historical para-
digm and relocates it as a tool of resilience for dia-
sporic and Indigenous communities. Redefining 
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cinema practices by relocating them: this notion 
is elaborated further in the second public ses-
sion,�“Digital Migrations,”�in which Suneil Sanz-
giri presented his trilogy�Barobar Jagtana�(2023), 
which blends hand-processed 16� mm, photo-
grammetry, drone footage, and Skype interviews 
to reconnect his diasporic existence with his an-
cestral heritage in Goa. Curator Greg de Cuir Jr. 
and critic Devika Girish linked this hybrid prac-
tice with cultural practices of sampling�as resis-
tance, while also acknowledging the colonial leg-
acies of extraction and surveillance inherent in 
digital tools. These reorientations and reappropri-
ations of cinema practices show how media can 
reclaim history, animate communal memory, and 
chart new networks of cultural belonging.

A different set of disputes emerged over the re-
lationship between cognitive and mediatic tools in 
contemporary practices of research and scholar-
ship. In her essay�“Between Seeing and Saying in 
an Age of Austerity,”�Erika Balsom casts a critical 
eye on how humanities programs have adopted 
digital mediatic practices such as video essays to 
reassert their value in the face of institutional de-
funding, while effectively devaluing longstanding 
critical practices of writing and ekphrastic descrip-
tion. Balsom’s defense of writing as a vital comple-
ment to audiovisual practice is complemented by 
Florian Krautkrämer’s essay “On Listening.” In 
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an age when everyone can produce media, Kraut-
krämer’s essay argues, true survival skills lie in at-
tentive listening, reciprocal participation, and the 
creation of spaces where speaking and listening 
are equally valued. These concerns emerge strik-
ingly in the dialogical video essay Asses on Seats, 
co-authored by Krautkrämer with his daughter 
Mira Herbel, where the grandiose setting of Lo-
carno’s Piazza Grande is brought down to scale 
by a modest dialogue expressing other modes of 
participation than cinematic spectatorship. 

The sensitivity of these essays to the attentional 
effects produced by different sensory practices 
carried into the final public session,� “Listening 
to Ice,”� which examined cinema’s role in mak-
ing planetary warming not just visible but audi-
ble. Susan Schuppli described her experiences 
of�deep listening�to the sonic signatures embed-
ded within melting glaciers, mixing field record-
ings with composed soundscapes to convey anxi-
ety, historical time scales, and ecological rupture. 
Nora M. Alter and Doreen Mende linked Schup-
pli’s forensic aural practice to the legacy of Harun 
Farocki and his method of replaying, dissecting, 
and attending to each fragment, revealing and at-
tending to how “images speak for themselves.”

Taking inspiration from such practices, “The 
Future of Survival” conference treated Locarno it-
self as a living laboratory. The USI Future of Cin-
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ema research group, in line with its specialization 
in video essays as practice-based research, con-
ducted an intensive on-site video essay workshop 
with the festival as the main object of study. Par-
ticipants engaged in a three-phase creative pro-
cess inspired by recent advancements in embod-
ied and collaborative videographic practice. In the 
first phase, they roamed Locarno’s piazzas, walk-
ways, and corners with cameras (often simply 
their phones), freely collecting footage and doc-
umenting personal impressions. In the second 
phase, they applied different formal approaches to 
begin shaping their material into sequences and 
sketches. In the final phase, participants shared 
these works-in-progress for feedback and refine-
ment, gradually honing their ideas into more 
structured video essays that were completed over 
the following months. Six videographic works 
were completed, each offering a distinct lens on 
Locarno and, by extension, on the conference’s 
core themes.

Notably, these six video essays produced dur-
ing the workshop scarcely reference the actual 
films in the Locarno lineup at all. Instead, they 
turn their gaze to the margins and mechanisms 
of the festival—its physical spaces, its social inter-
actions, its hidden labor and emergent rituals—
thereby embodying the conference’s proposition, 
inspired by an essay by Mark Cousins, that a film 
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festival can be critiqued like a film.2 To encourage 
experimentation and discovery, the methodology 
was deliberately open-ended, with no restrictions 
on length, style, or topic imposed. The festival en-
vironment itself imposed its own constraints and 
inspirations: Locarno’s overwhelming abundance 
of films, events, and ambient stimuli shaped what 
the participants could observe and create in a 
short time. Embracing this immersion, the work-
shop encouraged a personal-analytical approach 
inspired by Janet Harbord’s writing on contin-
gency, wherein subjective experience became the 
springboard for insight.3 

The resulting pieces are remarkably diverse in 
form and mood, yet together they map a multifac-
eted portrait of “survival” as it played out, often 
in unexpected ways, on the ground at Locarno. 
Florian Krautkrämer’s Asses on Seats� and Chi-
ara Grizzaffi’s�The Water Diaries, or My Letter to 
Jane� transform festival space into personal dia-
logue and poetic reflection: Krautkrämer’s daugh-
ter Mira dissects Locarno’s grandiosity with candid 
wit, while Grizzaffi scripts a lyrical letter to Jane 

2	 Mark Cousins, “Festivalism,” Filmbulletin, no. 1 (2012), pp. 6–9, https://www.e-
periodica.ch/cntmng?pid=flm-001%3A2012%3A54%3A%3A569 (accessed May 
13, 2025).

3	 Janet Harbord, “Contingency, Time, and Event: An Archaeological Approach to 
the Film Festival,” in Film Festivals: History, Theory, Method, Practice, ed. M. de 
Valck, B. Kredell, and S. Loist (New York: Routledge, 2016), pp. 42–56.

https://www.e-periodica.ch/cntmng?pid=flm-001%3A2012%3A54%3A%3A569
https://www.e-periodica.ch/cntmng?pid=flm-001%3A2012%3A54%3A%3A569
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Campion, using water imagery to reflect upon 
the cinematic inheritance passed between an art-
ist and her admirer. Elsa Despoix’s�Pressure�and 
Donatella Della Ratta, Alessandro Turchioe, and 
Sofia Busquets’s�Hands Off, Eyes On expose the 
festival’s hidden infrastructural and geopolitical 
currents:�Pressure� traces the carbon cost of gen-
erators, cables, and catering, whereas Hands Off, 
Eyes On�critiques the passive festival gaze upon a 
decade of war in Syria. Silvia Cipelletti and Evelyn 
Kreutzer’s�Locarno parla italiano—404!�and Ma-
rine de Dardel’s�The Color Out of Space�explore 
the expanse between signal and noise: Cipelletti 
and Kreutzer humorously glitch language and AI 
translations in a quixotic attempt to connect with 
Locarno locals, while de Dardel refracts Locarno 
through an uncanny AI lens, proposing a nonhu-
man distillation of the festival’s essence that may 
be a glimpse of its future.

These videographic works demonstrate a re-
sourceful attentiveness to immediate surround-
ings as entry points into larger questions. In Asses 
on Seats, a simple one-take setup yields a moment 
of disarming honesty that reflects on the states 
of attention and awe (or lack thereof) that a festi-
val produces. The Water Diaries, Pressure, and Eyes 
On, Hands Off all integrate footage filmed on site 
with archival or found materials, suggesting how 
filming can generate investigative threads that 
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lead outward into history and context. Across the 
suite of videos, we see authors inhabiting differ-
ent roles—interlocutor, memoirist, trickster, ac-
tivist, even data scientist—to engage with the fes-
tival. We also see the forging of different bonds: 
between parent and child, between cinephile and 
filmmaker (as in Grizzaffi’s dialogue with Campi-
on’s legacy), between festivalgoers across cultural 
or linguistic divides, and between the human and 
the nonhuman. In their combination of subjective 
viewpoint and outward inquiry, these video essays 
sketch an alternative vision of what a film festival 
is and does. 

Whether textual, dialogic, or audiovisual, these 
contributions collectively address the question of 
how cinema may survive by going deep beyond 
movies. Technological transformations are con-
fronted, institutions are interrogated, many con-
texts proposed. What emerges are people (artists, 
audiences, workers) whose exchanges of energy 
form communities, with dynamics both empow-
ering and fragile, and as transitory and lasting as a 
film festival that has been held only 10 days a year 
for 77 years and counting. By situating these dis-
cussions at Locarno, the conference underscored 
the role of film festivals as makeshift laboratories 
where new ideas are tested and bonds are formed. 
If the initial question was whether cinema will 
survive, the proceedings of this conference sug-
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gest a more nuanced reframing: cinema survives 
insofar as it continually renews: its form, its pur-
pose, and the communities it serves. 
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Robert Kramer   
on Cinematic Survival

Volker Pantenburg

In 1997, the Locarno Film Festival celebrated its fiftieth birthday. 

Robert Kramer was one of the filmmakers who were invited to take 

this opportunity to ref lect on the theme, “Locarno demi-siècle; ré-

f lexions sur l’avenir” (“Locarno At Half Century—Reflections On 

The Future”). The others were Raúl Ruiz, Chantal Akerman, Marco 

Bellocchio, Abbas Kiarostami, Samir and Idrissa Ouédraogo. Kramer 

shot Ghosts of Electricity (1997), a 20-minute film juxtaposing inti-

mate images of his family in the garden around their house in Nor-

mandy with a dystopian perspective on the future of media, where 

perception and consciousness will become “downloadable” and the 

eye and the mind will no longer be necessary.

In summer 2024, when I thought about Locarno and the question of 

“cinematic survival,” I was reminded of Ghosts of Electricity, but even 

more of a short text Kramer wrote in July 1998 for a much younger 

festival than Locarno, the Yamagata International Documentary 

Film Festival, founded in 1989. Here, it is not just the media, but the 

question of survival, be it cinematic or more general, that is again 

paramount.

In retrospect, it is striking how early and persistently Kramer identi-

fied some of the most urgent political questions of today: the violence 
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and injustice inf licted by the Global North on the Global South (in 

his 1991 essay “Going [Back] to Vietnam”); the risk of media disso-

ciating themselves from the eyes, minds, and bodies of their users; 

and the recklessness with which humans destroy the planet. As I 

write, 70 days into the 2025 Trump administration, it is frightening 

to see how contempt for fellow humans and irresponsibility against 

the planet, violently propelled by a petro-masculine tech-bro mental-

ity, are on the rise—in Kramer’s native country and elsewhere.
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Robert Kramer

I’m going to say it in an extreme way—for dis-
cussion, at least to think about it. I am afraid 
that we are getting weary of this planet. We are 
using it up, its resources and its wonder. And as 
we humans are more separate from, and domi-
nant over all other living things, we are driven to 
find ever higher levels of diversion and stimula-
tion. We are inseparable from our technology. It 
has become an extension of our nervous system. 
We depend on that technology to project us into 
a new world, a fresh new world where everything 
still remains to be done and discovered. Or we 
are dependent on that technology to actually get 
us off this planet Earth and out there, away, on 
the road again! Surely, I simplify. But a feeling in 
us is: there are too many of us, we have made a 
mess, it is doubtful that we can learn less destruc-
tive, less competitive, communal ways. And the 
unchanged habits of the predator, or our genes 
working to assure their own survival, compel us 
to move on, to seek out the next fertile area that 
we can successfully occupy and use according to 
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our whims, and with all our fragile justifications. 
The connection with film in general and doc-

umentary in particular? Cinema—not “the mov-
ies,” or “the image,” or “television”—but cinema, 
this specific project, this discipline, this practice 
of a certain investigation, analysis, and represen-
tation of ideas, cinema belongs to the material 
world. It is about where we are standing now. It 
is about the pleasures and problems of the here 
and the now. It is always about this world and our 
bodies moving through this world. Cinema, and 
especially the documentary, affirm not only our 
inseparability from each other, but also from a 
whole web of relationships with objects and other 
living things. The irony is that, even as the image 
increasingly stands in the way of a real contact 
with things as they are, as image-spectacles mir-
ror the very world-weariness I am talking about 
here, the right film at the right time gives us one 
of the few ways we have of staying in touch with 
what is really around us, and to recall why it is 
important to remain in touch. One result of such 
experiences is to help restore communicability be-
tween us and the world around us.
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AI and Generative  
Humanity

Paul Tril�o, Miriam De Rosa,  
and Richard Misek

Paul Tril�o (PT)— I come from a more experimen-
tal film background. I went to California College 
of the Arts and have always looked for ways to use 
experimentation and video art with narrative—
so, kind of the cross section between experimen-
tation and narrative, characters and things that 
are more traditional and are balancing the tradi-
tional with the experimental. So, using AI didn’t 
seem out of range for me. I had first started play-
ing with it in 2016, with Google’s Deep Dreaming 
computer vision model, which was not necessar-
ily the most sophisticated image generation, but 
it was the first one that was widely available for 
the public to use, which kind of created this hal-
lucination. Everything looked like hairy dogs, an 
acid-trip kind of attempt by the machine to look at 
the world, to understand and dissect what it has 
seen. That laid the groundwork for GAN models, 
which became more popular from 2018 to 2020, 
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which were fundamentally different from diffu-
sion models, which are a popular foundation for 
video and images, texts as well, that generative 
models are built on today.

I kept my tabs on AI and image making over 
the course of the last eight years. But it wasn’t re-
ally until 2022 that I felt like I could put some 
more ownership on it. And I think that’s maybe 
an important thing to talk about, a bigger theme 
we can drill into, which is holding your owner-
ship over the work and retaining your vision until 
the very end process, while leaving room for ex-
perimentation and kind of going off the beaten 
path along the way. But then, in 2022, DALL-E 
came out, and I was able to edit my own images, 
upload, erase parts, and reinterpret my own vid-
eos, one frame at a time, and it was just a very 
organic, natural process. I thought, it wasn’t de-
viating from the typical way I experiment with 
visual effects and live action. It wasn’t really con-
troversial at the beginning of 2022, rather in its 
playful phase. I don’t think people really under-
stood what it could do. Generative video as we 
know it today didn’t really exist back then. Over 
the course of 2022 and 2023, there was a huge 
development and the field became a little more 
controversial. 

There are a million tools and ways to use AI, 
and I think I was excited because it was a refresh 
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on how we typically think of visual effects, which 
is a sort of arduous process—a lot of things have 
to get locked in early in that stage, and they be-
come less and less malleable. As you go through 
the process, whether it’s animation or VFX, it’s a 
very tightly controlled process. And there’s a sort 
of chaos factor with AI where they’re leaving a 
little bit to chance. That altered the kind of ideas 
I was pursuing, which were things like explor-
ing infinite permutations, infinite kinds of itera-
tion, and exploring the world through this kind 
of multiverse lens.

Each AI model has its own language, so to 
speak. You have to learn how to speak that lan-
guage in order to get the results you want. I think 
a lot of people think we’ll just be lazy, you type 
something in and you get what you get. What 
these things afford you is more time to iterate and 
explore and see the limitations of the model, work 
within the limitations. Rather than trying to rec-
reate reality one-for-one, I think it’s interesting to 
let the veneer show a little bit and let the hallucina-
tions show. So, some of the fully generative work 
is retaining some of the strangeness and the un-
canniness, because that’s what’s not in the train-
ing data. The side effects are not in the training 
data, and they’re not necessarily always desired. 

Seeing the world through the lens of this dis-
torted hall of mirrors of memories is fascinating. 
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You want to see what those limitations are and 
then see if you can work within those limitations 
and create concepts that justify that. The few gen-
erative videos I’ve done play on this idea of mem-
ories, of rewriting history or misremembering 
history, which I think AI is essentially doing. It’s 
just a misremembering of things that happened. 
I try to keep ideas tied to that and to dreams as 
well, or to something that feels like reality, but is 
a distortion of reality.

Miriam De Rosa (M DR): — I suppose this is some-
thing that cinema has always been doing. You’re 
telling us that there are these huge, wonderful 
and shiny universes. This is a story that we know, 
in a way. It’s really interesting that for you the cu-
riosity and the idea of approaching AI with cre-
ativity is not really in the full AI work, but rather 
in an AI layer that you kind of add on top, a world 
that really leaves you room to work out your own 
solution. To me, as a person trained in film stud-
ies and in media studies, it was clearly like the 
affordances of the medium, and it’s really inter-
esting to see that there is room for exploration. 
But at the same time, the memory and nostalgia 
also come back. And in your work, The Golden Re-
cord (2024), especially, I found these to be really 
evident.
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PT— That’s always what movies have been, like 
seeing someone else’s dream, seeing someone 
else’s memories, and trying to capture it with a 
camera. But in a way, cameras are also limited as 
well, which is why VFX has been around since 
the beginning—to better get into that dream 
world. And AI is one more step removed from 
the camera. There is no camera in this case, with 
The Golden Record piece. It lends itself to these 
things that feel strange, and it almost resembles 
reality. But there’s something a little bit off about 
it, which is just like our dreams, where there are 
instances, moments where you are immersed in 
the dream and your brain believes it to be real, 
and then it wakes you up a little bit. I think that’s 
a really interesting use case for AI. 

There are certain filmmakers, like David 
Lynch, and people that do successful dream logic 
reimaginings. But a lot of the time, dreams and 
films can be too sharp, too 4K, too in focus, too 
much of a literal depiction. You’re feeling the lens, 
you’re feeling the actors, and it’s not a distortion 
of reality enough. That’s why I think AI is well 
suited for this kind of world.

Richard Misek (RM) — A lot of generative AI films 
I have been most interested in break it somehow, 
explore where it doesn’t work, and its failures. It’s 
like when the head turns into a glass of water or 
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something, that dream logic. But what happens if 
the models get so good that they stop failing? Is it 
just going to be stock images?

PT— I think some really interesting experimental 
filmmakers are exploring the glitches, the aberra-
tions of AI, just like all digital video artists have 
explored glitches for a long time. It’s always been 
a fascination with when things break down and 
reveal the artifice of the technology. It has been 
like that in video art since video has been around, 
since the 70s. And so I feel it’s in that tradition of 
revealing the artifice and embracing that as part 
of the aesthetic.

I am getting less excited as these models get 
better and better. Will you be able to mess them 
up any more? Are these companies just barrel-
ing toward reality so that people can’t distin-
guish what’s fiction, what’s captured with the 
camera, and what’s synthetic? It feels like that’s 
the intent behind all these companies, to com-
pletely blur that line between synthetic and or-
ganic. That’s not that interesting to me. Why I 
was interested in using fully generative video 
models was because it was offering something 
that I couldn’t get from shooting with a camera.

