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Abrstract

An attentiveness constituted by cinematic technologies and discussed by early film theorists like Jean Epstein, foregrounds investigations not only toward how we see nature but to where the boundaries of nature are located. As the apparatus of cinema continues to expand, the intertwined relationship between what has agency and is alive, as opposed to what is merely a mechanism of media technology (Fisher, 1999) urges us to question the subject and source of animation further. And where we find more than a single subject, between Interdisciplinary practice and research, artists studying the natural world do so through a networked form of attention or distributed noticing of changes in the environment.
 
To address these novel forms of attention, through and toward which a form of ‘collectivized subjectivity’ re- frames nature, this paper will analyze the production processes and ecologies of two artists collectives operating at the extreme opposites of historical digital and analogue divisions (ScanLAB and Sustainable Darkroom). Speculating on the chiasm that binds these two seemingly opposed practices, the emergence of a collectivized form of cine-trance will be discussed. From its original formulations through Jean Rouch and Gregory Bateson at the site of anthropological study, to the development or processing of images in the context of a newfound ‘animatic apparatus’ (Levitt, 2018). And where trance, often conceived of as a form of non-attentiveness (Holl, 2017) can be discussed as a necessary state of mind for connections between the human and the more-than-human to permeate.

Introduction 

‘Slow motion and fast motion reveal a world where the kingdom of nature knows no boundaries. Everything is alive. A surprising animism is being reborn.’ (Epstein, 1935)

I begin with this quote from, Jean Epstein in order to illustrates the concept of the photogenie. The photogenie is in Epstein’s words ‘cinema’s magical ability to draw out from the psyche the world of movement’. It would be wrong to presume that Epstein reduced all of life to motion (Farmer, 2010) but he did position cinema as a solution to the problem of material inertia; solipsistic or objectivist, our failure to appreciate the aesthetic value of the life matter surrounding us. Epstein proposed an ‘animistic’ theory of the moving image counter to ideological division, which would virtually dispense with narrative. In Epstein's cinema there was ‘no right side or wrong side’ (Liebman, 2016).  

Extending Epstein’s dissolution of binary opposition in narrative cinema this paper will investigate a turn toward animism that now finds its way into the More-Than-Human moving image, situating the study of motion (animation) at a contested zone between nature and technology. The More-Than-Human moving image is foregrounded by questions not only toward how we see nature but to where the boundaries of nature and culture are located. The phrase ‘the more-than-human’, originated almost 30 years ago in the eco-philosophical discourse of David Abram. Coined because, for Abram (2019), the concept of nature in our culture no longer functioned to articulate the sensuous sentience ‘with whom our lives are entangled.’ Since then, the phrase has found itself at the center of a worldwide movement uniting legal scholars, ecologists and local activists to construct a legal framework for the Rights of Nature, or more-than-human rights. 

Recent discourse about the Rights of Nature raises difficult questions over whether genuine collaboration beyond the anthropocentric possible? Criticality of anthropomorphism - as the projection of human characteristics onto the natural world, and of animism as a sentimental, illusory, pseudo spiritual belief system, which is in conflict with scientific rationality, has no place in the world of law and politics. What is being watched when something that is more More-Than-Human is observed? Are we looking at technogical bias or evidence of living patterns – traces of nature? Is the More-Than-Human Moving Image an impossible object or by virtue of the interdisciplinarity, which in this paper I aim to explore further, a form of ‘collectivized subjectivity’ (Hasegawa, 2017). This paper contrasts emergent digital practices that employ point cloud systems to digitally animate immersive environments, against the re-animation of analogue filmmaking employed by eco-processing collective The Sustainable Darkroom. 
The problem with Climate Change, according to Timothy Morton (2016), is that it is a concept, like environmental collapse, that is too vast, too complex, too costly, to grasp completely or directly. These terms are hyperobjects, they highlight the limits of human perception and the challenge we face in recognizing the full impact of human activity in relation to the environment (Morton, 2013). The hyperobject frustrates any practice wishing to be labeled sustainable. 

No human activity - not the vacuous, not the sublime - is worth more than life on this planet. Neither, in the end is any human life. If we use the word sustainable and don’t mean that, then we are liars of the worst sort: the kind who let atrocities happen while we stand by and do nothing. (Keith, 2009)
As if we didn’t already have enough problems, we are now stymied by insufficient language.  Given a crisis in which countless species are threatened by habitat loss, is it wrong to believe that any form of cultural practice could address the root cause of this crisis with integrity, with attention to the complex web of material relations in the production and consumption of the media object. 

