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Introduction



This book engages with the space beyond cinema and comprises a futur-
istic vision of its conditions.

As an artist and filmmaker, I explore film and its capacity to simulta-
neously be an immaterial medium that carries information and a physi-
cal material with sculptural properties. The category of film is expanded
and abstracted beyond the literal components of the celluloid strip, the
projector through which it passes, and the image projected onto a screen
or beyond—where the landscape itself forms the screen. Each compo-
nent becomes a starting point for artworks that expand the idea of film
while exploring its intrinsic attributes.

By disregarding and overturning the conventional spatial relation-
ships between those components, my aim is to create a new space thatis
defined by an uncertainty regarding how those relationships define the
experience of cinema.

My work takes a conceptual approach that considers cinema in an
architectural sense and as an instrument, where the environment, the
screen, and the projection can be combined and pushed forward to create
another spatiotemporal dimension that is concurrent with and beyond
the context of the interior and exterior space. Uncertainty and specula-
tion exist within that expanded space. It is an anarchic dimension and
offers anew foundation for thinking and acting through destabilizing the
old hierarchy of the components of cinema, by freeing them from their
original use and letting them interact in new and unforeseen ways.

I propose four different modes of inquiry into how this “space
beyond” can be achieved, which create anarchic organizations of cine-
matic spaces:

— Through speculating on astronomy and cinema.

— Through the immaterial medium that articulates a new space
or auditorium.

— Through collective performances as embarkation.

— Through the fragmentation of material and machine.

The book is structured as a “Fictional Library,” which is not meant to be
a self-contained system of chapters, but rather an ever-evolving arrange-
ment of suspended words and themes, which dissolve and reappear in
different functions. These are keywords with modulating meaning, and
through my artistic practice they activate and connect different bodies
of work as interlinked themes of an emerging understanding of a space
beyond cinema. This space transcends real space, imagined spaces, and
virtual and augmented spaces, which collapse into each other with their
inscribed histories.



I use the diagram as a key apparatus in my analytical tool kit for this
research and not as a mere extension. It is an analytical device used to
articulate different dimensions and to represent them in the Fictional
Library.

In my artwork, cinema becomes an instrument to interrogate the
qualities of space. I often manipulate the apparatuses of cinema such
that projectors are transformed into new mechanical objects that gener-
ate information in real time, and that turn on themselves and bend the
conventions of cinema to the requirements, possibilities, or limitations
of their new forms. My aim is to create spaces that are not limited by the
convention of two-dimensional projection, but that open narrative pos-
sibilities by dissolving the barriers between the space of the projection
and the space of the spectator as well as the space beyond.

My intention with this research is to propose a journey from cinema
to another kind of film, through an objectification of a filmic ontology
into a hyperspace whose nature and limits have not been defined. This
space beyond consists of spaces stacked on top of each other and is
reached through the concept of “embarkation,” that is, a journey from A
to B, with a change of gear to create new mental places of experience and
consciousness.

The notion of space as architecture relates to the community that
shares those spaces, geographically and mentally.

How do we create a performative setting where fact and fiction can be
intertwined?

The Fictional Library can be considered as a definition of the space
where work titles (expanded experiments on projection, both final-
ized and in progress) and key words or phrases (expanded defini-
tions and thoughts on the immaterial medium created through light)
meet, according to a specific arrangement within, acting as caesuras
and dashes within and through the argument. The Fictional Library
has thus become rhythmical, somewhat anarchic, speculative, and
subjective.

By reconfiguring the physical terms of cinematic space, my aim is to
also expand and destabilize the conceptual terms of cinematic space, so
that the formal terms by which we understand that space are extended to
engage with and incorporate spaces that are not conventionally associ-
ated with cinema. This could occur, for example, by expanding the works
into public spaces or landscapes. The goal is to explore the implications
of how those terms coincide with the terms of disciplines and areas of
inquiry that exist beyond the scope of what we conceive of as cinema but
that share some of its foundational components and terms.
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We live in an environment that is increasingly dominated by visual infor-
mation. Screens push imagery at us for our consumption at every turn:
phones, laptops, TVs, and ever bigger screens dominating public and
commercial spaces have created a climate of intense visualization. A host
of new technologies reinforces a constant visual euphoria—high-defini-
tion television, digital video, cell phone photography, virtual reality. In
this current context, scale has reemerged as one of the primary markers
of cinematic specificity (along with the collective theatrical experience).
The cinema has reasserted itself as being “larger-than-life,” a perfor-
mance of bare magnification, surrounding and absorbing the spectator.