And as soon as I see a generative video out 
there that is just showing me things that could 
have been shot with a camera, I’m immediately 
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disinterested in it. That’s why we were talking 
earlier about open source: letting the public and 
the filmmakers be in control of how these mod-
els work, rather than be beholden to how these 
tech companies want these models to work, is 
going to be better for creatives. I think there was 
a point early on when it was so distorted that it 
was a little bit hard to digest. Now we’re still in a 
little bit of a sweet spot where you can still tell it’s 
AI, but it’s more palatable and you can still mess 
with it. But the intent behind these models is not 
to have glitches. It’s to be f lawless. And it will be 
hard to reverse that at a certain point.

MDR— I suppose that’s where the difference be-
tween the use of AI for filmmaking and the use 
of AI for all other purposes really becomes quite 
evident. Being in these contexts, my question for 
you would be: how should a young filmmaker ap-
proach AI, and why?

PT— I’m not saying that everyone should use AI, 
but there are a lot of benefits to younger film-
makers who don’t necessarily have the resources, 
or maybe are not fully confident in their voice yet 
to explore these things that are lingering in the 
back of their mind and start to manifest them. 
So, it gives people the ability to dream a little bit 
more, literally. And not to be ashamed of whether 
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you have a stupid idea or not. Part of filmmaking 
is that you have to put yourself on the line; you 
have to be a little bit personal and not be ashamed 
of that. I feel it kind of lowers the barrier to entry 
for that. You can experiment, and you can fail a 
lot more frequently, which I think is an impor-
tant step in the learning process, and seeing what 
doesn’t work. 

RM—I completely understand how it can be em-
powering for individual filmmakers. And I guess 
that’s what Sam Altman meant when he said AI 
is a democratizing technology, but it comes at a 
cost, and it’s not really democratizing. The de-
mocratization of production comes at the cost 
of a huge centralization of power toward tech gi-
ants. You can do anything you want as long as 
the platform is owned by Microsoft, Meta, and 
all the others. There’s something about the evo-
lution of AI over the last couple of years, but this 
made me feel quite joyless. Usually, I’m really ex-
cited about new technologies. In this case, the 
joylessness comes from the fact that it’s so clearly 
tech driven. Their interest in it is so distinct from 
creators’ engagement with it. There’s very little 
overlap, and I just don’t see any future in which 
generative AI does not make the tech giants even 
more powerful. That’s quite a bitter downside to 
the creative potential of AI.
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PT—I actually don’t disagree with you, but I would 
point to what’s playing on screen right now. It’s 
done with completely open source tools, running 
locally on our own machines. This is a piece that’s 
called Ephemera (2024). We shot dancers and we 
used ComfyUI as an open source version of Sta-
ble Diffusion. If anyone knows compositing, it’s 
a node-based system, and it’s all completely open 
source. We didn’t have any sort of AI overlords 
watching us. It was all really about control. We 
knew exactly what we were, what we wanted. We 
had dancers perform. We actually created the 
camera moves on After Effects, and then we de-
signed every cloud, which has an input image, a 
reference image. Every frame is very specifically 
designed. And that was done without OpenAI or 
Runway or Luma. The promise of AI is this kind 
of open source nature. That’s how filmmaking 
has always been open source.

I think the best part of filmmaking is collabo-
ration, having different voices and perspectives 
challenge your idea along the way. What’s so fun 
about being on set is people building on each oth-
er’s ideas. That’s what we did in the cloud piece. 
The team was under 15 people, so the joyousness 
comes from the lack of authorship of the material. 
That’s certainly true. That’s why I implore peo-
ple to try to find as much control in the process,  
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because filmmaking is painful, but it should also 
have moments of joy.

RM—You mentioned Stable Diffusion, so I’ll drop 
in the reality check that Stability AI is currently 
being sued by Getty Images for an impossibly 
large amount of money. The whole legality of these 
baseline models—Stable Diffusion, Sora—is that 
they all use unlicensed material. It’s recently been 
kind of proven that Nvidia, OpenAI, Anthropic, all 
use YouTube. There are lawsuits f lying in every di-
rection. It’s this kind of frenzy of negotiation, col-
laboration, and litigation just zooming around all 
over the place, and nobody knows where it’s going 
to end. And there’s a very real possibility that these 
models may retrospectively be deemed to be ille-
gal.

I can totally understand the arguments that 
are made for the value and the fact that this is 
just another version of collage—as someone who 
reuses images procedurally, I see the similari-
ties—but I think that there could actually be a 
heartbreak on this that comes either from a fed-
eral judge or, more likely, from the European 
Union, that’s going to turn the whole model up-
side down. In a way, it’s quite exciting because 
what seems possible now may not be possible in a 
couple of years’ time. We’re really on the frontier 
here; what’s happening week by week, the likeli-
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hood of whether this is going to be legal or illegal 
is shifting.

PT—Again, the onus is on the tech companies, 
and not on the creators. The fact of the matter is, 
the original sin of data collection has already hap-
pened. The internet has already been scraped by 
everyone, including not-for-profit use. A sort of 
byproduct of the internet is this sharing of ev-
erything. This has been a problem, actually, for 
25 years, in terms of sharing illegal content. And 
then the rules get rewritten. So, Napster came 
along, and then without Napster, you would have 
never had Spotify. Same with torrenting films: 
and then you get streaming services like Netf lix. 
Things start out illegal and then they find a way. 
The underlying technology there is sharing data 
on the internet, streaming data; that technology 
to stream videos never went away. 

I think regulation is definitely needed, both 
on how these models are made, the transparency 
from the companies, and also looking at what-
ever sort of workforce displacement may happen. 
There need to be regulations put in place so that 
Disney doesn’t lay off a bunch of staff and instead 
they keep people, and so that these models are 
transparent with how the data is collected. And 
they’re made ethically, going forward. We should 
definitely put the heat on those people. It’s a more 
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realistic, pragmatic distinction of when some-
thing is made, it can’t be unmade. We just have 
to learn how to use these things in a way that ben-
efits culture.

MDR—If we think about the future of cinema, 
which is also something very blurred as far as I’m 
concerned, in a very positive and creative way, I 
suppose that what we learn from this is that we 
can’t have any future without looking back. We’re 
talking about Napster and all these forms that 
really come back cyclically in different shapes. 
That’s basically the kind of dynamic that we are 
looking at. There are some forms and shapes that 
in a very media-archeological fashion come back 
to us in different ways and sort of settle in a dif-
ferent context, but also retain something that still 
keeps being with us and maybe brings about new 
directions for research, for creativity. I’m also 
mildly preoccupied and disenchanted about this. 
But in a way I feel that there is vibrant matter that 
we have in our hands here.

PT—I mean, AI can easily tap and press the nos-
talgia button, but it allows us to remix all of his-
tory in a way that was kind of unimaginable be-
fore. You can see the world through any lens you 
want. I think that is pretty powerful. But there, 
again, there can be a tendency to over-rely on AI. 
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There can be a future where we’re going toward 
people who aren’t pushing the tool very hard, or 
they’re not creating enough original content. We 
get into this cyclical, homogenous aesthetic, ho-
mogenous ideas, the monoculture thing is poten-
tially a pitfall. But AI also promises the opposite of 
monoculture. It really is in the hands of the artist 
to shape that. I use AI, but I don’t consider myself 
an AI filmmaker, because I still do things tradi-
tionally. I do things with traditional animation. I 
do things all in-camera. And I am just constantly 
curious and want to make new work. I want to 
try to create things that people haven’t seen be-
fore. And I think that needs to be the mentality. 
I don’t necessarily want everyone to use AI, be-
cause I think there needs to be more breadth to 
culture than that.

RM— But the tech platforms do want everyone 
to use AI. In the end, it’s like an elephant in the 
room. Especially video-based generative AI—as 
we’re talking about cinematic survival—environ-
mentally, is off the charts how much power it uses. 
The Wall Street Journal interviewed Mira Murati, 
the CTO of OpenAI, and to the question on how 
much power it uses, she just said that it’s very, very 
expensive, a lot more expensive than ChatGPT, by 
which she meant it uses a lot more power. And 
that’s why OpenAI is pushing back the release of 
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Sora, because it’s just so power-hungry. They can’t 
make a consumer product out of it, but at some 
point, they will. It’s like everyone is going to be 
using it, all of the time. Already the exponentially 
increasing power consumption of the internet is 
driven by video. Once we move into generative 
video, it could just go off the roof; Google already 
is using 50% more energy than it used five years 
ago. And that’s just the beginning. That’s good for 
technology, not for as wide a use as it will be. I 
almost feel like saying, maybe we should try and 
put the genie back in the bottle—specifically with 
generative video, because the benefits seem great, 
but are they worth those costs? 

PT— People could try, and people will still like 
local machines and computers. These models are 
on a trajectory where they are using less power. 
It doesn’t mean that the tech companies aren’t 
going to continue to consume more. And it is wor-
rying to see people in Silicon Valley now investi-
gating the cost of opening nuclear power plants 
to power their GPUs that are insanely taxing. I’m 
not blind to that. But I just don’t think it’s real-
istic to assume that enough regulation will ever 
reverse technology—that government regulation, 
I guess by taxing, will enforce research into mak-
ing these things more economic. But Nvidia has 
already promised that these video models, real-
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time video, will be coming soon enough, so that 
you could only have real-time video with really low 
energy use. There’s like a huge steep curve and 
then it kind of starts to plateau. Actually, Stable 
Diffusion now takes less energy than when it was 
first made because they were able to see how it 
works with the hardware better. It’s in everyone’s 
best interest for them to be more efficient. But I 
think that just comes with time.

Questions from the audience

Nora Alter — One other area about AI that has not 
been mentioned: we talked about the drain on 
the energy resources, but what about labor? What 
about human labor, unions, workforce? You were 
lamenting the fact that in cinema, it’s more of a 
collaborative process. But it’s not just collabora-
tion, it’s people who are working. So, how do you 
kind of reconcile the elimination of human labor-
ers in the AI process?

PT— Again, the onus is more on the people at the 
top to continue to employ people. Indie filmmak-
ers have only worked with whatever budget they’re 
lucky enough to get. You only hire as many peo-
ple as your budget allows. As an indie filmmaker, 
I think that the promise of AI is it allows you to 
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achieve ideas you wouldn’t have pursued before. 
And so, you’re not necessarily displacing anyone 
because you’re creating work that wasn’t possible 
before. When it comes to a studio, there should be 
a keen eye on how labor is being disrupted, and 
there should be transparency with whether AI is 
being integrated into any workflows that is dis-
closed. There should be an AI tax. If you’ve used 
AI in your studio—let’s say you’re Disney and 
you’ve also laid off people—you should be heav-
ily taxed for that. And that could offset any sort of 
work displacement. 

The f lip side of that is, people at Disney, at 
Marvel—there have been many articles—are 
overworked. Both animation and VFX depart-
ments are overworked. There was an article last 
year about Marvel burning out many different 
studios internationally. Once they burn out a stu-
dio, they go on to the next one. So, there’s already 
a sort of toxic environment in the VFX industry. 
People lose their families; they get divorced be-
cause they’re overworked on She-Hulk: Attorney 
at Law. I think that’s also a problem. If AI can 
kind of mitigate any of that, and you retain the 
workforce, who says we have to work 40 hours 
per week? You should still be able to make the 
same salary, if not more, and not have to work 
nights and weekends.
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RM—But it could be that AI just displaced the 
Global South. Hundreds of thousands of people 
will just be staying up all night tagging source 
data for the next model. You could argue the ex-
ploitation just gets pushed down the pipeline. 

PT—Sure. There’s going to be someone who’s 
willing to do something for a lower cost. Always. 
I’m just specifically talking about how larger film 
studios in the US should operate and use these 
things ethically. To use their own data and to still 
hire artists to do concept art, still to retain all 
those processes, but to do things faster and better 
and at a higher quality. If I can make their job bet-
ter, but everyone keeps their job, that’s the idealis-
tic thing. But again, it’s holding these companies 
accountable. And that can only be done through 
some sort of regulation.

Emerson Goo— So, my question is about meta-
data. When AI is generating metadata, it’s taking 
images based on what it thinks is in the image. I 
just want to say that there’s a colonial background 
to that. There’s this artist Stephanie Syjuco, and 
she works with a lot of metadata in her art. She 
looks at the metadata of different archives around 
the world, and what she finds is that a lot of times 
there will be very racist biases. And if AI is tak-
ing up that metadata, setting up those images, it’s 
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perpetuating these biases. Do you think there’s 
a way to use AI that doesn’t just perpetuate that 
problem?

PT—Our own racist view of seeing the world has 
now been baked into some of these models, for 
sure. It has to be manually corrected. Some peo-
ple are doing this, but then it kind of goes too far 
with, like, Google, where you start to lose histori-
cal accuracy.

RM—So, just to paraphrase, the way to correct the 
colonial bias of bad metadata is to pay people in 
the Global South to create a more accurate meta-
data instead.



4�

The Color Out  
of Space

Marine de Dardel

The Color Out of Space ref lects the transmutation of the image 

through the combined use of computational tools and poetic fiction, 

superimposing abstract visuals with evocative text. Scripted with the 

p5.js web editor, shaded forms slowly emerge, morph, and fade as 

each point value is mapped across the HSB spectrum. The formless 

figures move between scientific realism and artistic abstraction, the 

macrocosmic and the microscopic, the vivid and the livid. Somewhat 

ironically, it is a machinic syntax that simulates an organic process of 

(de)generation of meaning. The resulting visual play, the sensuality 

of protean shapes resembling morbid conditions, refer to the incendi-

ary aura surrounding the history of cinema: the unmistakable image 

of the burning film.

https://vimeo.com/1071537931
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The Hardest Part:  
Statistical Image-  

Making and  
War Economies 1 

Hito Steyerl

Since things move so fast and everything is now 
called AI, this provocation is already published 
and done with. Instead, I will just summarize it 
and move on to another topic which builds upon 
it: the question of the depiction of the human 
body by statistical image-making machines. But 
allow me to start off with an analysis of Paul 
Trillo’s video entitled Washed Out, “The Hardest 
Part.”2

1	 Editorial Note: Portions of this essay were adapted into the chapter “Statistical 
Image-Making and Enlightenment” in Hito Steyerl, Medium Hot: Images in the 
Age of Heat (London, New York: Verso Books, 2025).

2	 Paul Trillo, Washed Out, “The Hardest Part,” Vimeo video, https://vimeo.com/
941713443 (accessed May 15, 2025).

https://vimeo.com/941713443
https://vimeo.com/941713443
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I am going to summarize it for you brief ly and 
expand on some thoughts which are still quite 
rough, as I am attempting to respond to even 
newer developments in the field of image mak-
ing. 

What was my point in discussing Paul Trillo’s 
music video? “The Hardest Part” was made with 
video generator Sora by OpenAI, which is still not 
commonly available (at least, I believe its access is 
still restricted), but by now there is a ton of other 
video generators which work in a very similar 
manner, making it possible for us to gauge what 
it can and cannot do. 

It seems to me there are three interesting lay-
ers worth analyzing in that video, all of which 
relate to the idea of “race.” Two protagonists are 
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running ahead of the camera at high speed. At 
times, it’s even accelerated, and at times the cam-
era revolves around the protagonists, but mainly 
we see two figures running ahead of the camera, 
crossing through many different environments 
which blend into one another—so there is a lot of 
the typical AI-morphing going on there. 

The reason I think the race makes a lot of sense 
in this context is because, obviously, the so-called 
AI generators still have problems in generating 
human bodies, human faces, and above all, plau-
sible human movements. Staying behind people 
running, moving past them so that their faces zip 
by (more or less) quickly without the viewer ever 
being able to see all the detail, seems like a sen-
sible way to deal with the current limitations of 
video generators. In this sense, one can say that 
the video gets its job done in a perfectly viable 
manner: it’s a dynamic collage of shots moving 
forward at high speed. 

One thing that is kind of surprising given all 
the PR around the release of Sora is that it does 
not seem to achieve any major technical break-
throughs; at least, I cannot see any. Maybe we 
need to see more samples, who knows? But by 
now (and this is maybe a few weeks later), per-
fectly free video generators are available that seem 
to be doing a very similar, if not slightly better 
job—for example, RunwayML, Luma AI, etc. So, 
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in a way, one also has the feeling that the whole 
automation panic that happened when Sora was 
first announced was very carefully curated with 
examples that may have been exaggerated. 

Around that same time, producer and actor 
Tyler Perry withheld the construction of an $80 
million studio expansion he no longer considered 
necessary because film production would soon 
be automated by video generators. This certainly 
may still happen; we cannot exclude it. But we can 
tell that Sora is probably not going to be the tool 
that’s going to automate the whole film industry 
out of existence, because it doesn’t look much bet-
ter than other open source generators that you can 
configure yourself—at least, not for now. 

Coming back to Trillo’s video: firstly, people 
are running so fast that you cannot really see the 
f loors. What I call “f loors” is, in effect, what I be-
lieve to be the most interesting aspect of gener-
ating faces, human bodies, and movements. You 
all remember the four-fingered hand illustrat-
ing the trouble in the representation of human 
bodies by generative AI, a problem that is slowly 
being solved, in the sense that increasingly real-
istic representation is being achieved. Slowly, but 
it is being solved. In some parts of the industry, 
things are going backwards, and I think this is 
precisely where the most interesting things are 
taking place. 



55

The Hardest Part: Statistical Image-Making and War Economies

Introducing the simple prompt “a girl lying on 
grass” into the newly released version of Stable 
Diffusion, ST3 Medium, resulted in this image.

It still has a lot of problems with very simple 
prompts and humans, and what is striking is that 
this is not a strictly technical issue. What hap-
pened is that Stability AI, who developed this 
model, suddenly decided to restrict its training 
database. Why? Because after some research-
ers had developed child pornography within the 
training data, the company decided to abolish any 
sort of “unsafe” sex- or nudity-related data from 
its training set. The quite logical consequence 
has been that the generator is no longer able to 
understand bodies at all. So, it seems machines 
need nude bodies to be able to understand how 
human bodies hold together, and when you with-
draw them completely from the training data, 
you end up with this kind of representation. I will 
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come back to that later because I think it’s fasci-
nating and it is, in my view, where the most excit-
ing aspects of generative AI lie; not because the 
results are so ugly or weird, but because this is, 
in fact, where the different social pressures and 
tensions on producing this kind of representa-
tion transpire. I then just typed “breakfast on the 
grass” (although I think “luncheon on the grass” 
is the accurate English translation), and this is 
the result it gave me.