1. How We See Nature – How We Attend to Nature?

A common cliche locates nature in what lies beyond society and civilization (Williams, 1980). We might go looking for nature in the outdoors, in the wild, in timeless untamed places, believing nature to be the opposite of culture. The problem here, according to Morton (2013) is the idea that there is this thing called nature and that thing is to be found somewhere under the cement, on top of a distant plateau or the cells of a plant, but never here, where we are in the present. What is more nature – encompassing the planet, ecosystems, living creatures and all their interactions – achieves a scale far beyond the scope of the humanist world view. Following Morton the concept of nature becomes another hyperobject, because it's so large and complex that we can only experience it in fragmented and often distorted ways.

This division between humans and nature is reinforced, from the top-down perspective and entrenched binaries of western aesthetic thought: in the assumptions of Realism – an observer-independent reality outside the grasp of human perception, and of Idealism – through the view of reality limited to the products of human thought. In turn, this conceptual disconnection mirrors the broader disciplinary divide between the sciences and humanities, where longstand-ing debates persist over whether it’s possible to know a world beyond representationalism, or to understand nature without defaulting to anthropocentric frameworks. 

Morton would argue that these oppositions distort how we imagine and engage with the natural world. However, an alternative perspective is offered by New Materialism and a turn toward matter, or through matter, and toward a world view that recognizes the physical processes and relations of the material world. New Materialism derives from a prestigious A prestigious genealogy of thinkers including; Deleuze and Guattari, Donna Harraway, Bruno Latour, Jane Bennett, Manuel DeLanda and Rosi Braidotti (Fox & Alldred, 2018). Rather than emerging from a privilege position external to nature New Materialism offers a view of nature rooted in the understanding that our existence is deeply embedded in a physical, material reality, where the interconnectedness of matter animates an innate relational vitality (Bennett,2010). Rather than drawing a line that separates the human from the natural world, New Materialism looks to recalibrate the human subject from the perspective of the earth. 

"we need to visualize the subject as a transversal entity encompassing the human, our genetic neighbours the animals and the earth a whole, and to do so within understandable language."
(Braidotti, 2013)

This perspective is expanded upon by Yuko Hasegawa’s curatorial metaphor in Clouds⇄ Forests (2107). Referencing civilizations earliest records of history, humans have developed a culture though the shared corporeal conditions of an environment: the characteristics of a particular place, the qualities of that land – the path through a forest. In Hasegawa’s model processes in the metaphorical “Forest” are contrasted to a new cultural generation, “the Cloud generation“ – the now familiar metaphor for the distributed data assembly points accessible via the Internet. The terms of their coexistence do not have innate value, but rather like osmosis permeate between their apparent divide from two different directions – one “from Forests to Clouds” and the other “from Clouds to Forests” – creating a united circular eco-system. Within this eco-system she describes the emergence of “collectivized subjectivity” where multiple actors (human and nonhuman) participate in sensing, recording, and responding to environmental shifts – ‘exploring ways to obtain animistic artistic languages’ (Hasegawa, 2017)

2. Where is there Animacy in the More-Than-Human Image?

Hence it is through a turn toward animacy that I would like to explore in ScanLAB and Sustainable Darkroom. Where the ‘grammar of animacy’, to borrow Robin Wal Kimmer’s (2015) phrase, attends closely to structures that reveal animate processes to foster a more sustainable approach to the web of relationships supporting life on earth. In their imagery both ScanLAB and Sustainable Darkroom cast an eye toward the material forces animating the natural world. Their practices are distinguished however by the distinctive technologies and associated media ecologies, that each of these collectives engages with. Through an ecological lens Sustainable Darkroom could be located in Hasegawa’s metaphorical Forests, whereas the techniques of digital animation developed by ScanLAB are generated through a Cloud space. Studied from the perspective of New Materialism, might start by examining the exchange between these collectives and the smallest active units in their imagery. The points in the data clouds from which ScanLAB’s immersive environments emerge, and the analogue grain fundamental to images developed in the Sustainable Darkroom.

A Point Cloud is a collection of data points in space, typically defined in three dimensions (3D), which represent the external surface of an object or environment.

Analogue Grain is a physical artifact that forms as a result of light-sensitive silver halide crystals suspended in the film emulsion, which react chemically when exposed to light and developed. 