Is this everyday visual culture an extension of the cinematic experi-
ence, or do the classical elements of cinema make it something funda-
mentally different? What aspects of cinematic culture should I zoom in
on to expose its possibilities as an anarchic force, rather than it being
considered simply one more outlet of visual data?

Even as far back as the mid-1990s, when I first began to work with film
in my artistic studies, I had doubts about the cinematic apparatus that
was given to me. I was overwhelmed by the overproduction and rigid-
ity of all the elements that went into film, as well as by the overstimula-
tion of the senses: the simultaneous overloading of both the audio and
visual, according to a predetermined set of elements that exist for pre-
senting and consuming film in the cinema. Straight away, I developed a
need toreduce those elements down to single tracks, giving each compo-
nent much greater space—each gaining its own independent narrative
layer—by playing around with and fragmenting them. This is evident in
works like Spacelength Thought (2012), Stating the Real Sublime (2009),
Boundaries of Consumption (2012), and One Way Out (2009), which will be
discussed in chapter 4.

As time went on and I continued to produce film-based work, new
technologies developed, and with them a continual intensification.
The environment became ever more cinematic, with each new technol-
ogy leaving less and less room for people to construct the world around
them for themselves. Eventually, there were no gaps left, with everything
set and “seen” for us. People were being given the tools and technology
to create more images more easily, but, paradoxically, the possibili-
ties were being limited. The experience of different options, of spaces
of ambiguity, was taken away from the perceiver, resulting in a closing
down of cognitive potentials and desires.

My response was to intensify my strategies of fragmentation, by dis-
mantling the status quo of cinema, and to focus on certain possibili-
ties that arose from playing around with its components: turning them



inside out, upending and altering them, and redistributing them until
they opened new, anarchic spaces.

The concept of the “anarchic” is key here. It is a way of halting the
development of cinema as merely an extension of our current visual-data
overload and opening it up to an alternative direction, one that can take
an investigative course and that can be in dialogue. “Anarchic” is used in
this context not to signify “chaotic.” A cinematic experience in anarchic
space doesn’t follow a precise order; rather, it is created through specific
situations, arrangements, and methodologies.

I believe that disrupting the status quo of cinema opens novel cogni-
tive spaces that give access to new kinds of thinking and ways of expe-
riencing. Why is that significant to do? What is to be gained from such
an experiment? The importance of this action is that it breaks with the
perceptual habits of the status quo and makes us think in different
directions. Thus, this anarchic dimension offers a new foundation for
thinking and acting by destabilizing the old hierarchy of the compo-
nents of cinema and freeing them from their original uses and letting
them interact in new and unforeseen ways.

Another important dimension of my work in this context is that
of staging and performance, revolving around the question of how
a performative setting can be created where fact and fiction can be
intertwined. I interrogate the industry of cinema with respect to vari-
ous forms of staging, such as gesture, genre, information, and docu-
mentation, taking them out of their conventional contexts and reshaping
and representing them anew. In this way, I experiment with and expand
time-based forms into sculptural objects or speculations, that is, into
spaces that are self-organized; it is an ever-changing, shifting process.

The aim of this process is to create a new form of auditorium, one that
allows for an expansion of our thinking. Such an auditorium is not fixed;
each project produces its own theater, to unpredictable effect. This
space, however, is not intended to be a “hall” in the traditional sense of
a cinema auditorium, but rather it is an arrangement of the faculties,
which hold different “sensoria.” Here, the transmitter and receiver are
fluent in both directions.