Again, I will come back to this. I must clearly 
state that this example has absolutely nothing to 
do with Paul Trillo’s video, nor with Sora. What I 
am saying is that this might have been the kind of 
f law of representation that Sora might have been 
trying to avoid by having the characters running 
so fast. But I don’t think Sora would ever gener-
ate anything like the image above—which might 
even be the problem. 
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Now let’s consider the second level: the race. It 
also stands for something else, for a larger trend 
within the development of so-called AI technolo-
gies. Leopold Aschenbrenner, a former developer 
at OpenAI—the same company that developed 
(or is still in the process of developing) Sora—
wrote a 100-page-long treatise entitled “Situa-
tional Awareness” concisely summarizing where 
he (or maybe a chatbot, who knows) thinks that 
AI is going:

The AGI race has begun. We are building machines that 
can think and reason. By 2025/26, these machines will 
outpace many college graduates. By the end of the de-
cade, they will be smarter than you or I [sic]; we will have 
superintelligence, in the true sense of the word. Along 
the way, national security forces not seen in half a cen-
tury will be unleashed, and before long, The Project will 
be on. If we’re lucky, we’ll be in an all-out race with the 
CCP [Communist Party of China]; if we’re unlucky, an 
all-out war.3 

Here comes the race again, this time in the meta-
phorical sense. It’s an arms race about who will 
be the first nation to develop so-called AGI and, 
consequently, also AI-based weapons of mass 

3	 Leopold Aschenbrenner, “Situational Awareness—The Decade Ahead,” June 
2024, https://situational-awareness.ai (accessed May 15, 2025).

https://situational-awareness.ai
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destruction. “The Project” is a sort of variation of 
the Manhattan Project which Aschenbrenner ba-
sically wants to reissue, AI-themed this time, and 
fully backed by an all-out national effort by the 
U.S. to be the first nation to win the race. 

What I find especially interesting is how this 
race is structured as a sort of proposition, because 
since it has already started, there’s no way to stop 
it anymore. AGI and superintelligence are un-
avoidable, as is the transformation of anything AI-
based into a military question of national security. 
If we don’t win the race, someone else will; and 
according to Aschenbrenner, it is the West that 
must win.

Yet, we cannot fact-check any of Aschenbrenner’s 
claims that the APIs will be built by AGI. He 
means some sort of human-like assistant, but not 
a very smart one. This is supposed to happen by 
next year or within two years, and by the end of 
the decade, he thinks that superintelligences—
which are way smarter than AGIs—will have 
been developed; that, by then, the arms race will 
also already have been determined and with it 
the construction of major infrastructure. A huge 
amount of energy is necessary to run the Proj-
ect, as well as a vast expansion of the electrical 
grid amping-up energy provision to run $1�tril-
lion “giga-clusters,” as he calls them, to fully 
manufacture the AGIs, which in turn will pro-
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duce superintelligence that will then design even 
smarter weapons. 

The race is on, and the only option is to win. 
So why quote Aschenbrenner? His pamphlet 

circulated within circles taking an interest in the 
development of these technologies. He used to 
work at the same OpenAI that developed the video 
generator Sora and was fired because he had ex-
pressed safety concerns. What his concerns were 
about exactly is not entirely certain, but most 
likely it was industrial espionage; he was afraid 
that secrets of military relevance could be stolen. 
The company was not too happy, of course, and 
after some time let him go. It is noteworthy that 
around the same time “Situational Awareness” 
was released, Aschenbrenner found out that AGI 
needed an investment company. He is convinced 
that AGI will be developed in any case, and that 
if AGI is developed anyhow, one might as well 
profit from it. I must emphasize how little I know 
about it myself, and I suppose it is extremely hard 
for anyone who is not an insider of these indus-
tries to build an informed opinion. I think you 
can only guess whether any of those claims have 
any merits to them or not, because of course, all 
these technologies are proprietary. It is very dif-
ficult to fact-check Aschenbrenner’s declarations, 
and that he stands to immediately profit from his 
own unverifiable statements certainly does not 
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make him very trustworthy. But it doesn’t really 
matter whether he’s telling the truth or not, be-
cause just the fact that he declares that this might 
happen, and the fact that someone else might de-
velop these speculative technologies, is already 
enough to kick-start the race and to establish the 
idea that if you don’t get out first, then someone 
else will. In the case of an arms race, this could 
be a dangerous position to be in. 

There are many reasons why some people be-
lieve that Aschenbrenner’s prediction will not 
come true within the anticipated timeframe. Re-
cent indications suggest that the current AI boom 
might crash because many tech corporations 
simply cannot find a viable business model to re-
coup their investments and to break free from the 
Nvidia dependency—meaning the dependency 
on an extremely energy-hungry but also expen-
sive corporation supplying GPUs, or graphic pro-
cessing units—at least, not until someone finds 
another, cheaper option. Also, the development of 
new models might become more difficult because 
there is not enough data available, nor is there 
enough power. One might also hit diminishing 
returns in the improvement of these models, as 
limits are reached by the provision of energy or 
other resources, including chips, raw materials, 
and so on. There are numerous factors weighing 
in, according to economists, and they are not ran-
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dom people just guessing … even though econo-
mists are also guessing a lot, I suppose. They are 
not entirely convinced that the current AI hype 
and financial boom will persist over time but an-
ticipate some sort of deviation which would im-
pact Aschenbrenner’s timeframe. But again, it 
doesn’t really matter whether it’s realistic or not, 
whether or when AGI might ever exist at all. Be-
cause if the idea of a national security-based war 
economy has taken hold, then it’s almost impos-
sible to get rid of it again—unless international 
nonproliferation treaties are signed. 

The reason for this is not even rooted in fact, 
but in this idea of a competition already produc-
ing its own reality; and my suggestion is that, in a 
way, the structure of “The Hardest Part” showing 
this race is also a reflection of this reality. 

Meanwhile, this war economy is by no means 
a fantasy. It’s already happening. It’s already being 
produced. The deployment of AI on battlefields—
often used as laboratories both by big and small 
corporations to test their products—is already in 
full swing in Ukraine. We are witnessing a mas-
sive uptick in the development of so-called auton-
omous drones, which are quite important on both 
sides in that war.

Of course, there have also been a lot of im-
provements in these technologies, which have 
to do with the fact that the drone must be able 
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to do whatever it is supposed to—locking on a 
target and trying to destroy it—even if commu-
nication with it is jammed, which is something 
that apparently has happened a lot, like GPS jam-
ming. So, in that sense, the development of con-
sumer-grade technology, even anything akin to 
machine vision, for example, is taking big steps 
there. The Ukrainians have also developed a sys-
tem called “Grizzly” allowing for the processing 
of a large f low of that secret intelligence infor-
mation coming from various sources such as 
satellites, drones, social networks, media, and 
even hacked enemy databases.4 It takes 28 sec-
onds from the moment the information appears 
in the system until it is received. There are also 
many other Ukrainian inventions, one of which, 
for example, includes the development of a huge 
sensor system consisting of old phones and used 
to monitor any kind of sonic information. 

Considering these considerations, all of this is 
related to battlefield automation in Gaza. There 
have been reports related by Israeli magazines, 
Local Call and +972 Magazine, in which Israeli mil-

4	 NPR, “One Ukrainian Unit Defends Kherson and the Cover of Darkness,” NPR, Jan-
uary 28, 2025, https://www.npr.org/2025/01/28/nx-s1-5257409/russia-ukraine-
war-soviet-weapons#:~:text=One%20Ukrainian%20unit%20defends%20
Kherson,and%20the%20cover%20of%20darkness&text=KHERSON%20
REGION%2C%20Ukraine%20—%20Just%20before,call%20signs%20
for%20security%20reasons (accessed May 15, 2025).
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itary intelligence whistleblowers described data 
analysis tools used to generate a massive num-
ber of bombing targets on the basis of correlated 
phone location data, especially in the early period 
of the Gaza war. There was a case where the prob-
able targets (presumed low-ranking Hamas or Is-
lamic Jihad operatives) were bombed after they got 
home by dumb bombs, not smart ones; notwith-
standing that they were, of course, surrounded by 
families and neighbors. Even though it was gen-
erally accepted that at least 10% of these targets 
were wrong, it was deemed the most efficient (or 
cheap) way to kill them. One of those tools is (or 
was) cynically called “Where’s Daddy?”.5 

These are just a few examples of how machine 
learning technology is increasingly being tested 
on the battlefield, how it is being deployed to au-
tomate war, and how the war economy mentioned 
by Aschenbrenner is already, in fact, being devel-
oped and tested out on battlefields. Many compa-
nies use local battlefields as laboratories, such as 
the drones tested in the Ukraine by White Stork, 
the start-up founded by Eric Schmidt, former 
CEO of Google. 

5	 Rebecca Rommen, “Israel’s ‘Where’s Daddy?’ AI System Helps Target Suspected 
Hamas Militants When They’re at Home with Their Families, Report Says,” 
Business Insider, April 7, 2024, https://www.businessinsider.com/israel-ai-sys-
tem-wheres-daddy-strikes-hamas-family-homes-2024 (accessed May 15, 2024).

https://www.businessinsider.com/israel-ai-system-wheres-daddy-strikes-hamas-family-homes-2024
https://www.businessinsider.com/israel-ai-system-wheres-daddy-strikes-hamas-family-homes-2024
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So, there is the military angle of the race in re-
lation to AI, but there is also a third level that is a 
bit more general, which is why I think choosing a 
race to showcase AI is a good idea. Why this race 
again? What is the industry trying to blur by run-
ning so fast? 

Even if you take away the military component, 
which I think is unfortunately going to become 
increasingly important, the AI race is currently 
structured as a zero-sum game. The industry 
(or the market) is already imagined to be “win-
ner takes all,” meaning if one company—and this 
is taken from the Guardian—“spends $100 mil-
lion for a training run for a new AI model, then, 
as in a poker game, the competitors must decide 
if they want to wager even more or drop out of 
the race entirely.”6 This means that this really is 
a race, also, toward establishing a market monop-
oly, and it structurally tends to privilege bigger en-
tities or corporations because they have a lot of ad-
vantages: they have more training data, can pay 
for talent, can manage the necessary investments, 
and build infrastructure or data centers at scale. 
In this sense, the race is on to create near-monop-

6	 Dan Milmo, Alex Hern, and Jillian Ambrose, “Can the Climate Survive 
the Insatiable Energy Demands of the AI Arms Race?,” The Guardian,  
July 4, 2024, https://www.theguardian.com/business/article/2024/jul/04/
can-the-climate-survive-the-insatiable-energy-demands-of-the-ai-arms-race 
(accessed June 28, 2024).
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olies as fast as possible, on both a national and an 
international level, and this has real-world impli-
cations, even long before any sort of AGI- or AI-
based weapon of mass destruction is developed. 
This race is already on—to build more infrastruc-
ture, to invest more, to hoard more chips to build 
more data centers, and so on. 

This has led to the fact that Google and Micro-
soft, to name only two out of many other big data 
corporations, are missing their climate targets by 
far. Google has admitted that its greenhouse gas 
emissions had risen by 48% since 2019 and that 
there was great uncertainty about reaching the 
target of net-zero emissions because of the future 
environmental impact of AI, which is complex 
and difficult to predict. The situation is similar at 
Microsoft, meaning, overall, US model training 
and deployment is about 30% above its target of 
carbon neutrality by 2030. 

Whatever the goals of the race are, whether 
they are realistic or make any sense whatsoever, 
their effects are already playing out: they are very 
real and result in exacerbating both the climate 
and energy crisis. As you may know, very impor-
tant elections in the eastern part of Germany will 
be taking place two weeks from now [editor’s note: 
Thuringian state elections were held on Septem-
ber 1, 2024], and similar to what took place during 
recent elections in France and other countries, the 
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extent of the correlation between increased en-
ergy prices and the rise of right-wing parties has 
gradually progressed over the past few years. 

This has become extremely manifest since the 
start of the Ukraine war. Energy prices went up, 
inf lation went up, and that was a major trigger. 
If you came to the countryside close to where I 
live in Berlin, you would witness firsthand how 
energy prices are one of the main triggers for the 
rise of far-right parties. Of course, there is also the 
threat of AI-based automation and job loss which 
may, not immediately but soon, play into far-right 
hands. And this really makes me think that if 
this is the result we’re getting right now—there 
are no AGI and video generators and crazy chat-
bots that have to be reinforcement-trained, potty-
trained out of the idea of being Hitler—then it 
makes me think that so far, the only people ben-
efiting from the development of the race toward 
AI are major corporations, especially those also 
invested in military development: authoritarian 
states, of course, because they benefit from this 
information; emerging war economies; fossil and 
nuclear power providers; extreme right-wing or-
ganizations; and so on. So, it’s fully understand-
able that people might want to run away very 
quickly from this realization, because it’s so un-
pleasant and probably so difficult to accept that 
this is, right now, the main outcome of the race. 
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It is interesting to note that the reason for 
this rushed competition is still quite unclear, al-
though we all know—or at least it is my convic-
tion—that AI could actually be deployed to solve 
this issue and many others: those relating to big-
data crunching, statistics, medical research, the 
development of targeted medical treatments, and 
so on. But of course, no one is arguing about 
launching a new Manhattan Project for cancer 
research. I think that machine learning technol-
ogy could potentially be used to develop more 
rational ways to allocate resources within soci-
eties. It could be deployed to optimize energy 
consumption to lessen massive inequality, to im-
prove healthcare and social systems—as Cyber-
syn once promised Chile.7 But this would then 
probably be called Communism … 

For now, the fact is that the companies them-
selves admit they haven’t found what they call the 
“killer application.” They have no idea what these 
technologies are good for or how they want to de-
ploy them, except maybe for the original Kenner 
applications, which are weapons, but also automa-
tion features so silly that it’s hard to even describe 
them. For instance, when Apple launched its AI 

7	 Eden Medina, “Project Cybersyn: Chile’s Radical Experiment in Cybernetic So-
cialism,” MIT Press Reader, https://thereader.mitpress.mit.edu/project-cyber-
syn-chiles-radical-experiment-in-cybernetic-socialism/ (accessed May 15, 2025).

https://thereader.mitpress.mit.edu/project-cybersyn-chiles-radical-experiment-in-cybernetic-socialism/
https://thereader.mitpress.mit.edu/project-cybersyn-chiles-radical-experiment-in-cybernetic-socialism/
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Apple Intelligence, integrating ChatGPT, etc., in 
all their systems, the example chosen to illustrate 
how it would massively increase productivity for 
all users was that their Apple Intelligence would 
prevent overlaps between their work schedules 
and their kids’ birthdays. That is why this mas-
sive infrastructure was developed: building data 
centers, expanding the grid, fracking, extracting 
fossil fuel, mining resources, and whatnot. 

So, that was the ultimate goal for all these ef-
forts. A little disappointing, don’t you think?
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Pres�ure

Elsa Despoix

I began working on Pressure while attending “The Future of Sur-

vival” conference organized by the Locarno Film Festival and Uni-

versità della Svizzera italiana. Surrounded by discussions on sustain-

ability and cinema, I found myself looking down—literally—at the 

structures and cables under our feet. As an architect, I became curi-

ous about the physical borders and materials that make such a large 

event possible, especially in a space that was once swamp and forest. 

This curiosity led me to explore how the festival intersects with na-

ture, history, and technology. 

I wanted to document the festival’s infrastructure and the delicate 

balance between cultural celebration and environmental impact. My 

camera naturally gravitated toward the ground: the seams between 

building materials, the quiet efforts of tiny insects, and the foot-

prints we leave behind. Pressure is not meant to be a critique or a de-

finitive answer. Instead, it is an invitation to observe, ask questions, 

and consider how we might do better—both in Locarno and beyond. 

By revealing the festival’s hidden layers, I hope to spark a dialogue 

about how we can celebrate art while protecting the environment. 

https://youtu.be/pebkovXwie8
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On Cinematic  
Survival

Laura Huertas Mil�án

I am an artist, filmmaker, and researcher, a first-
generation Colombian immigrant who has lived 
in France for more than 20 years. Before I begin, 
I would like to contextualize my position as a di-
asporic speaker. The following ideas, organized 
into three sequences, are the result of an empiri-
cal process of writing, making, and producing 
films and art pieces. 

First Sequence

I would like to start with a provocation. Instead of 
thinking about cinematic survival, can we think 
about survival through cinema? I’d like to reassure 
everyone in the room: cinema will survive us all. I 
must confess that its disappearance, death, or radi-
cal transformation is really not my concern. What 
really concerns me is: how can filmmakers survive 
while doing this job? And film programmers? And 
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festival workers? And beyond that, how is cinema 
a tool for human resilience and survival? What can 
cinema do in an era of mass extinction? In times 
of war? In response to horror? To violence? If, ul-
timately, cinema doesn’t help us resolve or at least 
address any of these questions, I can say with con-
fidence that I cannot care about its survival. Before 
jumping to conclusions, I should start by asking a 
seemingly simpler question: What is cinema? That 
will inevitably raise more questions: What kind of 
cinema are we talking about?

To start narrowing down the kind of cinema 
that I’d like to talk about—the one that I care 
for—I would like to propose a personal defini-
tion of what I understand as “cinema”: every du-
rational event of light, sound, and movement that 
exists and allows a group of people to gather and 
be affected. And by “people,” I mean human and 
non-human beings. A cinematic event can be the 
pleasure of a domestic cat watching a sunset—I 
know one or two who do like sunsets. It can be the 
light ref lection produced by water when kissed by 
the sun. It can be an ayahuasca trip. Plato’s cave 
was probably a cinema. By proposing a form of 
cinema that is ontologically not necessarily con-
nected to the technology of the camera, I can touch 
upon the reasons I was drawn to cinema in the 
first place. If you grew up in a household where 
being a cinephile was not a thing, where going to 
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a cinema venue was too expensive, and owning 
a camera was out of the question, the cinematic 
experience probably does not reduce to going to 
the movies. Beyond having access to the material 
conditions that allow engagement with cinema as 
a cultural object and as technology, dissociating 
cinema from the 24-frames-per-second cameras 
allows us to think about a history of cinema be-
yond Western or Eurocentric perspectives.

It is evident that the cinematic experience pre-
existed cinema—we all have heard of magic lan-
terns, phantasmagorias, and other proto-cinema 
events. If we can imagine that for a Western his-
tory, can we also imagine it in non-Western cul-
tures? Arguing that cinema’s history goes be-
yond Étienne-Jules Marey, Eadweard Muybridge, 
Thomas Edison, and the Lumières is not only a 
way to decenter a history that has been too pain-
fully centered on the West, but it is also an em-
powering gesture of demystification. Indeed, 
among its legacies of violence, colonialism insti-
tuted a “Stone Age” myth that denied the very 
existence of non-Western technology—that term 
being reserved for tools and machines of strictly 
Western manufacture. That is why I would like 
to insist on the following two ideas: (1) Cinema’s 
ontology and raison d’être are not bound to the 
movie camera, and (2) Cinema will survive us all, 
even if movies stop being produced.