In the context of in Bruno Latour’s Actor Network Theory (2015) and as a result of their material interactions point-cloud and grain could be considered actants. Framed as actant’s point cloud and grain help to challenge the anthropocentric bias of traditional social theory. According to Latour the actant is something that acts or to which activity is granted by others and so counter to the framing of agency within realism and idealism as mentioned earlier. In short, agency can be recognized as a distributed force, that is not limited to or isolated from human intention. 



a) ScanLAB FRAMERATE

London based digital studio ScanLAB. founded Matthew Shaw and William Trussell, have been working with LiDAR, as well as many other forms of machine vision, for the last 12-15 years. 
Point-cloud datasets can be found as both technically and conceptually to central the work.
The potential of point-cloud datasets to function as a forensic-level record of environmental change is revealed FRAMERATE series. Which, I would argue, enacts a collective sensory practice, whereby machines, data, and a landscape’s geomorphological processes co-author the image. Implicating the viewer in an ecology of sensing—a trance-like immersion that mirrors the rhythms of erosion, decay, and regeneration.

FRAMERATE is made up of thousands of LiDAR scans from various locations — coastal cliffs, forests, quarries, farms — and pinpoints the precise locations of environmental and industrial change. The sub-millimeter accuracy of laser scanning landscapes enables measurement of erosion, deforestation, infrastructure decay, human movement patterns.  With laser scanning each point represents a laser reflection from a surface, providing extremely precise spatial coordinates (XYZ) and often colour (r,g,b) and luminance (Caine, 2019)

FRAMERATE requires the dedication of local photographers from around the world to return regularly to exact locations. Some sites are scanned every few minutes over 12–24 hours (in the case of night markets or street scenes), others daily across seasons (in the case of beach cliff erosion, deserts, gardens or forests) requiring the photographer to return every single every day over the course of years to set up the scanner in exactly the same position. The sequencing of evolving 3D environments. enables the: detection of subtle changes: e.g., erosion, tree growth, construction, decay. The collapse of a cliff face, for example, visible as an accumulating gap in the terrain over weeks or months—each scan contributing points to the evolving dataset. 

Specific to volumetric capture though is that its allows you to view a perspective of change that the fixed camera position of traditional time-lapse would never have allowed. According to Matthew Shaw the point clouds function as a navigable 3D canvas ( ). The same dataset can be reframed: top-down, close-up, over time—offering multiple simultaneous perspectives. Or the artists can place virtual cameras in the scene to create shots, pans, or orbital movements. Or within immersive installations where the viewer is surrounded by time-shifted 3D “views” of the same place. 

Such collaboration demands a reconsideration of attentiveness. It is no longer the filmmaker alone who directs perception; rather, attention emerges as a collective, environmental act - a form of “distributed noticing” and “sustained attention” shared among humans, machines, and environments. James Bridle in the book Ways of Being: Animals, Plants, Machines and the search for a planetary intelligence situates attention within an 'aesthetic ecology'. When examining a broad scope surveillance technologies, Bridle argues that digitally networked recording technologies allow for a 'rapid transformations not only in the scale of our attention but in their kind' (Bridle, 2022). FRAMERATE surrounds audiences in a 'shifting point cloud landscapes'. ScanLAB curate a time-lapses perspective across varying scales of an environment. Viewers may think about environmental change in terms of minutes, day, seasons, and geological time. But the spatial documentation - is scientific - further collaboration with geologists and botanists.

The visual language of FRAMERATE emphasizes some of the specific qualities of point-clouds. The figures and surfaces formed by dots, not textures, creates a grainy aesthetic, emphasizing transience and impermanence. The result feels like a poetic rendering of a liminal space; a representation of the world that is both exact and strangely ephemeral.

b) The Sustainable Darkroom:

The Sustainable Darkroom is a filmmaking and photographic collective focused on ecological, non-toxic, and materially aware analog practices. Founded by Hannah Fletcher and Ed Carr in 2019 to equip artists and designers with new skills and knowledge to develop environmentally friendly darkroom photographic practice. The Sustainable Darkroom has since taken form in exhibitions, publications, residencies, workshops, training and mentoring sessions. Designed, according to Fletcher (2021), to build collective power in re-thinking the current photographic industry. The Sustainable Darkroom has since grown into an international network for education and learning through sharing and collaborative research.