These different approaches to—and forms of—space are therefore at
the core of my research, which takes a conceptual approach that regards
cinema in an architectural sense but also as a tool. Here, the environ-
ment, the screen, and the projection can be combined or pushed for-
ward to create another spatiotemporal dimension that is concurrent
with and beyond the context of interior or exterior space. Uncertainty
and speculation exist within this expanded space.
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My research therefore represents four different modes of inquiry into
how this “space beyond” can be reached or achieved—mentioned
above—with each of these four modes creating different anarchic organ-
izations of cinematic spaces.

The four core chapters of this book explore the concepts of this con-
ceptual practice and methodologies of how to reach the space beyond.
In the first chapter, I investigate how the coincidence of terms common
to both cinema and astronomy can simultaneously effect a reconfigura-
tion of cinema’s conceptual space and propose ways of making cinema
that embody and exploit the expanded dimensions of that reconfigured
conceptual space. This concept is discussed through the idea of the
instability of vision as an astronomical and a cinematic mode.

In chapter 2, I focus on the idea and possibility of using flicker as
a method to capture landscape, and I map out the way the camera is
used as a drawing instrument. Flicker is treated differently here than
in cinema studies. It has been thrown into question by looking at astro-
nomical concerns. In chapter 3, I examine the possibility of activating
the collective’s subconscious as an artistic method in order to embark
with it into an oscillating environment. Embarking is meant as sort
of “release and reaching” through experiencing and thinking. It is an
abstract space—a mode. In chapter 4, the components and uses of mate-
riality and machine are pulled apart and abstracted to reach other expe-
riences through play and conceptual practice. The conclusion discusses
the need to rewire established cinematic spaces through speculation
and play and how doing so offers a new dimension of visual and cogni-
tive experience.

This research project and book arrives at this model by looking closely
at a number of my own artworks and contextualizing them within the
wider fields of philosophy and art theory. Several key terms are explored
and expanded to give a clearer sense of the decisions and processes
involved in making my work, and these key terms form the basis for a
new way of thinking about cinematic spaces.

This is a project that reflects on and interrogates my practice and
opens the outcome to broader reflection for other practitioners and
thinkers. The projectis notan attempt to write everything possible about
my work, and neither does it set out to rewrite the history of art cinema.
It retains a focus on my practice and on a particular body of works, the
examination of which gives me ways to articulate mywider ideas on cine-
matic space, on the experience of participants in artworks, and on possi-
bilities for artworks to remain open and in potential rather than serving
up closed situations of spectacle or entertainment.
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For the purposes of this book I have chosen to group my works around
ideas and themes and not to present them chronologically. This allows
me to examine the thematic and methodological links between them
without depending on a model of sequential development or direct
influence. For example, my 2018 encounter with the materials at the
Harvard College Observatory in the United States formed new connec-
tions to an earlier project and gave me a new sense of some of my other
earlier works. Time is one of the materials I work with in this book.

A methodological tool I have used for this research project is the
diagram. The diagram allows for lines of methods that go across and
through thinking and that are not connected chronologically. The dia-
grams function as concept maps, and they describe the correlation
between the works, ideas, concepts, and methods. After nearly two dec-
ades of making work, I can experience this new resonance and perspec-
tive and see the relevance of it within my practice. The diagrams also
function as maps of sections of the Fictional Library.

The subheadings listed below each chapter title present alist of works
the chapter will deal with and an indication of the topics or sections
within the chapter. I also use epigraphs in some chapters to underline a
theme or topic. They create a kind of hum.

The notes that appear on the right or left side of some pages intro-
duce a new structural element to the space of the page. They remind the
reader that the page is also a space and that this book (as a document) is
working to disrupt that space; these notes deliberately present this dis-
ruption as part of the organization of the project. The notes also oper-
ate as a flickering element on the edge of the page. Their content offers
working definitions for key terms for my practice and contain material
that comes from a variety of sources, including my own word definitions
and those of dictionaries, which I view as suggestive existing explana-
tions culled from public knowledge. The definitions are not all of the
same kind.

Within the chapters, I have inserted some extended quotations paral-
lel to the text, like an independent layer that functions as a cross-under-
standing or as another voice that organizes the thinking with a particular
rhythm or tone from another point of view. They have not been woven
fully into the argument under discussion, but act as an accent or layer
that adds information without being integrated.