8�

Laura Huertas Mil�án

Second Sequence

The question might not be the survival of cinema 
but rather whether the people involved with cinema 
will survive. The first example that comes to mind 
when thinking about surviving through cinema is 
how some Colombian Indigenous filmmakers have 
instrumentalized cinema for survival. In 2009, in 
the Sierra Nevada de Santa Marta, near the Carib-
bean coast, Amado Villafaña, Saúl Gil, and Silves-
tre Gil, respectively from the Arhuaco, Wiwa, and 
Kogui nations, started the project�Palabras May-
ores, a series of short films that were released in 
film festivals and later broadcast on national televi-
sion. The aim of this project was to educate non-In-
digenous people, to explain to us and alert us to the 
ecological destruction that we are responsible for. 
For them, non-Indigenous persons are “little broth-
ers and sisters”—we are still infants who haven’t 
attained the age of reason. I must say that I don’t 
necessarily disagree with this idea.

The project�Palabras Mayores�was one of sur-
vival: of humankind, destroying the planet for no 
reason; of the Arhuacos, Koguis, and Wiwas, threat-
ened by multinational companies, extreme right 
paramilitaries, and state violence; of the Sierra Ne-
vada, a snow-covered mountain range whose snow 
is disappearing due to climate change. The project 
is rooted in the urgency of communicating an im-



8�

On Cinematic Survival

pending disappearance, or several of them. In that 
sense, it was literally a cinema of survival.

Palabras Mayores�was the transmission of the 
words of the elders’ wisdom to us, the little broth-
ers and sisters. But in order to film the spiritual 
authorities—the mamos—the camera needed to 
be “baptized.” I would like to share Amado Villa-
faña’s words about this process:

All the films we have made as a group, whether they 
are by [the film collective] Zhigoneshi or Yosokwi, artic-
ulate concerns by mamos [Arhuaco, Kogui, and Wiwa 
male spiritual leaders]. […] Everything not belonging to 
the territory is an unknown element; therefore, when it 
enters, either to be consumed or used as a work tool, it is 
necessary to adopt it within this spiritual plane and di-
rect it to the protection of the territory and to the knowl-
edge we call�kunsamu, or rule of life.

We speak of “baptism” but, in the spiritual sense, 
it means adopting elements foreign to the territory, 
registering in the spiritual world something that 
is foreign, that has not been there before. If that 
registration does not happen, there will be more 
harm than good. Objects that are unknown to the 
territory must be adopted so that they are useful in 
the defense of the territory and of culture. And the 
people in charge of carrying out this audiovisual 
activity of making a film, since they are going to 
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tread in sacred territory, must be registered in the 
spiritual world to carry out that activity. It is like 
having a visa to enter the United States.

The mamos prepare these people so that they 
can reach these sacred sites, taking care that they 
don’t accumulate a debt with the spiritual world, 
which is then exacted in the form of illnesses or 
other issues. The recorded activity of baptism was 
done at the sacred site of Domingueka, in Kogui 
territory. I also want to clarify that the adoption, 
the baptism, or the preparation to do the activity 
is the same with the Wiwa, the Kogui, and the 
Arhuaco. There is no difference even though we 
have different languages.

To transmit Indigenous knowledge through the 
tools of cinema—tools of Western manufacture—
these tools must be allowed into the spiritual 
realms of the Indigenous peoples that will trans-
mit their knowledge. This baptism is represented 
in an excerpt from another work by the same film-
makers,�Resistencia en la línea Negra (2011).

This excerpt illustrates my earlier point about 
the ontology of cinema being dissociated from 
cameras themselves. The Mamo Jacinto, who per-
forms the baptism in the film, explains it well. 
The cameras are foreign entities, but the images 
already belong to the Arhuaco, Kogui, and Wiwa 
peoples—“Luckily, I know the Mother of all im-
ages, and she lives nearby,” he says. This ontologi-
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cal subversion blew my mind the first time I had 
the chance to see this film. Coloniality has imposed 
on us the idea that cinema is always foreign to the 
Global South, that it belongs to the West, and that 
we must inevitably catch up with so-called civili-
zation. But here, how empowering and inspiring 
it is to hear and see Mamo Jacinto saying that the 
“image already belongs to us”! They are not appro-
priating anything foreign; they are synchronizing 
different tools—the ones already ancestrally acces-
sible and the ones that have recently arrived. By 
doing so, this film becomes not only an act of sur-
vival of ancestral knowledge and rites, it also re-
activates the very power of cinema as a ritual and 
spiritual endeavor for the spectators. Every time I 
see and understand this sequence, I definitely feel 
that something in my soul is healed.

Third Sequence

By now, it should be clear that surviving through 
cinema is not just about representing the violence 
that threatens survival. It also means integrating 
the process of making the film into the film itself. 
The production is no longer an invisible infra-
structure behind the scenes; instead, the way that 
infrastructure is built directly shapes the viewer’s 
experience. In other words, “We must make polit-
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ical films” and “We must make films politically.” 
As Jean-Luc Godard put it: 

“To make political films is to describe situations; to 
make films politically is to conduct a concrete analysis 
of concrete situations. Making political films involves 
understanding the laws of the objective world to explain 
it; making films politically involves understanding these 
laws to actively transform the world.”1

For me, both surviving through cinema and mak-
ing political films politically have meant moving 
beyond survival mode, especially when it comes to 
the economic aspects of filmmaking. Just recently, 
I spoke with a U.S. filmmaker who had recently 
released their feature film. They shared its budget 
with me: $18,000. To give you an idea of how lit-
tle that is, if you search “indie film—low budget,” 
you’ll see figures closer to $2 million. So, $18K is 
incredibly low for a feature film!

While it’s great that small-budget films can 
exist, they cannot be our only alternatives to com-
mercial, mainstream cinema. In fact, I find it trou-
bling that auteur film festivals, producers, and ac-
ademia often romanticize precarity, perpetuating 
the false notion that auteur films must be low-bud-
get. But here’s the reality: that $18K film didn’t ac-

1	 Jean-Luc Godard, “Que faire?,” Afterimage 1 (1970).
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tually cost $18K. This misunderstanding reflects a 
fundamental misapprehension of value and econ-
omy. To account for two years of full-time work—
the typical time it takes to make a film—at the 
U.S. minimum wage, you should add $30,000 to 
that $18K budget. If the crew was underpaid, you 
need to repeat this calculation as often as neces-
sary. Only then will you understand the true cost of 
your film. It’s only after such a calculation that you 
can honestly say, “It is possible to make a film with 
this amount of money.” Otherwise, we risk becom-
ing complicit in neoliberal production models that 
drive down production costs for maximum profit.

Furthermore, having economic literacy in film 
production can help you avoid several traps:

1.	 Claiming that you made a film with $18K 
while relying on another full-time job or fam-
ily support that allowed you to work unpaid.

2.	Normalizing the idea that filmmakers don’t 
need basic necessities like food, housing, social 
insurance, holidays, or money, and therefore 
don’t need to be paid.

3.	Reinforcing the notion that working-class and 
low-income people are not creators and cannot 
be artists.

4.	Exploiting those involved in your film because 
you don’t equate work with a salary, thus extend-
ing your self-exploitation to your collaborators.
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The real danger here is being unaware of how 
damaging such an economic model can be, par-
ticularly for marginalized communities involved 
in your film project. If you are not paying your-
self, not considering profit, future income, or the 
cultural capital produced, how can you have the 
necessary conversations with your collaborators 
about these issues? My 10 years of working in the 
Colombian Amazon with a Murui and Muina 
family and collaborators have forced me to con-
front my own lack of economic literacy—a topic 
that art schools often overlook. 

Exiting survival mode could be a way to break 
free from cinema’s extractivism, and it also brings 
up crucial questions about audiovisual sovereignty.2 

2	 As David Hernández Palmar says, “Audiovisual sovereignty is being built when 
Indigenous filmmakers decide who their audience is or what direction they want 
to take—whether it is for the community itself or to speak to the world, as in the 
case of Amado. I feel that all of Amado’s works are manifestos directed at hu-
manity; they belong in the stratosphere. Now we are witnessing a moment where 
there’s a growing need for sovereignty in production setups, a need being ad-
dressed primarily by Indigenous filmmaker sisters who are critically examining 
whether non-Indigenous projects are contributing or extracting. It’s not enough 
to hire an Indigenous person as a field producer. When it comes to recording stories, 
there must be recognition in production, co-production, directing, and co-directing. If 
it doesn’t necessarily mean that non-Indigenous people can’t tell our stories, what 
does it concretely mean? We need to keep having these discussions in public fo-
rums.” Olovaili Green, David Hernández Palmar, Laura Huertas Millán, Nelly 
Kuiru, Pablo Mora, Mileidy Orozco Domicó, and Amado Villafaña, “Sovereignties, 
Activisms, and Audiovisual Spiritualities (Part 1)”, Translated from Spanish by 
Alejandro Jaramillo, World Records (New York University) 7, article�2 (n.d.), https://
worldrecordsjournal.org/sovereignty-activism-part-01/ (accessed June 3, 2025).

https://worldrecordsjournal.org/sovereignty-activism-part-01/
https://worldrecordsjournal.org/sovereignty-activism-part-01/
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Hands Of�, Eyes On

Donatel�a Del�a Rat�a,  
R. Ales�andro Turchioe,  

and Sofia Busquets

This video essay is a meditation on memory, politics, and the un-

settling persistence of images. Through the recurring presence of a 

simple yet charged phrase, “Hands off Syria,” on a wall in Locarno, 

Switzerland, we trace the trajectory of a revolution, a war, and the 

lives entangled in both. The wall, an unyielding witness, becomes a 

silent antagonist, ref lecting the contradictions of cinema’s power: to 

document, to amplify, yet also to commodify and betray.

This work is a meditation on the weight of images, the burden of sto-

rytelling, and the limits of cinema in the face of unfolding violence. It 

is an elegy for those who filmed, fought, and fell, and for the images 

that survive them—pixelated, shaky, undeniable.

Hands Off, Eyes On incorporates images of the Arab Spring in Syria 

from archival footage shot by Bassel Safadi, a prominent Syrian ac-

tivist and computer programmer who was murdered by the Syrian 

regime.

https://vimeo.com/1053416784/359d455b11?ts=0&share=copy
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Digital Migrations 

Suneil Sanzgiri, Devika Girish,  
and Greg de Cuir Jr.

Devika Girish (DG)—Suneil and I were talking a lit-
tle bit on our way here about where to begin with 
the question, “How does digital media allow us 
to confront legacies of colonial extraction?”. And 
the thing that we got stuck on and sort of started 
arguing about is: What is digital media? What is 
that term? Suneil, what are the media that you use 
in your filmmaking practice, and why? What are 
the choices that led you to the tools that you use in 
your practice?

Suneil Sanzgiri (SS)—My work employs a lot of dif-
ferent varieties of media, from 16mm and hand 
processing, hand developing, and direct anima-
tion. I use a lot of preexisting material that I link 
to images from the past that I like to commune 
with and generally find a way to alter or engage 
with in different ways. But I also use a lot of dig-
ital content: everything from desktop aesthetics 
to drone footage, LIDAR scanning, photogram-
metry, 3D renderings. Often, I’ll confuse the two 
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by filming those digital animations, the 3D ren-
derings, the desktop aesthetics back onto 16mm, 
and you see the sprockets. There’s an intentional 
slippage between the analog and the digital that I 
find to be productive in different ways. 

The first film in this trilogy of works, which 
is called Barobar Jagtana—a Konkani phrase that 
loosely translates to “continuously surviving” or 
“continuously living”—is called At Home but Not 
at Home (2019), which is a quote from an inter-
view with the cultural theorist Stuart Hall.1 I re-
alized I had very little assets. I started to make a 
film about the desire to connect to my ancestral 
homeland of Goa, where my family lives, where 
my ancestors came from, but a place I had never 
been, I had not gotten a chance to go. The film 
begins with these email exchanges, with a videog-
rapher that I commissioned to film parts of Goa, 
parts of the landscape, the train station, etc. Then 
I started interviewing my father about his mem-
ories of growing up under Portuguese colonial-
ism. I asked innocuous, banal questions, such as 
“What was your first time at the cinema?,” which 
led to so many other questions about the implica-
tions, the scarcity of resources, but also this ex-

1	 Stuart Hall, “At Home and Not at Home: Stuart Hall in Conversation with Les 
Back,” in Essential Essays, vol. 2: Identity and Diaspora, ed. David Morley (Dur-
ham, NC: Duke University Press, 2019), pp. 263–300.
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panded sense of time. I had no material other 
than my laptop and the interview with my father 
that I recorded on Skype. 

I had been really interested in the parallel cin-
ema movement. A lot of it was looking at other 
images, images from other spaces—for instance, 
Guru Dutt’s film Baaz (1953). Dutt, for those who 
don’t know, was an incredible filmmaker who 
made most of his films in Hindi, but he actually 
is Goan, or his family is Goan, so he’s a Konkan 
filmmaker. In his film Baaz there is an image of 
a burning Portuguese slave ship. That, to me, was 
like one of these images like local, insurgent, an-
ticolonial efforts in a film that takes place in the 
nineteenth century, which also explored this idea, 
this knowledge that anywhere colonialism has ex-
isted in the world, there has always been a resis-
tance to it from day one. This film, made in the 
1950s, really exemplified that. I do a lot of cita-
tional practice, sampling other works that are in 
the lineage or in the continuum of conversation 
that I’m interested in. 

Just one more thing about the photogramme-
try and the LIDAR scanning—that is the technol-
ogy that, when we get into conversations about ex-
traction, is this very literally extractive technology 
that is used to mine iron in Goa, where my ances-
tral house is, a place that has been devastated by 
the mining industry.
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The third film in the trilogy utilizes this very 
colonial technology of satellite mapping and 
LIDAR scanning, laser scanning. But we used it 
to map my ancestral house, which is where my 
father grew up and where 30 of our family mem-
bers would sleep. It’s this really beautiful, old Por-
tuguese-style home.

So it is like the question, is it possible to utilize 
these technologies, instead of exploitation and ex-
traction? 

Greg de Cuir Jr. (G DC)—In the array of techniques 
that you’ve just mentioned, what do you consider 
new media and old media? How do you distin-
guish these techniques as new and old media, and 
what are the qualities that are the discerning lines 
for you?

SS: New media is a lot about distribution and dis-
semination, because we understand that, like 
radio and television, cinema and film had one 
particular mode of dissemination and distribu-
tion. But we are in a new era. The fact that I can 
pirate films that I want to sample, and download 
them, and I use that as a citation practice. The fact 
that I can just find so many images that resonate 
with me and then redistribute, distribute them, 
find a different way to engage with them.
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I love the fact that my work is pirated, the fact 
that my films are on Karagarga, they’re on Soli-
darity Cinema. If you really want my work, please 
seek it out. You can steal it, I’m fine with that. I 
would like to get paid, but if someone is going to 
steal it anyway, let me see your stuff too. There’s 
this whole distributive model. I think that how I 
look at digital media is about the question of dis-
tribution. 

DG—Greg, maybe at this point I’d like to bring 
you in and talk a little more about the distinction 
between old and new media in your curatorial 
and research practice. You are often excavating 
histories of African and Asian cinema, primarily 
a lot of African and black cinema. And it is often 
said of African cinema that the filmmaking re-
sources in Africa were so tightly controlled by the 
colonial entities in the first half of the twentieth 
century that in some parts of Africa there’s very 
little in terms of filmmaking history or archives 
that’s homegrown. And often digital media, new 
media, whatever you want to call it, is related to 
this f lourishing of filmmaking practice in those 
parts of the world that attained independence 
later. Also, these frameworks gave filmmakers 
and artists in those parts of the world access to 
less capital-intensive resources. I’d like you to in-
terrogate this context, if you don’t agree with it, 
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because sometimes the telling of history is very 
weighted in these contexts as well. But also, how 
do you differentiate between old and new media? 
In what ways do those definitions limit our under-
standing of film history?

GDC—First of all, I feel that everything old is new 
again. It’s interesting when you talk about sam-
pling, which is a language that I also feel very 
comfortable with. We can think about digital 
media as enabling new sampling practices. But, 
obviously, sampling as an act is nothing new. I 
think there are some inherent subversive quali-
ties to sampling, and that’s why I’m kind of drawn 
to that language. That’s my natural cultural lan-
guage. 

We have to talk about the colonial roots of cin-
ema, or the colonial residue that’s been attached to 
the camera from the beginning, and to the indus-
try, and even, in some cases, to the art of cinema. 
There’s a question that I wanted to ask Suneil on 
this idea of what’s old and new, because one of the 
things that I appreciate in your work is this f luid-
ity or this f luency with technologies, whether it 
be analog, whether it be digital formats, whether 
it be photogrammetry and more.

It’s hard for me to answer the question from 
my perspective and my research, because I try not 
to differentiate too much between what’s so-called 
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old media and what’s so-called new media. When 
I’m putting together a program, I follow the art-
ists and I follow the work. I might just as easily 
put in a music video from the 1990s that looks to 
the future as I would include a 16mm film from 
the twenty-first century that looks to the past. I 
mix and match all those things together.

DG—I’m wondering, if the premise of this talk is 
“How can digital media allow us to confront co-
lonial legacies of colonial extraction?,” it presup-
poses that there is something specific about dig-
ital media and its relation to colonial extraction 
that’s different from analog media’s relation to 
colonial extraction. Do both these forms of film-
making have different relations to colonial extrac-
tion? Does one allow us to confront this legacy 
better than the other? Or is that the wrong door to 
be knocking on? 

GDC—Coming back to this idea of accessibil-
ity, open source, and all these tools that are now 
more readily available: I think this offers more en-
tryways, more entry points for a counter-cinema 
practice, or a counter-colonial artistic practice. 
Whether we talk about the Global South or the 
Global North, having tools and being able to get 
artists’ hands on more tools opens up more doors 
toward potential forms of critique. Going back to 
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the original essence of your question about Af-
rica or other places that may have suffered under 
the yoke of colonialism, I want to believe that it’s 
somehow a breath of fresh air to have more read-
ily available tools. But I think that with new tech-
nologies come new methods of control, surveil-
lance, and extraction. I hope also that with the new 
times, new methods, and new media come new 
artists who have that media literacy and those tools 
at their disposal to continue to outflank and out-
think these colonial actions. I’m optimistic in that 
sense, but there’s a lot of work to do.