Counter to the accelerationist trajectory of the industrial co-dependence of data animation and the technological ends revealed in point cloud networks. Sustainable Darkroom are able to make an authentic claim to be building a sustainable future, in virtue of the fact that the photographic materials used in eco-processing are sourced locally. The Sustainable Darkroom’s ethics are situated in knowledge of the web of material relations that is foundational to their practice. From this New Materialist perspective, photographic gelatin for instance is not an isolated substance, but extracted directly from cow hides and bones. In his bracing analysis of gelatin in photographic film - Ecology of Grain, Carr (2019) firstly calculates how many animal are sacrificed in the service of the industry. Carr calculated 39,408 cows per year would have been killed to enable the production of the 960 million rolls of film sold in 2003 (the year of analogue films commercial peak). He goes on to argue that suggests ‘if photographers are to pay ‘rigorous attention’ to the networks of film use, then each shudder of grain comes with the castration of a calf; every golden-hued light leak is made possible by a half-conscious cow - bleeding out on the slaughterhouse floor’ (Carr, 2019).

Carr demonstrates that analogue film emerges from an assemblage: emulsion, developer chemistry, light, camera mechanics, human intent—all co-producing the image. In virtue of analogue films commercial decline eco-processing requires the maker to develop a broader knowledge base that methodically unpicks eco-chemical processes. This is a step towards authentic interdisciplinarity that is not always present in projects posing as art and science collaboration. The biochemicals for eco-processing don’t merely mimic industrial developers—they introduce new material forces that alter grain formation, tonal range, and granularity. In order to Notice – you do need to slow down. "We learn to wait—for the plant extract to bloom, for the grain to settle. It's a conversation, not a command" (Fletcher, 2020).

Practitioners describe this as “attuning to the unpredictable texture of plant-based chemistry” (Carr & Fletcher, 2022) embracing chance, variation, the co-authorship of materials. This aligns with Bennett's idea of interfolding networks—where human intent and nonhuman processes co-compose the final image (Bennett, 2010). The contrast here between analogue grain with digital pixels is prominent. Where grain is physically and chemically emergent, pixels are uniform, algorithmically determined units. Analogue grain embodies contingency and texture, while digital pixels prioritize precision and control. Grain reveals the presence of matter; pixels conceal it. 

	Analogue Grain
	Digital Pixel

	Chemical, Physical, Emergent
	Algorithmic, Immaterial, Uniform

	Responds to Conditions
	Controlled by Code

	Materially Expressive
	Disjunctive Materiality



In contrast to ‘grainy aesthetic’ rendered in the point clouds of ScanLAB’s immersive environments, analogue grain, for these filmmakers embodies a tactile engagement with the temporal object. This difference reflects a broader epistemological shift: digital imaging abstracts and dematerializes, while analogue film—with its grain and chemical unpredictability—foregrounds material collaboration. Grain is not a neutral canvas; it contributes texture, tone, and depth, reacting dynamically to developer, light, and handling—all, in Bennett’s terms, asserting their own “thing-power”. 

The Sustainable Darkroom’s practices highlighting how grain formation is a collaborative event among human intention, organic chemistry, mechanical devices, and time. In contrast, digital pixels lack this material expressivity and agency, thereby flattening the political ecology of image-making. Bennett’s vibrant materialism seen through the practices of The Sustainable Darkroom, demonstrates that analogue film grain should be seen as a crucial actant, rather than inert residue. In doing so, it reframes analogue media as a space of ethical collaboration and ecological attention. In a cultural life overwhelmingly dominated by the digital, such reorientation is critical to reimagining alternative material relationships and creative futures.