The section headers within each chapter act as rhythm and disturb
the hierarchy of the sections, and therefore also represent the structure
of disruption within some of my work. The temporal chronology and the
page sequence do not simply map each other: we read something now
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that makes sense later, or we read something at a later point that con-
nects to something said earlier.

This book is structured as a “Fictional Library,” a model that itself is a
methodology and also functions as a mode of presentation.

In using the term “library” I suggest the model of a collection of
sources, and the adjective “fictional” operates theoretically close to the
idea of “fabricated,” meaning assembled parts or sections of knowledge
and experiences.

The Fictional Library is used as a methodology to express the inabil-
ity of the language available to us to deal with some concepts or possi-
bilities. This points to a “before” or “beyond language,” a realm that is
captured through cinematic experiences. The materials of this Library
are paraverbal words. They function around the word, below and beyond.
We feel sometimes that we come close with language, but not close
enough. We cannot grasp the unwordable, what is inexpressible in
words, but we can get a sense of it. It’s a sort of vibration.

Introducing the notion of “fiction” is meant to add a three-dimen-
sional view, allowing for different angles of perspective on how differ-
ent inventions come together. It is a method to create questions about
knowledge. The Fictional Library is a shelf-less library; it exists with no
rigid classification system, but is rather in constant development. It is
unclassifiable, “genreless” in its fluidity of connection.

In this book, the term “anarchism” represents a set of self-organizing
principles that are gathered together by a knowledge that occupies an
as-yet-undefined space beyond cinema. This space is reached by many
different disciplinary fields (a sort of ever-changing collective) and tech-
niques that touch and activate each other, not under the direction of an
autocratic artist-as-master-planner, but rather through explorations in
each part of the Library, which evolve over time and through the continu-
ous organizing of their own relationships and shades of meanings.

Developed by the educator and scientist Joseph Novak, concept map-
ping is unique in its philosophical basis, whereby “concepts,” as well
as propositions composed of concepts, are the central elements in the
structure of knowledge and the construction of meaning. While a mind
map is fixed on a single two-centered approach, a concept map is freer in
form. Although often personalized and idiosyncratic, concept maps can
be used to communicate complexideas.
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Concept maps are graphical tools for organizing and represent-
ing knowledge. They include concepts, usually enclosed in circles
or boxes of some type, and relationships between concepts indi-
cated by a connectingline linking two concepts. Words on the line,
referred to as linking words or linking phrases, specify the relation-
ship between the two concepts. We define concept as a perceived
regularity in events or objects, or records of events or objects, desig-
nated by a label. The label for most concepts is a word, although
sometimes we use symbols such as + or %, and sometimes more
than one word is used.!

Using these methodologies to flesh out the argument allows the spatial
to be brought into the frame. This is seen, for example, with the work
White Museum, South Saskatchewan River (2018), for which a 70 mm film
projector projected onto the South Saskatchewan River from the Remai
Modern and putlight onto the landscape, which carries a hidden, histor-
ical narrative. Everything is condensed into each other: the sonic, which
is composed of the surrounding sounds, and the visual experience. (See
further discussion in chapter 4.)

The approach of the Fictional Library opens up the possibility to
think about the world and its real spaces, as well as the sonic level of
experience, in a different way. Our whole perceptual being is kept alert
and open to new possibilities, and we are not completely indoctrinated
into viewing and listening in only one way. By contrast, this is what cine-
matic culture does: it rooms and schools you in certain tracks and ways
of thinking. I want to analyze and open up vision and experience to see
the potentials of visual representation in its many forms, since multiple
versions exist at cinema’s core. This involves going beyond cinema, look-
ing at its components, and seeing the possibilities.

In this way, physical and dimensional space is collapsed with men-
tal and conceptual space. The importance of creating these cinematic
spaces is that it allows for an alternative discourse and an alternative
mode of communication. Our full senses are activated. Both the trans-
mitter and the receiver are fluent. The “space beyond” is a new space of
thinking and acting.
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