DG—Suneil, do you think that one or another 
form or category of media lends itself better to 
this confrontation with colonial legacy? Do you 
think that there is value in approaching the ques-
tion this way?

SS—It’s a very tangled question, because I don’t 
think we can put qualifiers in certain ways. If we 
look at the sort of anticolonial film output that was 
made during actual anticolonial revolutionary mo-
ments of film fomenting insurrection, like in the 
1960s, 1970s—to take the Portuguese colonies in 
Angola, Guinea-Bissau, Mozambique, for exam-
ple—the amount of film output there was aston-
ishing. At one point, Jean-Luc Godard just got as 
much money as he could from the French govern-
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ment and tried to give it to—I’m pretty sure—to 
Angola. And he tried to get as many cameras to 
the people as he could. The revolution is to get as 
many cameras into the hands of the people as pos-
sible, so they can document their own revolution. 
He had, obviously, preconceived colonial notions 
of what that might look like, but, at the same time, 
he wanted to give more access to a population, to a 
people without the necessary critical development. 

This is what’s interesting about places like 
Guinea-Bissau, Angola, and other places. In 
these anticolonial revolutionary efforts, educa-
tion was at the forefront, and it was poetry. Poetry 
was a huge part of the educational initiatives, like 
revolutionary poetry. I’m just thinking about the 
way in which poetics was a necessity of the ed-
ucational praxis, revolutionary praxis for young 
schoolchildren. This is the mangroves, the secret 
places where the Portuguese weren’t bombing. 
Likewise in India and Goa, we didn’t have a lot of 
film production. There were not a lot of cameras. 
Poetry was the device. Going back to cameras or 
technology, I don’t know if access to more cam-
eras, more phones, more computers, necessarily, 
inherently, is going to produce the kinds of out-
comes of a counter-colonial or critical practice.

GDC—I want to come back to the question that I 
wanted to ask Suneil, in terms of technology and 
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coloniality. This is what I’ve often been wonder-
ing lately: how would we begin to conceptualize, 
or to gesture toward, or even fantasize about a de-
colonial technology? Instead of trying to do some-
thing better with the tools that are laden with this 
residue, how would we develop new tools that 
may come from a space of decolonial thinking?

DG—It’s not really a response, but I want to point 
back to something Suneil said earlier, when he ac-
tually placed the emphasis on distribution. I want 
to add that as a layer to your question, is there de-
colonial and colonial technology? Is that the right 
adjective for technology? This is an open question. 
Is technology what you make of it? What makes 
it colonial or decolonial is the circuit of produc-
tion and distribution. Even when we talk about ex-
traction, something that often comes to my mind 
is how colonial markets, like colonial capitalism, 
worked, which is raw material drawn from the 
colonies, the industry being based in the metro-
pole and being sold back to the colonies. 

When I go to festivals and I see amazing films 
from the Global South, and then you see that Hu-
bert Bals Fund and Sundance Lab and all the 
funding bodies are Western. I’ve talked to Indian 
filmmakers who were telling me that this is the 
only way they can get funding to reach a certain 
level of professional expertise to get into certain 
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markets. Sometimes I feel that this evokes that 
circuit. It’s hard to make films about black and 
brown people in the Global South. Those films 
are not necessarily being funded, and neither are 
they going through those post-production houses 
that are often based in Europe. Those films aren’t 
necessarily showing in festivals or being theatri-
cally shown in the places where they were made. I 
guess when you said, “What would it take to make 
a decolonial technology?,” is the answer, “What 
would it take to develop a circuit of production 
and distribution that veers away from those old 
circuits?” 

SS—I completely agree with that. I also just want 
to add that the way in which we’re phrasing this, 
like a colonial or decolonial technology, is al-
most like a techno-determinist argument. Which 
is saying that technology is the thing that is in-
herently doing the colonialism, or technology is 
doing the decolonizing, rather than the society 
which produces the technology in the first place. 
Earlier there was a panel about the possibilities of 
AI being used essentially for better programing 
of what AI is not doing itself. Can I program AI 
to be better, but in service of humanity, in service 
of logically structuring our very illogical society? 
But the idea is that our society is not set up for that 
in the first place. So, why would we even expect 
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technology to care about humans and the survival 
of humans, if humans don’t even care about hu-
mans or the survival of humans in the first place? 
I think that a technologically determined argu-
ment is that in order to have a decolonial technol-
ogy, we need to have a decolonized society, right?

DG—I want to talk about the ways in which 
digital media and playing with these two forms 
brings us closer to things that don’t exist. That’s 
something your work does, right? It brings us 
closer to worlds that don’t exist in reality, and 
the effect that produces, whether that’s like mel-
ancholy or desire, or you encounter a visualiza-
tion of a thing that’s close to what you know, but 
isn’t that, doesn’t conform to the laws of physics 
around you.

SS—I think that animation gives us possibilities 
that are not defined by this world, and are not de-
fined by the limits and the constraints and the op-
pression and all of the pressures that exist on this 
world. We have an opportunity. Of course, there’s 
not like a kind of blank slate, right? When we at-
tempt to think of new worlds, we often hit the lim-
its of our own imagination because our own imag-
inations are conditioned by all of the structures 
that we are surrounded by and the environments 
in which we grew up. Our imaginations are colo-
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nized, our imaginations are gentrified, so it’s nec-
essary to exercise that muscle. I think that 3D ren-
dering, direct animation, etc., are tools through 
which we have the opportunity to attempt to visu-
alize something else.

DG—The effect of these digital modulations ac-
tually gives some kind of form to a diasporic ex-
istence, which is obviously central to your work, 
Suneil, in both very concrete and abstract ways. 
And the existence in diaspora is also increasingly 
the condition of the world, both due to violent dis-
placement and due to increased ability to travel—
some people have that luxury, but upon others, it’s 
enforced. I’m also interested in talking about how 
these stylistic choices try to touch that feeling of 
being, to quote one of your films, “at home, but 
not at home.”

SS—I think this is also a question about the essay 
film. Its history has been pioneered by excellent 
filmmakers who are forced to live in exile and 
who are forced to find new ways to navigate, es-
pecially under political repression in Iran. In so 
many other places, increasingly in India, where 
you’re not able to speak to the thing you want to 
speak to, you can’t confront power directly. All of 
these are ways in which the societal conditions of 
diasporic filmmakers create and necessitate this 
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creative fugitive. There is so much possibility in 
the question of a migratory image, a migratory 
cinema.

GDC—You mentioned it before, Suneil: we have 
to decolonize our own minds, and that’s already a 
struggle on multiple fronts. I know how it feels to 
exist in the margins, and displacement, feeling at 
home but not at home. That’s the story of my life 
in North America and in Europe. What I’m won-
dering is, for a filmmaker like you that’s got these 
strong ties to your roots in Goa, but being born 
and raised in Dallas, living and working primarily 
in North America, what would it feel like? What 
I’m dreaming of in terms of a decolonial practice 
and world is just the ability to make it easier to 
move more. Because what I’m wondering is—and 
this is not at all meant to be a leading or critical 
question—how do you imagine your films would 
play in your homeland that you’ve never visited? 
Or is that even a wish for you at all? Is that the au-
dience that you would like to speak to or not, and 
why? 

SS—After I made the first film, I was like, enough 
of this bullshit, I need to go to India. So, I bought 
myself a ticket. I made these films with no fund-
ing. I worked as many jobs as I could to make the 
films. All of these films were made for myself. 
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With the second film, Letter from Your Unknown 
Country, that is how I met Devika and so many 
friends of mine. We’ve done organizing together, 
we’ve spoken at length and created a huge support 
network for each other and share a very particu-
lar antifascist politics. That is the calling of why I 
make these works.

Now, to go back to your point, the work has 
screened in Goa, and the reception has been un-
believably moving. There is a very particular sen-
sibility to the films in Goa, especially that last 
film, Golden Jubilee, which has a folklore kind 
of element to it. They’re like, we cannot believe 
that this film has traveled around the world, that 
the story, that folktale that they grew up with, is 
playing at all these festivals. This last film was in 
Konkani, mostly my father speaking his native 
language of Konkani, which he unfortunately did 
not pass down to me because it’s not spoken out-
side of Goa. It was a language that was banned 
from the 1600s onward, and it wasn’t practiced. 
I mean, it was practiced clandestinely and dis-
creetly. My family kept that language alive, as did 
many Goan and families, for generations, and it 
died with me. And it’s really hard to learn; it’s not 
a dialect. But anyway, I have people who come up 
to me anytime they see these films, and they’re 
like, “I cannot believe I’m hearing Konkani on 
screen.” I have so many people who are like, 
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“you’ve unlocked these memories of hearing my 
grandmother’s language,” and it’s a spark to them 
to figure out their relationship to Goa. 

This relationship with migration is not just 
with food and scent and memory; language is 
so essential. My new film, Two Refusals, is all in 
Konkani, which most festivals do not even list as 
an option. I can’t even say the film is in Konk-
ani because it is not on the dropdown list. But 
there’s an intention behind that. Diasporic long-
ing and all these things are also a desire to make 
this work and to connect with like-minded peo-
ple. I think there is a separation, growing up in 
Texas, with a lot of internalized white suprem-
acy. I wasn’t taught to love my people. I wasn’t 
taught to love myself. It was through cinema that 
I started to love myself. Seeing images, to under-
stand that there was an entire movement of cin-
ema in India. 

I make films so I can connect with more peo-
ple, so I can have these conversations, to grow 
these relationships and the community. 
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Locarno parla  
italiano—4�4!  

Glitching Locarno  
Film Festival 

Silvia Cipel�et�i and Evelyn Kreutzer

This video essay grew out of an experiment, which took place over the 

course of half a day during the Locarno Film Festival. The experiment 

arose from the observation of a particular phenomenon: an apparent 

disconnect between the international and glamorous atmosphere of 

the film festival, the cultural and linguistic peculiarity of the festival’s 

locale, and the small scale of the city of Locarno. From a common lack 

of Italian subtitles on the big screens, sidelined by the other two Swiss 

national languages, French and German, to the diverse range of ac-

tivities in different areas of the city, we repeatedly noticed a strange 

“glitching” effect—a disconnect between local and global, between 

languages, and between different demographics on site.

https://www.youtube.com/watch?v=3-ACtnqsrt0
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What happens when an international and globally renowned film 

festival is confronted with the everyday life of a small, peripheral 

town in the Swiss landscape? What realities or parallel dimensions 

are generated through this clash of scales, languages, and cultural 

environments? Janet Harbord states that “film festivals are events 

tied to place, part of the calendar of local rituals that perform and 

enact the specific nature and appeal of a location for both inhabitants 

and visitors.”1 We wanted to find out how this idea unfolds in the 

landscape of Locarno, investigating the short- and long-term impact 

of the festival on the fabric of this Swiss town.

1	 Janet Harbord, “Contingency, Time, and Event: An Archaeological Approach to 
the Film Festival,” in Film Festivals: History, Theory, Method, Practice, ed. M. de 
Valck, B. Kredell, and S. Loist (New York: Routledge, 2016), p. 70.
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Betwe�n Se�ing  
and Saying in an  
Age of Austerity

Erika Balsom

In his 2024 article “Videographic Film Studies,” 
Volker Pantenburg names 2007 as a turning 
point in the production of videographic criti-
cism.1 He rightly underscores how, from this mo-
ment on, this field of practice was nurtured by 
the increasing availability of prosumer tools and 
the emergence of online networks of dissemina-
tion, such as YouTube, Facebook, and cinephile 
blogs. Almost two decades later, when the video 
essay has become a part of many film studies 
curricula, alongside the conditions of possibility 
Pantenburg names, it is worth also looking back 
on what else was going on during this same pe-
riod. In 2006–07, universities in England began 
to charge fees of up to £3000 a year; in 2012, this 

1	 Volker Pantenburg, “Videographic Film Studies,” Mediaesthetics: Zeitschrift für 
empirische Medienanalyse 5 (2004), https://doi.org/10.17169/mae.2024.97.
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jumped to £9000. In 2008, there was the finan-
cial crisis. The Pew Research Center reports that 
as of June 2024, U.S. students owe approximately 
$1.6 trillion in student loans, up an astounding 
42% from just 10 years before.2 Meanwhile, pub-
lic investment in higher education has stagnated, 
if not declined, in the United Kingdom and the 
United States. These are different starting points 
for thinking about a period that has been charac-
terized not just by the availability of new digital 
tools but also by an assault on humanities edu-
cation in the Anglo-American context and a gen-
eralized sense that the infrastructure of higher 
education is increasingly costly and increasingly 
fragile. Our gathering here in Locarno takes as 
its theme the notion of “survival.” If we want to 
talk about survival strategies, we also need to talk 
about what is dying, or at least in danger of dying. 
In the United Kingdom and North America (the 
contexts with which I am most familiar), one 
thing that seems to be dying during this period is 
the idea that there is a real value—and not neces-
sarily a monetary one—in a liberal arts education. 
It is a time of austerity, cutbacks, and rocketing 
student debt; a time when humanities programs 

2	 Richard Fry and Anthony Cilluffo, “5 Facts about Student Loans,” Septem-
ber 18, 2024, Pew Research Center, https://www.pewresearch.org/short-
reads/2024/09/18/facts-about-student-loans/ (accessed May 14, 2025).
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are increasingly being asked to justify what they 
do as being of relevance to the “real” world. 

We might say that a work of videographic criti-
cism and a written article are of equal relevance 
to this supposedly “real” world. But in fact, univer-
sity administrators often assume that the “doing” 
or “making” that is involved in a video essay is 
somehow closer to that “real” world than writing 
is. Certainly, at my university, making video essays 
is seen as a form of “practice” in a way that writ-
ing is not, something that is more “hands on”—
and “hands on,” under this ideological regime, is 
seen to be a very good thing. We are encouraged to 
offer video essays as assessments, even in classes 
that offer no consideration of or instruction in the 
form. Video essays tend to be seen as more fun 
to undertake than a traditional academic paper, 
and thus are presumed to be of greater interest to 
students who are increasingly treated as consum-
ers. They are appealing to academics, too, in part 
because they can circulate widely online, outside 
the paywalls of peer-reviewed publications, where 
they mix with various forms of user-generated 
content. I’m not against fun, creativity, nontra-
ditional scholarly outputs, or reaching audiences 
beyond academia. But I cannot separate the insti-
tutional endorsement of the video essay from the 
commercialization of higher education, the deval-
uation of the traditional humanities, and the idea 
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that all things digital will save us. If we are here to 
talk about matters of survival, the adoption of the 
video essay as a form of academic research and 
student assessment might indeed be a “survival 
strategy” for departments seeking to keep up en-
rollments and compete in this new marketplace.

It is against this backdrop that I feel compelled 
to defend writing itself as part of a broader de-
fense of the humanities. I would argue that aca-
demic writing is a creative practice, or at least it 
can be one. With the advent of tools like ChatGPT, 
it becomes only more important to think in these 
terms. When writing is compared to the making 
of video essays, it is often said that the video essay 
can do more: you still have written language, gen-
erally in the form of voice-over commentary or on-
screen text, but you also have the capacity to quote 
films directly, to show. It is true that writing can-
not do this in the same way; as Raymond Bellour 
memorably put it in 1975, film is an “unattainable 
text.”3 However, within the many celebrations of 
the video essay’s citational capacities, there lurks 
an assumption that describing the visible in words 
is a merely instrumental task, something better 
skipped over if possible. This position seems to 
say, why describe? Just show the real thing. 

3	 Raymond Bellour, “The Unattainable Text,” Screen 16, no. 3 (1975), pp. 19–27.
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This attitude strikes me as a devaluation of one 
of criticism’s primary tasks: the art of ekphrastic 
description. As Timothy Corrigan writes in his 
book Describing Cinema, “Video-essays usually 
shift the place of linguistic rhetoric from the cen-
ter of description to the margins of the images 
being represented.”4 While Corrigan is not es-
pecially critical of videographic criticism and ac-
knowledges that it too has descriptive possibilities, 
I cannot help but read Describing Cinema, with its 
celebration of the rhetorical force of ekphrasis, as 
a gentle push back against the rising popularity of 
the video essay. I had something similar in mind 
when I began work on my short book TEN SKIES 
(2021), about James Benning’s 2004 film of the 
same name. This film is ostensibly very easy to 
describe: it comprises 10-minute long takes of 
the California sky, shot on 16mm with no camera 
movement. There are many reasons I was drawn 
to writing about this film, but one of them was that 
I thought it would be an especially difficult task. 
The experience of watching this film, for me at 
least, involves a drift between very close attention 
and allowing one’s attention to wander. I wanted 
to mirror this in my writing about the film, and so 
I divided the book into 10 chapters, one for each 

4	 Timothy Corrigan, Describing Cinema (Oxford: Oxford University Press, 2024), 
p. 12.
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shot. Each chapter includes a description of that 
shot and also wanders into various different con-
texts and concerns—one of which is this question 
of ekphrastic description and its difference from 
the video essay. When the book came out and this 
particular chapter was excerpted and published 
online in Mubi Notebook, some people thought 
that I was denouncing videographic criticism. It’s 
time to set the record straight: I am not against 
video essays. The argument in TEN SKIES was 
not an argument against anything; it was an argu-
ment for the craft of writing and, specifically, for 
the power of ekphrastic description, articulated at 
a time when I felt the latter was being implicitly 
devalued. 