It is not my intention however, to dwell exclusively on the much-debated impasse, between digital and analogue tools and look to see instead if there is a particular attentional state shared between in these interdisciplinary collective practices. 
3. Collectivized Cine-Trance
Often associated with altered states of consciousness, ritual practice, and non-ordinary perception, trance has typically been relegated to the realm of distraction or non-attentiveness. Ute Holl in Cinema, Trance and Cybernetics (2017) critiques this notion; notes trance’s frequent dismissal as a degraded or non-functional mental state and suggests that trance may instead represent a liminal threshold of perception. She draws on the concept of the cine-trance, which originated in the anthropological filmmaking of Jean Rouch (1974) and the cybernetic systems theory of Gregory Bateson (1972) to argue that trance constitutes a "threshold consciousness," a mode of being that allows boundaries to blur and new relationalities to emerge. Holl’s position opens space for rethinking trance as a form of ecological attunement and finds resonance in Bennett's new materialist philosophy, challenging anthropocentric notions of agency, recognizing "the world is not merely a passive backdrop for human action but is itself lively and capable of affecting and being affected" (Bennett, 2010). To perceive such vibrancy, however, requires a suspension of instrumental rationality.
The development of the image, across a distributed cognitive network, becomes an opportunity for the emergence of a unitary trance state. Constituted partly by LiDAR technology that has enabled ScanLAB to produce a technologically refined, accelerated, specialized aesthetic. And partly by the perceptual and attention focus provoked by superhigh resolution images (rendered at 12K-32K). But despite the enormous resolution the recorded landscapes and infrastructures in FRAMERATE the images displayed do not appear as complete images. The point cloud environments generated from LiDAR can be explored from a multitude of angles and are thus in the process of becoming, even at exhibition. The point cloud, unlike a photograph, doesn’t fix a perspective—it enables further motion and multiplicity. Cine-trance manifests as viewers navigate a half familiar indeterminate space, between the clarity of data and a ghostliness of form. Present to a familiar embodied knowledge, while simultaneously losing sense of the tangible. 
In contrast, Sustainable Darkroom’s use of compostable chemistry and handmade emulsions, is a slow, tactile processes that foregrounds the agency of materials. Their images make visible Bennett’s notion of vibrant matter, and recalling the “blooming, buzzing confusion’ that William James (1890) famously noticed awakening, as our attention expands beyond pre-conditioned boundaries. It is through a practice of co-making where the filmmaker becomes attuned to the unpredictable rhythms of organic and chemical processes. Working with such materials requires the qualities of slowness, patience, and responsiveness. As Trinh T. Minh-ha (1991) writes, "The moment of seeing is also the moment of being seen. Vision is always reciprocal" (p. 73). Trance, then, becomes a vital cinematic tool for entering reciprocal relations with the more-than-human. This trance state prepares the ground to what Laura U. Marks (2000) calls "haptic visuality," a mode of perception that engages touch, memory, and affect. In this sense, the Sustainable Darkroom enacts an analogue trance: an attunement to the agency of matter.
Nevertheless, The Sustainable Darkroom initiative, like almost all artists who can make a living from their work today, organize and communicate through digital networks. The internet enables knowledge of chemistry and eco-processing techniques to be shared across the globe. Artists and Materials may intermingle in the landscape, workshop or studio space, but their prints, unless digitized, cannot leave the tangible habitat of the ‘forest’ to enter the information ‘cloud’ space. Or to apply Hasegawa’s curatorial metaphor once again - to reengage with the culture of the digital age, as participants in the cloud generation. This exchange recalls Bateson's emphasis on patterns and feedback loops - for Bateson "What is characteristic of a mind is the combination of digital and analog processes" (Bateson, 1972). Both ScanLAB and The Sustainable Darkroom demonstrate that trance is not a cognitive deficit, but a method of knowing suited in a world of entangled agencies. In their own ways, each practice invokes a mode of perception that disrupts anthropocentric mastery and fosters relational ontology. 
Conclusion: Toward a Distributed Temporal Epistemology
Collectivized cine-trance is (thus mostly only ever) immanently experienced in the coalescence of relationships formed in the making of the more-than-human moving image, as a form of collective subjectivity that emerges during the pro-filmic event. Beyond a realism or representationalism in practices aimed at ‘documenting nature’ ScanLAB and the Sustainable Darkroom both share an approach attuned to motion of each image’s smallest active unit. Trance is not a retreat from perception but a form of ecological sensitivity—a condition of porous attention where the human subject dissolves into a field of relations.

Thinking of a point cloud as an actant decenters human authorship and emphasizes co-agency. Aligning ScanLAB work with posthuman and ecological theory, where agency itself is relational. Highlighting the political, ethical, and aesthetic stakes of data-driven machine vision. By the logic of Latour’s Actor-Network-Theory (2005), analogue grain is also perceptively active within the production of the image. Like point clouds, it’s not passive noise; it’s a dynamic participant in meaning-making. However, where ScanLAB’s approach fits with accelerationist thinking toward the ultimate collapse of many of the planet life sustaining environments, the Sustainable Darkroom initiative develops a tendency toward deceleration – toward slowing down to moving conjointly toward a Distributed Temporal Epistemology.
By focusing on moving image practices evolve beyond binaries of realism, or digital or analogue exclusivities, we can witness the rise of a collectivized cine-trance: a more-than-human attunement enacted not only through aesthetic form but through collaborative modes of sensing, animating, and recording the world. This shift invites a rethinking of animation—not through the breath of a solitary animator, but as a vitality already present in the world, waiting to be attended to.
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