Here is an excerpt from this section of the book:

Boosters of so-called videographic criticism exclaim 
how wonderful it is that films are now directly, easily 
quotable. This branch of activity uses prosumer soft-
ware to produce cinephilic commentary through audio-
visual means, bypassing the pesky task of evoking the 
object of study through writing. Why torture yourself to 
laboriously describe a shot in words when you can just 
excerpt it in a video essay? This, more than anything 
else, seems to be the great enticement of the proliferat-
ing form. Faith in the power of showing relieves a heavy 
burden. It promises to remedy criticism’s dependence 
on the reader’s memory and imagination, banishing the 
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mental image summoned by language in favor of the 
actual image, excerpted and re-presented as support for 
the critic’s claim. 
Writing in 1975, theorist Raymond Bellour suggested 
that film is “peculiarly unquotable, since the written text 
cannot restore to it what only the projector can produce.” 
Stills can offer some help in suturing the gap between 
viewing and writing, but the wound nevertheless gapes. 
No longer. The moving image used to slip away in the 
f lux of time, but these days what Bellour called the “un-
attainable text” has stopped playing hard to get. 
I don’t make video essays. And by now it should be clear 
that there are no film stills reproduced in this book. 
Though this decision was not my own, I welcomed it. 
Somehow it seemed right that any encounter with the 
images of TEN SKIES should be absolutely separate 
from my words. I don’t reproach those who wade into 
the electronic waters of videographic criticism, yet I can’t 
help but feel that something is lost in the abandonment 
of, or at least the reduced dependence on, the writerly 
task of evoking the absent film, impossibly arduous as 
it may be. 
Description is already a kind of interpretation, and a spe-
cial kind at that. Many works of videographic criticism 
seem to say, see, isn’t it obvious? They tend to traffic in 
select methods of analysis: side-by-side comparisons, 
the accumulation of motifs. We can see precisely how a 
recent film pays homage to an earlier work; we can see 
all the frontal compositions of an indie auteur mashed 
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together. This trust in the self-evidence of the visible is 
one way the practice differs from its (distant) relative, 
the essay film, a mode that embraces hesitations, gaps, 
uncertainties. It is also a way it differs from writing. I 
admit that videographic criticism can do valuable things 
that text alone cannot, but amidst the pervasive tendency 
to equate new with better, what has been less remarked 
upon is what writing can do that video does not, and how 
differently the relationship between critic and object 
takes shape in each case. […] Between seeing and say-
ing, there is love, thought, confusion, suffering. There 
is a delay in time, a transformation, a necessary infidel-
ity. Rather than attempt to breach this chasm—as the 
practitioners of videographic criticism and the namers 
of clouds do—I fall into its depths.5

I would like to draw out three sets of questions 
from this passage. My aim is not to make any de-
finitive pronouncements about videographic criti-
cism but rather to offer a set of provocations that 
might form the ground for further discussion.

The first is how we might distinguish video-
graphic film criticism from what I call its “(dis-
tant) relative,” the essay film. These names seem 
to indicate some kind of medium-specific differ-
ence between film and video—the essay film ver-
sus the video essay—but this is the wrong track. 

5	 Erika Balsom, TEN SKIES (Berlin: Firef lies Press, 2021), pp. 41–43, 56.
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We might do well to make historical, rhetori-
cal, institutional, and aesthetic distinctions be-
tween these two overlapping but distinct modes 
of practice, both of which have f lourished in the 
last two decades. In the case of the institutional-
ization of videographic criticism, I think we need 
to consider the aforementioned assault on liberal 
arts education, and also to distinguish between 
the use of video essays as teaching tools versus 
their function as scholarly research outputs. As 
for the contemporary proliferation of essay films, 
it would be important to consider a different as-
pect of the neoliberal university, namely, the rise 
of practice-based PhDs and their link to research-
based art more generally. In her book Disordered 
Attention: How We Look at Art and Performance 
Today, Claire Bishop positions the essay film as a 
key genealogical strand that feeds into research-
based art and notes that it is sometimes criticized 
for being vococentric.6 Essay films can indeed be 
vococentric, but when it comes to videographic 
criticism, I would hesitate to describe them as 
such. Even if the video essay often remains or-
ganized through the use of voiceover, the kinds 
of spoken or written text that are used tend to be 
fairly economical in comparison with the prolixity 

6	 Claire Bishop, Disordered Attention: How We Look at Art and Performance Today 
(London: Verso Books, 2024), p. 42.
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of a scholarly article. It would be worth probing 
the implications of the relative parsimony of text 
in the video essay, particularly in cases where this 
form is being claimed as a kind of scholarly re-
search.

A second set of questions that I see as emerg-
ing from this passage concerns expressive free-
dom, creativity, and para-academic engagement 
with cinephile publics. It is absolutely under-
standable why such things would be desirable to 
researchers who are frustrated with the turgid 
formats of scholarly publishing. This is certainly 
what I was looking to break away from in writing 
TEN SKIES. In the contemporary university, vid-
eographic criticism is where this mostly occurs; it 
has become the primary place where academics 
and students are encouraged to experiment with 
new forms of thought and expression, step into 
a creative practice, and possibly reach publics be-
yond the academy. Why has there not been a com-
parable effort to cultivate these qualities in new 
forms of written scholarship? Or if this has been 
occurring—and my sense is that it is there, if you 
really look for it—then where do we find it, and 
why have these efforts not achieved the same in-
stitutional visibility as their audiovisual counter-
parts? My hypothesis would be that it is at least in 
part because they are inassimilable to the much-
hyped digital humanities.
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A last set of questions, and maybe the most 
speculative, has to do with the kinds of analytic 
methods that are often privileged within video-
graphic criticism and what kinds of political val-
ues are, or are not, attached to these. Certainly, a 
text like Theodor Adorno’s “The Essay as Form” 
makes a claim for the essay as an antifascist form. 
Essayism breaks with dogma and disciplinarity; 
it refuses the reign of instrumental reason. “It 
has to pay for its affinity with open intellectual 
experience with a lack of security that the norm 
of established thought fears like death,” Adorno 
writes.7 We can also look at the very clear political 
positions of major practitioners of the essay film, 
such as the Black Audio Film Collective, Harun 
Farocki, Jean-Luc Godard, Chris Marker, or Trinh 
T. Minh-ha, to name only a few of the most fa-
mous examples. The history of the theory and 
practice of the essay film is one of contestation 
and critique, very much allied to a progressive, 
emancipatory project that believed that in order to 
think different thoughts, one had to think them 
and represent them in a different way. It interro-
gates and refuses dominant ideology—something 
that has also been very important to the discipline 
of film studies, or at least parts of it. I wonder how 

7	 Theodor W. Adorno, “The Essay as Form,” trans. Bob Hullot-Kentor and Frederic 
Will, New German Critique 32 (Spring/Summer 1984), p. 161.
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much of this critical tradition persists within vid-
eographic film criticism, a field whose ascendence 
has occurred at the same time as a waning of the-
oretical approaches in film studies. Videographic 
criticism seems to lend itself much more to some 
methodologies than others; although the field is 
characterized by a range of approaches, thus far 
it has had special affinity with formalist analy-
sis, auteurism, and cinephilic affirmation. What 
other possibilities and positionalities are there to 
explore? Might they allow videographic criticism 
to extend the vibrant traditions of critique that in-
form both the essay film and the discipline of film 
studies, and to do so in ways that would mitigate 
the arguable complicity of this form with the de-
valuation of the humanities? The future remains 
to be written.
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Videographic studies of festivals have the advantage of focusing on 

the surface. While the focus at film festivals is generally on the films 

and the makers, and perhaps also the audience, infrastructure can 

usually only be grasped by looking at the surface. With a camera on 

the festival grounds, this aspect comes into focus, which is otherwise 

directed more toward content, premieres, and (well-known) people. 

So, it becomes more about the chairs than the butts that sit on them. 

The camera’s gaze can be easily duplicated with the perspective of 

people who are at a festival for the first time, or who are not so inter-

ested in it and are not dazzled by the glare. Children are a good guide 

for such videographic investigations—as well as for the analysis of 

films in general.
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Florian Krautkrämer

On the possibilities of audiovisual essayistic prac-
tices, I would like to focus on a particular aspect 
of these practices that is not directly related to pro-
duction: namely, reception. And for the moment 
I would like to separate this aspect even more 
clearly from audiovisual production, which is why 
I would like to refer to what I am concerned with 
here as “listening.” 

Of course, reception is important for produc-
tion. We watch films and make video essays from 
them, about them, with them. In order to prepare, 
we were sent a list of video essays to inspire us 
to make more video essays here on site. And why 
not? Compared to 60 years ago, essayistic produc-
tion today means that almost everyone can par-
ticipate. We as academics can create video essays 
just as easily as we as an audience or we as ama-
teurs, and whether you have formal training as a 
filmmaker doesn’t matter so much anymore. Of 
course, we have to be mindful of who to include or 
exclude in the “we”.
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But with these new technical means that make 
it possible to shoot and upload in one afternoon 
and still have enough time to also watch a movie, 
it almost seems as though reception goes hand 
in hand with practice. The technical possibilities 
that have led to this result undermine a hasty 
division between reception or practice, because 
the clever, aesthetic, and experimental nature of 
moving-image production is no longer a special-
ist discourse. However, I am concerned that the 
other aspect of reception, which I would like to 
call listening here, is lost sight of—or does not 
receive the same attention and care as produc-
tion.

Of course, I’m not arguing for an end to au-
diovisual production, especially not on the crude 
grounds that too much is already being produced. 
But if technological developments suggest that 
we can now all express ourselves through moving 
images, perhaps we need to consider whether we 
should follow suit at all. 

The question of essayistic practices as a sur-
vival strategy must be answered differently de-
pending on the decade and region. In the 1960s, 
when Chris Marker made films with the Groupe 
Medvedkine about the everyday life and needs of 
the workers at the Rhodia factory in France, this 
was made possible thanks to technical changes, 
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because 16mm was easier and cheaper to use.1 
But it was also about visibility. It was about show-
ing a different image of the worker, who was oth-
erwise only shown in the media as being on strike 
or demonstrating. And it was also about finding a 
new form for these images. And for the visibility 
of these images, Marker’s distribution company, 
SLON, was perhaps even more important than the 
16mm technology that he brought to Besançon. 

Today, thanks to the internet, we can create our 
own SLONs. We can publish our videos ourselves 
and choose between different options, discourses, 
and ranges. But what kind of visibility is involved, 
what discourse spaces are served, and how can 
we open up, shape, and make available such dis-
course spaces ourselves? I am increasingly in-
terested in these questions, and that is why I am 
here; not because we produce video essays here, 
but because this is such a discourse space, which 
I would like to call a participation space. To me, 
participation doesn’t necessarily have to do with 
audiovisual production but has to do with taking 
part in the discourse. And I am particularly inter-
ested in the other end of visibility, namely listen-
ing. What does visibility mean when the people 
can make their own videos and put them online? I 
can find reports online from small-scale farmers 

1	 À bientôt, j’espère (Be Seeing You) by Chris Marker and Mario Marret (1967).
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in Uganda, but are they visible when I find them? 
Shouldn’t I be helping the less visible to become 
more visible?

I teach as a professor at an art school, and you 
might think that would be one of my first tasks: 
to help students become more visible. But I don’t 
think that would answer my question satisfacto-
rily. At the Lucerne University of Applied Sciences 
and Arts, production has the highest priority. 
Young people become students there because they 
want to produce or create themselves. If they listen 
to me, it’s because that’s the next step in produc-
tion. They can now even write their term paper as 
a video essay. We teach them how to produce and 
a little about distribution, but we don’t teach them 
how to listen—and, maybe worse, I am not so sure 
if I myself am capable of really listening to them. 
At most film and art schools I’ve been to, listening 
is only the basic prerequisite for being able to pro-
duce anything. But if everyone can produce more 
and more easily, isn’t listening the skill of the fu-
ture? And of course, not just for those who can’t or 
don’t want to produce; but if producing is distrib-
uted more evenly, then listening should also be. 

I say listening instead of reception, which, like 
communication, is a one-directional thing: some-
one is communicating and someone is receiving. 
I say listening instead of watching, because watch-
ing requires something to watch, whereas listening 
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is an activity that requires active participation on 
both ends, as well as the possibility to exchange 
roles, to engage in a discourse. Tina Campt writes 
in her book Listening to Images that we can listen 
to each other, but also to images, when we change 
the way we present those images, because we then 
start to engage with them differently.2 

Again, this is not about producing nothing or 
less, but about establishing listening as an equal 
counterpart to producing. I think this is one of the 
most important survival strategies in the age of 
technological, social, and environmental disrup-
tion. It is about spaces that are connected to pro-
duction but do not end in it. My hope would be 
that the survival strategies of essayistic moving-
image production would also focus on what Leah 
Bassel calls the “politics of listening,”3 on the cre-
ation of spaces in which the roles of speaker and 
listener can be reversed, and in the end, it may no 
longer matter so much whether images are pro-
duced or not.

To demand such spaces is one thing, but how 
can they also be implemented in our everyday con-
texts, which are still characterized by a dominance 
of speaking/producing over listening/receiving?

2	 Tina Campt, Listening to Images (Durham, NC: Duke University Press, 2017).
3	 Leah Bassel, The Politics of Listening: Possibilities and Challenges for Democratic 

Life (London: Palgrave Pivot, 2017).
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In the context of essayistic audiovisual produc-
tion, listening cannot simply mean listening bet-
ter, listening to others, or listening more actively. 
Above all, it means thinking about what the re-
ceiving end of the productions looks like and de-
veloping concepts that start in the production 
stage in order to break up the traditional structure 
of “production here and reception there.” Proven 
concepts that should be mentioned here include 
Jean Rouch’s shared anthropology, in which the re-
lationship between filmmakers and protagonists 
is questioned and vice versa.4 I also find another 
concept from ethnography to be of interest in this 
regard: the participatory video, in which the focus 
is primarily set on working with the camera, re-
gardless of whether or not a finished film is ulti-
mately produced and distributed in the end. It is a 
question of what I was referring to in yesterday’s 
discussion with regard to Laura’s contribution, of 
separating film production from the camera, to 
be able to focus on the collective moment of pro-
ducing and not so much on the product. Can we 
separate the product from the act of producing? 

You have probably heard of Philip Scheffner’s 
film And-ek ghes (2016) about the migration of a 
Romanian family to Germany. Scheffner gave the 

4	 Jean Rouch,�“The Camera and Man”�(1975), in�Principles of Visual Anthropology, 
ed. Paul Hockings (The Hague: Mouton), pp.�79–98.
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family several small cameras so they could record 
their own images that would later make the film. 
But for Scheffner, what was most interesting was 
not their images, because they could have also re-
corded them without him, but the fact that the 
shared cameras created an atmosphere of equi-
librium where everyone was more comfortable 
speaking and sharing thoughts.

I’d like to come back to the receiving end of al-
ready produced images. In Lucerne, I have been 
working intensely on “interactive documentary” 
film for a few years as part of a research project, 
and I would like to introduce an aspect of it that 
seems to me to be increasingly important in the 
present context. 

Interactive documentaries are web-based doc-
umentaries in which the film pauses after a few 
moments and the viewer can decide which clips 
to watch next. Sometimes there are multiple clips 
playing simultaneously; sometimes you have to 
deal with an elaborate interface that lets you ac-
cess only part of the material; and sometimes it is 
about choosing between different clips.

In our research project, we are specifically 
working with a software that gives the producer 
no chance of producing a certain message because 
it is not possible to preproduce different paths—
as is the case with interactive films on Netf lix, 
for example, where a choice is usually given only 
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between two pre-made paths. It is much more 
about providing a surface and material, and the re-
cipients make their own way through the thicket 
of what is on offer, which cannot be repeated or 
reproduced. In my opinion, however, the great-
est feature of these projects is not the interactivity 
and the choice between the various clips, but the 
stopping of the film itself. Every time I am asked 
to choose between three to six clips, the film ac-
tually stops and thus questions itself at this point. 
This is neither a preproduced effect, nor a freeze 
frame, nor so-called self-ref lexive filmmaking, 
but the actual opening of the project, the prede-
termined breaking point that invites reflection on 
what has been seen. Because, on the internet, a 
film that stops and does not offer auto-play is al-
ways an invitation to leave the project altogether. 
The interesting thing about interactive documen-
tary film is its open and unfinished form, its po-
rosity, which is rooted in the format and invites us 
to rethink production and, above all, to do so away 
from the author’s intention—also with regard to 
a reception space in which the project is reassem-
bled each time.

Filmmakers who work with the interactive 
documentary format need to rethink the way they 
work. It is not about communicating opinions, so-
lutions, or results. It is not possible for the author 
to preproduce and control exact sequences of clips, 
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nor is it possible for the viewer to see whether ma-
terial has been missed or if everything has been 
seen. The working method is comparable to meth-
ods used for exhibitions or video installations, in 
which the overall structure is more important 
than control on the micro level, where, as Harun 
Farocki has said, “navigation replaces montage.”5 

The unfinished and porous quality that I see 
in interactive documentary films, which does not 
insist on the individual image and does not see 
the side-by-side arrangement of images merely as 
an attention-deficient installation, offers, in my 
opinion, a productive rethinking of digital possi-
bilities, a critical ref lection on the conditions of 
reception and the provision of images in our digi-
tal present. 

To me, stopping the f low, creating porous 
forms, and losing control are aspects that take 
away some of the natural authority of the im-
ages, given to them by the gaze of the camera. 
That means that these aspects insist on listening, 
which I consider to be one of the most important 
survival strategies of audiovisual, essayistic pro-
duction.

5	 Harun Farocki, “Computer Animation Rules,” IKKM Lectures, Bauhaus-Uni-
versität Weimar, June 25, 2014, http://dx.doi.org/10.25969/mediarep/17943 (ac-
cessed June 28, 2025).
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Nora M. Alter (NA)—I’m going back to an early 
film from 1966 by Harun Farocki, titled Two 
Paths / Zwei Wege, a very early example of where 
he is taking a commercial image that’s located in 
a bureaucratic office and subjecting it to a very 
close, meticulous form of analysis, interpreta-
tion, as well as visual reading. The film comes at 
a time in 1966 when he had just published a re-
view essay on Roland Barthes’s Mythologies from 
1957.1 There he describes what Barthes is doing 
as the future of all forms of critical writing. The 
reason I’m bringing this up is because Farocki 
published continuously. In addition to his audio-
visual output, he also had over 220 essays, writ-
ten texts, articles, reviews. This is really impor-
tant for my argument also because of the way 
it ties back into what Erika Balsom was talking 

1	 Harun Farocki, “Everyday Myth,” trans. Ted Fendt, Grey Room (MIT Press), 
no.�79 (Spring 2020), pp. 91–92; originally published as “Der tägliche Mythos,” 
Spandauer Volksblatt 20, no. 5763 (May 16, 1965), p. 22.
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about earlier.2 Farocki really knew that there was 
a difference between writing about something, 
describing it in a writerly fashion, and then film-
ing something. He was very attentive and careful 
not to do an illustration of the written text. 

Early on, when he was working in television, 
he did two programs that investigated television 
as a medium, and he was specifically focusing 
on television documentaries, a genre that he was 
both intrigued by but also very critical of. And at 
one point in his critique, he said: “The images 
are illustrative. They do not produce but embel-
lish arguments.”3 He was very critical of that be-
cause he said that the whole point is that we’re not 
looking at images, we’re not listening to images, 
we’re not letting images speak, but rather we’re 
paying attention to voiceovers, the way directors 
have a whole idea, a script in their head, and think 
that they just need a bunch of images to illustrate 
this idea. He said that the job of a director is to 
really look at the images. And both in his film-
ing style, as well as in the classroom—because he 
was teaching at the time—he would just replay 
the same sequence over and over again as a way 

2	 See Erika Balsom, “Between Seeing and Saying in an Age of Austerity,” in this 
volume.

3	 Nora Alter, Harun Farocki: Forms of Intelligence (New York: Columbia University 
Press, 2024), p. 56.
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of disembedding the images from the totality of 
the film in which they were, and really letting the 
images speak for themselves. We’ve got to listen 
to images and to read images. 

Part of his approach in his reading and his look-
ing at images would have been based in a German 
Romantic tradition known as hermeneutics, where 
you just hone in on a fragment out of the frag-
ment, you read the whole out of the whole. Farocki 
kind of disassembles a text, the totality, and looks 
at each fragment—a kind of forensic examination. 
We can see this already in this 1966 short. He was 
very against the idea that one would just put im-
ages together and not pay attention to how every 
single image had to have a reason for being there. 

How does one translate, though, his image of 
reading images, speaking images, into the acous-
tic? Farocki didn’t pay that much attention to the 
actual layering of the soundtrack or the text. He 
was much more focused on the visuals, and he 
wasn’t that interested or didn’t pay that much 
attention in his work to environmental issues. 
That’s another reason I’m focusing on his meth-
odology, and then trying to translate something 
which first comes from literature, from art his-
tory, into film, then into the sonic realm. 

This brings me to some earlier work that I did 
when I was at one point invited to a video confer-
ence in Lunenburg. At this conference, maybe in 
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2008 or in 2010, among the participants we had 
Farocki, Hito Steyerl, Raymond Bellour, Christa 
Blümlinger, all of those who had written exten-
sively and thought about the essay film. One of my 
concerns at that moment, speaking of writing about 
the essay film, it was already starting to become 
a cliché that people, myself included, who would 
write about it were saying, “it’s a hybrid mix of fic-
tion and documentary, an experiment, an essay, it’s 
the introduction of subjectivity, it’s between docu-
mentary and art.” I felt that my own voice about 
the essay film was becoming a cliché, so I decided 
to try to focus just on the acoustics and see what I 
could find. That was kind of my first experiment 
into that. How does one avoid the cliché? Or, if one 
resorts to the cliché, how can you mobilize the cli-
ché not as a crutch, but as a weapon? How can you 
bring some kind of force back into topics? How 
do we listen again? How do we look again? And I 
think that was something that Farocki was really 
seeking and attempting to do. 

I was also very much guided—as Farocki was 
too, because he was impacted and influenced by 
Godard, as we know from Volker Pantenburg’s 
wonderful study on Godard and Farocki4—by 
Godard’s phrase in Here and Elsewhere (Ici et ailleurs, 

4	 Volker Pantenburg, Farocki/Godard: Film as Theory (Amsterdam: Amsterdam 
University Press, 2015).
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Jean-Luc Godard and Anne-Marie Miéville, 1976) 
that in order to see elsewhere, one has to hear 
elsewhere as well. That opens up a political space, 
both to listen and to see what has been inaudible 
or invisible.

Dore�n Mende (DM) —In order to elaborate on my 
thoughts, I have prepared a three-part reflection 
on the work of Susan Schuppli, who has been very 
important for our work at the Harun Farocki Insti-
tute. We have been thinking with Susan Schuppli, 
engaging continuously with the question of tech-
nology, something that was extremely important 
for Farocki: a certain degree of image literacy, or 
we could also consider it a “techno-visual” literacy 
to be trained and to educate oneself. In that sense, 
the work by Farocki is like educational works in 
the Brechtian understanding, in the way images 
compose our world, compose our understand-
ing, compose our thinking, and are a category of 
reason, also in a category of thought. I mean the 
image as a thought form. This interest of Farocki 
is always following up the most contemporary, not 
for the sake of contemporaneity, but rather for the 
sake of its political impact on society. For exam-
ple, in his late sixties he had started to engage in 
the computational image, in computer-generated 
images, because that’s something that he saw 
with the children of his coworkers. I would like to 
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come to the question of collaboration, something 
extremely important for Farocki, as much as for 
Susan’s work. 

Susan Schup�li (SS)—Listening to Ice (2023) was 
shot with a collaborative research team in north-
ern India, in the Karakoram range of the Hi-
malayas—specifically, Drang Drung glacier and 
also in various mountain villages throughout the 
region of Ladakh that are experiencing extreme 
water scarcity due to glacial recession. With the 
broader project, Learning from Ice, I’m trying to 
tell a complex set of stories around the impacts 
of climate change in different cryosphere con-
texts.

When you’re shooting in these kinds of con-
texts, very familiar kinds of images can easily get 
produced, despite the particular camera and the 
lenses that I use to look at these environmental 
systems. But it’s not always that easy or straight-
forward to create an entirely different or visual 
repertoire, because of the scale of the landscape. 
I’ve really had to rely on sound to bring an added 
dimension to the visuals so that we’re not simply 
looking at a kind of nature documentary. Some-
times I’ve tried to use the sound to register a cer-
tain sense of anxiety, or to register some sort of 
unease, to suggest that something else is going 
on in these very transformative geographies; a 
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perceptual condition that doesn’t always present 
itself as visual information.

I’ve also used sound extensively in post-pro-
duction, often mixing my environmental field re-
cordings with an electronic kind of track by bring-
ing a sound designer on board. This was not so 
much the case with Listening to Ice, but it’s cer-
tainly still there in key places. So, while some of 
our research activities focused on sounding the 
glacier technically using different sensors, with 
the resulting documentary film project, there is 
the depiction of sound as a tool to investigate cli-
mate change, as well as the use of field recordings 
to produce an ambient layer of information over 
the image track in combination with the addition 
of synthetic sounds in post-production.

But Listening to Ice was not just a mode of sens-
ing the glacier by technical means, but also in-
volved strategies of “deep listening” as well as 
listening to the stories that mountain villagers 
were telling us about the world that is changing 
around them—daily observations of the environ-
ment that emerge from everyday life. Of course, 
anyone who’s familiar with the work of Pauline 
Oliveros knows that deep listening as a method of 
intentional, sustained, and durational listening to 
an environmental system has a very powerful and 
well-established history. When we talked about 
deep listening at the glacier site, it was more about 



1
4

Susan Schup�li, Nora M. Alter, and Dore�n Mende

listening into deep time because we were literally 
listening to the sounds of glacial melt from hun-
dreds of thousands of years ago. It wasn’t deep lis-
tening in the Pauline Oliveira sense of the term, 
which is a kind of very specific, focused listening. 
We were doing a little bit of that with the villagers, 
but it was more the idea of using situated listen-
ing to tune into the deep sonorous properties of 
the Earth itself.

With this particular project, I really wanted to 
use sound to open up multiple tracks, both audio 
tracks and visual tracks, but also conceptual and 
informational tracks. Sound became the means 
for linking the different strata (experiential, inves-
tigative, and technical) that we were trying to de-
velop in that project.

DM—Susan, you have talked quite a lot about 
scale, the scaling of time, but also the scaling of a 
very precise location toward a planetary network. 
The climate breakdown on the planetary scale is 
shown very concretely in the melting of the gla-
ciers, for example, in the north of India. The sound 
is also here an acousmatic point, because we don’t 
quite see the source of where the sound is com-
ing from, in terms of seeing the precise source of 
the dropping water, but rather the ice becomes the 
echo chamber, like a loudspeaker.
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Usually, in research that we engage with in 
academia and university, we are trained to look 
into disciplines. Of course, this is all opening up, 
but how do we engage with an 80,000-year-old 
deep time? So, if Susan proposes a methodology 
of deep listening and says that it’s connected to a 
deep time, a deep history, a deep research, a slow 
research, a collaborative research, what we see in 
her work is social and transgenerational practice. 
It’s pedagogical practice. I mean, this is what I 
connect with when we engage in the work and try 
to understand what this methodology needs and 
what it allows. It needs this kind of collaboration, 
social interaction.

But also, it is what I think Florian Krautkrämer 
said about listening as a mode of discourse produc-
tion.5 It’s a huge challenge. It’s really one of the 
largest challenges. How does the image change, 
and what is the limit of the image as a visual cate-
gory? Where do we have to listen to images? We’re 
looking at images also as a sonic experience. And 
seeing the work by Susan and her team, it’s like 
elaborating this kind of paravisual, what goes be-
yond the visual in a Eurocentric sense, where the 
visual always has contained the inscription of 
sound. If you would even want to come back to 
Roland Barthes’s understanding of photography, 

5	 See Florian Krautkrämer, “On Listening,” in this volume.



1
6

Susan Schup�li, Nora M. Alter, and Dore�n Mende

that there is always an imprint of the very condi-
tion of the moment that an image is taken into the 
film material—of course, this is changing in the 
digital condition. So, this listening to images is a 
form of deep listening elaborated in the work. In 
other works by Susan that you can engage with, 
ice is an archive, a form of historical materialism; 
a world memory that encapsulates a timescale 
that goes beyond the scale of human time—this 
is how deep time is kind of defined. 

I would suggest that Susan’s practice is propos-
ing that we each need to become an “accidental 
scientist.”6 This I would connect with Harun, to 
some extent. There are so many works of his in the 
late ‘90s, when in Prison Images (Gefängnisbilder, 
2000) with Cathy Crane and I Thought I Was See-
ing Convicts (Ich glaubte Gefangene zu sehen, 2000), 
he was in conversation with scientists, with re-
searchers, with a whole range of competencies and 
practices that are necessary in order to propose a 
project that allows us to understand the condition 
we are living in through a very specific lens.

SS—I really appreciate your making the very im-
portant point to me about “acousmatic sound,” 
about listening to a sound where you don’t nec-

6	 Inspired by Didi Cheeka’s term “accidental archivism.” Didi Cheeka is the editor 
of the Lagos Film Review and co-founder and curator of the Lagos Film Society.
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essarily see its source. It was a very social set of 
circumstances, a surprisingly social time that we 
spent together on the glacier with the scientists, 
with the villagers, with the local activists, etc. And 
placing our ears directly on the glacier and listen-
ing to the ice became a very enthralling, exciting, 
and enchanting experience. The source of these 
icy sounds wasn’t this sort of remote voice expe-
rienced in Doctor Mabuse or in The Wizard of Oz. 
The distant sounds emanating from within the 
depths of the ancient glacier didn’t conjure some 
sort of inexplicable sense of dread and fear. It was 
precisely the opposite. The sounds were much 
of the present, as people started describing the 
sounds they heard as the sound of boiling tea or 
that of a helicopter whirling. So, the sounds of the 
glacier immediately became part of the familiar 
and domesticated environments that people al-
ready knew.

And I felt that those kinds of experiences shifted 
the project from sounds that we often associate 
with films depicting the cryosphere—the calv-
ing and the breaking of an ice sheet in Antarctica, 
in which massive chunks of ice plummet into 
the water and throw up these huge kind of tidal 
waves and these incredible thunderous sounds. 
Every sound in this project, although powerful, 
wasn’t operating within this framework of drama. 
Sound was operating as a site of social exchange 
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and laughter, in fact even as a sort of wondrous 
fascination. I think the microphones and the hy-
drophones that we also shared with the moun-
tain villagers opened up and gave people access 
to sounds that normally only technicians would 
hear and data scientists might analyze. Our work 
with acoustics helped to create experiences for 
people that somehow carried some of the stakes 
that were also operating in the scientific realm, in 
that we were trying to deploy an acoustic sensor to 
understand the changing dynamics of the glacier 
over time.

Questions from the audience: 

Silvia Cipel�et�i —How does your work relate to 
this threshold of the audible? How do we relate 
to these ultrasounds that that we cannot hear, but 
that in a way are also signaling our scale in rela-
tion to a greater environment?

SS—There are so many things happening beyond 
the thresholds of human perception. I think, for 
me, that’s been really emphasized when I spent 
time in the Arctic. I was with a glaciologist once, 
circumventing Spitsbergen island on a small sail-
boat in the Svalbard archipelago, and there would 
be days where we literally only saw water, ice, and 
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sky. And I would have to forcefully remind my-
self that so much was happening in this far north-
ern environment beyond that which I could see: 
for example, the intensification of military intel-
ligence-gathering that is happening within the 
electromagnetic spectrum, as you get close to the 
North Pole, or the movement of the Russian nu-
clear f leet under the sea ice. Many of the geopoliti-
cal realities unfolding in the North are not imme-
diately perceptible as image events. 

But going back to the question of sound, there’s 
so much amazing work being done in the field of 
bioacoustics, for example, where people like Ber-
nie Krause and others can really demonstrate why 
sound is such a valuable tool for climate change 
research, because they show us how species deg-
radation within the biosphere registers acousti-
cally by studying various frequencies of insect 
communities, whereas we may not necessarily see 
the decline in their populations.

Marco Poloni —How can we, with human tools or 
with the human sensorial apparatus and the tools 
that we develop to extend the capacity of that appa-
ratus, form a solid trace of that deeper time? The 
light that we receive from the sky might have been 
sourced eight years ago or twenty seconds ago, de-
pending on the distance of a planet or a star. And 
the sound, I don’t know. Susan, you said some-
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thing that, if I’m not wrong, I found really inter-
esting: the glacier as a reservoir of sound. I can 
imagine that a solid formation of water, a glacier, 
has properties of propagation and, maybe, conser-
vation of sonic traces, that you can find in liquid 
mediums. How concrete and demonstrable can 
we build a sonic trace of a time past in a glacier? 

SS—I like the idea of the sonic trace. Scientists 
Grant Deane and Oskar Glowacki pioneered the 
use of acoustic monitoring of marine-terminating 
glaciers. In the Himalayas, glaciers almost always 
terminate in a glacial lake. Using acoustics, they 
can measure the melt rate, the patterns, and fre-
quencies that the compressed air trapped in ice re-
leases as it melts. Over time, you could build up an 
acoustic cartography of a glacier. You would have 
to do this for multiple years, and then you would 
really understand the changes in the patterns and 
dynamics, say, of calving events and the pace of 
melting, etc. So, this is the way that it’s done tech-
nically. You would, in essence, build up an “acous-
tic signature” of each glacier studied, which is the 
term I use in the film, and then do a comparative 
analysis of changes taking place over a number 
of years. But what you’re asking is, in some way, a 
more philosophical or conceptual question about 
whether we could somehow track time itself. We 
can see geological time in the traces that a gla-
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cier leaves as it moves along its base: huge scrape 
marks in the landscape. So, we have a sense of the 
movement of that glacier over time by the physi-
cal traces it carves into the earth. But how could 
we think about sonic traces that are somehow cap-
tured in ice, that might also give us some sort of 
access to time through an acoustic kind of regis-
ter? It is incredibly fascinating to imagine if that’s 
actually what’s happening with the work that we 
were trying to do—are we actually also producing 
a kind of sonic archive of deep time in some way?

Greg de Cuir Jr. —Scholars are paying more atten-
tion to sound, and the renewed importance of lis-
tening is becoming more apparent. Should sound 
studies be more in dialogue with visual studies, 
so that sound studies would say “listen to these 
images”? Or what does that actually mean? 

NA—As somebody who has been working in 
sound for a very long time, I did a book two de-
cades ago called Sound Matters: Essays on the 
Acoustics of German Culture,7 and watching how 
the field has developed, I think what I’m most in-
terested in is how sound is used, actually, archi-
tecturally. How sound will then sculpt a space in 

7	 Nora M. Alter and Lutz Koepnick, eds., Sound Matters: Essays on the Acoustics of 
German Culture (New York: Berghahn Books, 2004).
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which images are placed, and looking particu-
larly, when one places images, hangs images, how 
the sound often is working. And this would get to 
the idea of the inaudible, even if you cannot hear 
it. It’s kind of striking the way Farocki’s films sort 
of downplay the sound, but I would argue that the 
sound exists there as an architecture to structure 
the images, to structure the sequences. So, when 
he’s dealing with distance montage, for example, 
from Artavazd Peleshyan, where certain images 
keep recurring, it’s not entirely random, but it’s 
following a musical structure. And I would say it 
is happening a lot more than we want to acknowl-
edge that, when people are editing images, they’re 
listening to music, and often that musical piece 
is deeply affecting how they are building their vi-
sual work.

DM—As Nora just said, Harun was an extremely 
precise listener. When you would have a conver-
sation with him, he was really most attentive. 
It’s not that in Farocki’s work we have some re-
search into the sonic as a category in itself or as 
a research environment, but sound, as Nora just 
said, really plays a critical role through voicing, 
through voices, through pulses, through listening 
to each other, through dialogues. 

What you said, Greg, regarding sound studies, 
I think this is another kind of urgency that seems 
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to be really elaborated in terms of, what do we do 
when we reach the limits of the image as the kind 
of the category of visualization? If we all under-
stand and we all know that history, for example, 
or deep time, is not only composed of the visual 
category as an optic vision—it goes beyond vision. 
And I think this is another process to create a dis-
course around images that goes beyond the image 
and where the sonic becomes a very important re-
source. Just commenting on Farocki’s capacity to 
listen really carefully, I think sound really played 
a critical role, but not in the way we would like to 
take this as a subject or as an object to discuss; it’s, 
rather, a condition to work with. 
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My Let�er to Jane

Chiara Griz�af�i

I knew that Jane Campion, one of my favorite directors, would be 

awarded the Leopard of Honor in Locarno. I thought about the screen-

ing of The Piano (1993) in Piazza Grande, about the last, haunting 

shot—the body of the protagonist, Ada, f loating in the depths of the 

sea—appearing on that big screen. 

Somehow my initial inspiration—Jane Campion and her cinema—

remained an important presence: watching The Water Diary (2006; 

which is explicitly referred to in the title of my video essay) helped 

me to structure the work. I thought that I should try to give voice, 

literally, to the many suggestions I had collected during those days, 

and I did so through a narration that is diaristic, but also epistolary, 

a sort of “restitution” of my thoughts to the one who had, indirectly, 

set them in motion.

In the letter, I try to communicate the ambivalence of my experience 

as a body at once out of place and perfectly at ease: as I film and as I 

stage my presence in the images, in fact, I have to confront both my 
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inadequacy in filming as an artistic gesture and my familiarity, as a 

tourist, in looking for the “beautiful image” of the location I am vis-

iting. In the summer of a year in which the word “overtourism” has 

made its way into the mainstream media, how should we consider 

festival visitors? And what about the consumption of water resources 

used to make our stay in certain places enjoyable, while others are 

on fire? In the video, I have tried to communicate my discomfort but 

also to leave room for those ways of thinking that suggest we look at 

such issues beyond a binarism that is, to all effects, paralyzing. 



1�7

Listening to Ice



1�8

Chiara Griz�af�i



1�9

Listening to Ice



1�0

Chiara Griz�af�i



1�1

Listening to Ice



1�2

Chiara Griz�af�i



1�3

Listening to Ice



1�4

Chiara Griz�af�i



1�5

Listening to Ice





1�7

Contributors

Nora M. Alter is a scholar of comparative film and media arts. She 

has published numerous essays on cultural and visual studies, con-

temporary art, and sound studies. Alter has written on a wide-range 

of contemporary artists and filmmakers, including John Akomfrah, 

Yael Bartana, Stan Douglas, Maria Eichhorn, Dan Eisenberg, Renée 

Green, Isaac Julien, and Hito Steyerl. She is author of several books, 

including Vietnam Protest Theatre: The Television War on Stage 

(1996), Sound Matters (2004), Chris Marker (2006), Essays on the 

Essay Film (2017), The Essay Film after Fact and Fiction (2018), and 

Harun Farocki: Forms of Intelligence (2024). 

Erika Balsom is a Reader in Film Studies at King’s College London, 

focusing on the histories, aesthetics, and politics of nonfiction cin-

emas. She has published extensively on the intersections of art and 

the moving image and is the author of four books, including TEN 

SKIES (2021) and After Uniqueness: A History of Film and Video Art in 

Circulation (2017). Together with Hila Peleg, she is the curator of the 

exhibition No Master Territories: Feminist Worldmaking and the Mov-

ing Image, which began at the Haus der Kulturen der Welt, Berlin, in 

2022 and will travel to Kunstnernes Hus, Oslo, in 2026.

So�a Busquets  studied film in Rome and completed a master’s in 

documentary filmmaking in Madrid, where she directed The Next 

Act (2025) as her thesis project. Her academic background also in-

cludes studies in philosophy of art and modern and contemporary 



Contributors

1�8

philosophy. Between 2019 and 2023, Busquets worked in music su-

pervision for series and films on Netf lix, Star Plus, and Prime Video. 

She directed the short films Caudal (2021) and Moirai (2023), and was 

director of photography for the comedy Il Migliore, or The Best of Them 

All (2023).

Silvia Cipel�et�i  obtained her master’s degree at the Academy of Ar-

chitecture in Mendrisio (AAM). She currently works as a PhD candi-

date for the research project “The Video Essay: Memories, Ecologies, 

Bodies,” funded by the Swiss National Science Foundation (SNSF, 

2024–2027), and as a teaching assistant for theoretical courses that 

investigate the interface between architecture and visual media. She 

is also affiliated as research associate to the Laboratory of the History 

of the Alps (LabiSAlp) in Mendrisio, works as guest lecturer at the 

Royal Danish Academy in Copenhagen, and curates workshops on 

film and narrative building at the AAM Mendrisio. Silvia’s architec-

tural short films have screened at the Locarno Film Festival and the 

Venice Architecture Biennale. Her essays and articles on architec-

ture and film have been published in various journals and platforms, 

including Stoà Journal, Magasin for Bygningskunst og Kultur, Cartha, 

Il Giornale dell’architettura, and Trans Magazine.

Greg de Cuir Jr.  (Serbia/USA) is co-founder and artistic director 

of Kinopravda Institute in Belgrade. He has organized programs at 

the Institute of Contemporary Arts (London), National Gallery of Art 

(Washington, DC), Whitney Museum of American Art (New York), 

Eye Filmmuseum (Amsterdam), Anthology Film Archives (New 

York), and Locarno Film Festival, among others. 



Contributors

1�9

Marine de Dardel is an architect, visual artist, and media scholar. 

She studied architecture at the Swiss Federal Institute of Technol-

ogy in Zurich (ETHZ) and creative coding at the Zurich University 

of the Arts (ZHdK). She is currently a doctoral research member in 

the research project “The Video Essay: Memories, Ecologies, Bod-

ies,” funded by the Swiss National Science Foundation (SNSF 2024–

2027) in collaboration with Lucerne University of Applied Sciences 

and Arts (HSLU) and Università della Svizzera Italiana (USI). Her 

research and practice focus on the semiotics of the grotesque body 

and the future of corporeality according to emergent VR and genera-

tive AI technologies. She has taught international workshops experi-

menting with architectural language and computational narratives. 

She has co-authored and edited several books, including Portraits: 

Architectural Parables (2022), de la Verticalité / Zur Vertikalität (2024), 

and Elegies (2024); her work has been published in journals includ-

ing Cartha, trans, Scroope, and the NECSUS Journal; and her work 

was screened at the Locarno Film Festival. 

Donatel�a Del�a Rat�a is Associate Professor of Communication 

and Media Studies at John Cabot University, Rome. She is a former 

affiliate of the Berkman Klein Center for Internet and Society at 

Harvard University. In addition to her widely published scholarly 

work in Italian and English, Donatella served from 2007 to 2013 as 

Regional Manager for the Middle East at the Silicon Valley–based in-

ternational organization Creative Commons. She is the co-founder 

of SyriaUntold.com and recipient of the Digital Communities Award 

at Ars Electronica 2014. She has curated numerous art and film 

programs, including Syria Off Frame, in collaboration with Luciano 

Benetton and the Imago Mundi Foundation, Venice, 2015. Her re-



Contributors

1�0

search on generative AI and contemporary warfare earned her the 

prestigious Italian Council Award 2024-25 from the Italian Minis-

try of Culture. 

Miriam De Rosa is an Associate Professor at the Ca’ Foscari Uni-

versity of Venice, and was DAAD Research Fellow at Goethe Uni-

versity Frankfurt in 2014. She is the author of the monograph “Cin-

ema e postmedia” (2013) and the co-editor (with Vinzenz Hediger) of 

“Post-what? Post-when? Thinking Moving Images beyond the Post-

medium/Post-cinema Condition,” a special issue of Cinéma&Cie in 

fall 2016. She has published extensively on theories of cinema and 

visual arts, cinematic experience, medium specificity, and the rela-

tionship among subject, space, and filmic device. She is active within 

NECS (European Network for Cinema and Media Studies), a mem-

ber of SCMS (Society of Cinema and Media Studies), and coordinates 

IMACS (International Master in Audiovisual and Cinema Studies), a 

higher-education initiative gathering 13 universities all over Europe 

and Canada. 

Elsa Despoix is a master’s student at the Accademia di Architettura 

at the Università della Svizzera italiana and assistant for the SNSF 

project “The Video Essay: Memories, Ecologies, Bodies.” Her work 

explores the interplay between architecture and visual media. Her 

video essay Women in Ecocinema, which was selected for the Schools 

without Borders program of the Locarno Film Festival in 2023, in-

vestigates the boundaries of women’s representation in eco-cinema. 



Contributors

1�1

Laura Huertas Mil�án  is a Colombian and French Artist and award-

winning filmmaker whose work bridges visual arts, cinema, and de-

colonial research. Drawing from ethnography, literature, and ecology, 

her films and installations have been exhibited at institutions like 

MoMA, LACMA, MASP, and C/O Berlin, and screened at major fes-

tivals including Berlinale, Locarno, Rotterdam, and TIFF. A graduate 

of Beaux-Arts de Paris and Le Fresnoy, she holds a practice-based PhD 

from PSL University and is a former member of the Sensory Ethnog-

raphy Lab (Harvard University). Between 2020 and 2022, she was a 

Visiting Faculty at Bard College’s MFA Film/Video Department, and 

from 2022 to 2024, she co-chaired the department. In 2024, she was 

awarded the AWARE Prize and the Ulrike Crespo after Nature Award. 

She is currently developing a feature-length film about the history of 

the coca plant, after a decade’s long research project developed be-

tween the Colombian Amazon, the United States, and Europe.

Chiara Griz�af�i is an Assistant Professor at IULM University in 

Milan. She is the author of the volume I film attraverso i film. Dal 

‘testo introvabile’ ai video essay (2017) and co-curator, with Rocco Moc-

cagatta, of Mino Guerrini. Storia e opere di un arcitaliano (2022). Her 

essays and video essays have been published in journals such as 

L’avventura, [in]Transition, Imago, Bianco e Nero, Cinergie, The Cine-

Files, and Comunicazioni sociali; and in books, including How Film 

Histories Were Made, edited by Malte Hagener and Yvonne Zimmer-

mann (2023); Writing about Screen Media, edited by Lisa Patti (2019); 

Harun Farocki. Pensare con gli occhi, edited by Luisella Farinotti, Bar-

bara Grespi, and Federica Villa (2017); and Critofilm. Cinema che 

pensa il cinema, edited by Adriano Aprà (2016). She is co-editor of [in]

Transition and associate editor of Cinergie.



Contributors

1�2

Devika Girish  is the co-deputy editor of Film Comment magazine 

and a talks programmer at the New York Film Festival. She is also 

a contributor to the New York Times, Sight & Sound, Reverse Shot, the 

Criterion Collection, the Village Voice, Cinema Scope, and other publi-

cations, and has served on the selection committees of the Mumbai 

Film Festival and the Berlin Critics’ Week. Her work has been rec-

ognized with a 2018 National Arts and Entertainment Journalism 

Award and a 2019 Southern California Journalism Award, among 

other honors. 

Mira Herbel likes to draw @mira.novas.art. 

Robert Kramer (1939–1999) was a film director, screenwriter, and 

actor who directed 19 films between 1965 and 1999, most of them 

leftist political cinema. Very active politically in the 1960s, he par-

ticipated in the radical left-wing movements against the Vietnam 

War and for civil rights for minorities. During the Pentagon dem-

onstration in 1967, he met other filmmakers with whom he founded 

the Newsreel collective. He emigrated to France in the early 1980s, 

where he lived until his death in 1999.

Florian Krautkrämer  is professor at the Lucerne School of Design, 

Film, and Art. He writes about documentary film and has made sev-

eral experimental films; see https://f loriankrautkraemer.de/. 

Evelyn Kreutzer is a media scholar, video essayist, and curator, 

based in Lugano, Switzerland, and Berlin, Germany. Together with 

Kevin B. Lee (Lugano) and Johannes Binotto (Zurich/Lucerne), she 

co-leads the research group “The Video Essay: Memories, Ecologies, 



Contributors

1�3

Bodies,” funded by the Swiss National Science Foundation (SNSF, 

2024–2027), in which she primarily focuses on exploring ques-

tions of memory and archival theory and practice in the videographic 

mode. She serves as Associate Editor for [in]transition: Journal of Vid-

eographic Film and Moving Images Studies and as co-editor of the Vid-

eography series in Zeitschrift für Medienwissenschaft. Her written and 

videographic work has been published in journals like The Cine-Files, 

Music, Sound, and the Moving Image, NECSUS, Research in Film & 

History, and [in]Transition. Her audiovisual book Televising Taste is 

forthcoming with Lever Press.

Kevin B. Le� is a filmmaker and media researcher who has produced 

nearly 400 video essays exploring film and media. His award-win-

ning Transformers: The Premake introduced the “desktop documen-

tary” format. His work has screened at the Museum of Modern Art, 

Berlinale, and International Film Festival Rotterdam, as well as on 

websites such as those of the New York Times and Mubi. He is the Lo-

carno Film Festival Professor for the Future of Cinema and the Au-

diovisual Arts at Università della Svizzera italiana (USI). He co-leads 

the Swiss National Science Foundation research project “The Video 

Essay: Memories, Ecologies, Bodies.” 

Dore�n Mende is a curator and theorist. She is co-editor of e-f lux 

journal 59, Harun Farocki (2014), resident of the blog for Manifesta 

Journal (2013/14), and editor-in-chief of the publication series Dis-

player at University of Arts and Design / ZKM Karlsruhe (2006–

2009). Mende holds a PhD in curatorial/knowledge, Goldsmiths, 

University of London and is an Associate Faculty Member of the 

Dutch Art Institute. Since September 2015, she has been the Profes-



Contributors

1�4

sor responsible for a research-based program on the practice and the-

ory of curatorial questions in geopolitics at HEAD Genève. Mende 

lives in Berlin and Geneva.

Richard Misek is a filmmaker and academic whose work explores 

the spaces between documentary film, digital art, and streaming 

video. He studied at Oxford and Harvard universities and completed 

his PhD at the University of Melbourne in 2008. His latest film, A 

History of the World According to Getty Images, forms part of a longer 

investigative project into the power of the commercial archive indus-

try and the effect of this power on public access to our shared audio-

visual heritage. He is currently a Professor of Screen Media at the 

University of Bergen in Norway, where he also leads the bachelor’s 

program in film and television production.

Volker Pantenburg has been Professor of Film Studies at the Uni-

versity of Zurich since August 2021. He studied comparative litera-

ture, political science, and philosophy at the University of Bonn and 

holds a PhD from the Westfälische Wilhelms-Universität Münster. 

He was successively a Research Associate at the DFG Collaborative 

Research Center at the Free University of Berlin (2007–2010); Ju-

nior Professor of image theory at the Bauhaus University Weimar 

(2010–2016); Max Kade Visiting Professor at the University of Illi-

nois at Chicago (2012); and Professor of film studies at the FU Berlin 

(2016–2021). In 2015, Pantenburg co-founded the Harun Farocki In-

stitute, Berlin, and since 2024, he has been leading the SNF project 

“Paranational Cinema—Legacies and Practices.”



Contributors

1�5

Suneil Sanzgiri is an artist, researcher, and filmmaker. Spanning 

experimental video and film, animation, essays, and installations, 

his work contends with questions of identity, heritage, culture, and 

diaspora in relation to structural violence and anticolonial struggles 

across the Global South. Sanzgiri’s work has been screened exten-

sively and won awards at numerous prestigious festivals and venues 

around the world. Fellowships and residencies include SOMA, Mac-

Dowell, Pioneer Works, Sentient.Art.Film’s Line of Sight, and Fla-

herty NYC. He was named one of the 25 New Faces of Independent 

Film in Filmmaker Magazine’s fall 2021 issue and was included in 

Art in America’s 2022 New Talent issue. His first institutional solo ex-

hibition, Here the Earth Grows Gold, opened at the Brooklyn Museum 

in October 2023. Forthcoming solo exhibitions include An Impossible 

Address at Mercer Union in Toronto, Canada. 

Susan Schup�li  is an artist and researcher, and Director of the 

Centre for Research Architecture, Goldsmiths, University of Lon-

don. Her fieldwork and documentary film practice are situated at 

the intersection between environmental struggles, climate science, 

and affected communities, with a specific focus on the cryosphere. 

Her investigations span legal analysis and public advocacy as well as 

theoretical ref lection and creative exploration in order to understand 

how the transformations wrought by global burning are generating 

new forms of evidence. Granting agency to the more-than-human 

as a material witness informs her attempts at expanding the fields 

of action and justice. Recent films include Moving Ice, Signals from 

Svalbard, Listening to Ice, Gondwana, Arctic Archipelago, and Ice Cores. 

The Cold Cases (2021), investigations on the weaponization of tem-

perature, were produced in collaboration with Forensic Architecture. 



Contributors

1�6

Schuppli is the author of Material Witness: Forensics, Media, Evidence 

(MIT Press, 2020).

Hito Steyerl is Professor of experimental film and video and the co-

founder of the Research Center for Proxy Politics at the Berlin Uni-

versity of the Arts. She studied cinematography and documentary 

film in Tokyo and Munich and holds a PhD from the Academy of 

Fine Arts in Vienna. In her texts, performances, and essayistic docu-

mentary films, Steyerl deals with postcolonial criticism and feminist 

criticism of representational logic. Her works have been exhibited at 

prominent global art institutions, such as the Venice Biennale, the 

Museum of Contemporary Art, Los Angeles, and the Museum of 

Modern Art, New York. The Royal College of Art, London, honored 

her in 2016 with an honorary doctorate.

Paul Tril�o  is a multidisciplinary artist, writer, and director who chal-

lenges both his own curiosity and illusions with his experimental, 

conceptual, and highly technical films. With a background in exper-

imental film from California College of the Arts, Trillo infuses his 

narrative work with a sense of play and curiosity. His recent work has 

explored the future of AI filmmaking and the ethical and artistic im-

plications of using these tools. Trillo’s work, which has earned him 

19 Vimeo Staff Picks, has been featured in a wide range of presti-

gious media outlets, including the New York Times, Rolling Stone, and 

Vice. He has been recognized as one of D&AD’s Next Directors and 

has won several awards, including The One Show’s “One to Watch” 

and 30 Under 30 Film Festival’s “Director to Watch.” 



Contributors

1�7

Ales�andro Turchioe  is an independent filmmaker whose work 

blends American urban inf luences with European artistic traditions. 

He has collaborated on several projects with writer and academic Do-

natella Della Ratta. Their latest project, Call Me When You Get There, 

is a three-act video essay series that explores the ethical implications 

of artificial intelligence through the use of archival material, newly 

shot footage, and AI-generated visuals. Their collaborative portfolio 

includes Who Wants to Live and Die Forever, which earned Best Ed-

iting at the FICIMAD Madrid Independent Film Festival in 2021. 

Hands Off, Eyes On incorporates images of the Arab Spring in Syria 

from archival footage shot by Bassel Safadi, a prominent Syrian ac-

tivist and computer programmer who was murdered by the Syrian 

regime. 







The open access version of this publication was generously supported by 

the Swiss National Science Foundation.

DIAPHANES, Zurich 2025

Published under a Creative Commons Attribution 4.0 licence

Editorial Coordinators: Marine de Dardel & Flavia Mazzarino

Cover Image: Marine de Dardel

ISBN Print: 978-3-0358-0846-9

ISBN OA: 978-3-0358-0847-6

DOI: 10.4472/7580

Printed in Germany

Layout: 2edit, Zurich

www.diaphanes.com

DIAPHANES AG –�Schöneggstrasse 5 –�8004 Zürich –�kontakt@diaphanes.net

DIAPHANES Berlin – Dresdener Strasse 118 –�10999 Berlin – berlin@diaphanes.net


	OLE_LINK1
	_heading=h.ditie1577yu6

