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The Signal & Storms Laboratory expands on the concept
of ‘Geocinema, which seeks to address the challenges of
representation in an increasingly algorithmic world. Most
imaging techniques today are operationalised in ways that
escape immediate visibility or perceptibility by humans —
they are far too complex, too dispersed, too fast. Processes
of recording, archiving, distribution, and visualisation of
data are overwhelming in their amounts and scales, where
the notion of an image as well as the notion of a recording
device can be seen to have already been expanded while
embedded in geological formations as much as in geopolitical
configurations.

This constitutes the new epistemological condition generally
called the Anthropocene. If the image of the earth as a single
form of knowing is ungraspable, then the question is no longer

what is the earth
but rather how is the earth?

Here, '‘Geocinema’ is a method to understand how these

images perform instrumentally within environments, but

also how environments themselves structure and form these

images and their circulation in return, each within their own /
situated histories.
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00 A RECORDIN/ICE

Throughout six weeks the Laboratory explores an extended
/ notion of a recording device, inspired by the feedback loops

between science and technology and their relationship to
/ film and broader filmmaking practices.

While paying attention to the ways in which the earth— in its
most distributed form— is sensed, visualised and interpreted
within the ever-expanding technopolitical milieu, the
Laboratory's participants question how this may lead to new
understandings of our relationship to the environment. This
also flags up questions of scale and temporality, where visual
practices are inherently formative of planetary futures which
/\ we may or may not want to foresee.

The Signal & Storms Laboratory’s syllabus is structured
around key figures and tropes that are present within the
operations of ‘Geocinema’; the Forecaster, the Distributed
Eye and the Stitcher. With references to works by new
media theorists, artistic practices, scholars and experimental
filmmakers,— the syllabus also includes proposals for
projects, as they were developed over the course of the lab
and through learning from each other’s visual and discursive

1 practices.
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Forecaster
Algorithmic Futures,
Planetary Programmability,
Platforms beyond Prediction,
Eerie Narratives,
Intense Archives

Distributed Eye
Calibration, Infrascapes, Geomedia,
Framing Territories, Biased Tools,
Double-bind, Bringing-into-Being,
Performativity, Selective
Memory-Capture, Optimised Mattering,
Intelligent Representation, Distribution,
Noisy Translations, Haunted Efficiencies,
Optimised Gaze, Forgotten Parameters

Stitcher
Collaboration, Assembling-
Disassembling, Fragmentation,
Entanglements, Resonance, Footnotes,
Peripheries, Open-ended encounters,
Alienation, Collective Entrancement,
Estrangement, Supply chains of
perception, thousands of tiny futures,
Stitching/Unstitching
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01 FORECASTER INTRO

As a future oriented technique, forecasting is interlaced

within everyday imaging operations. The technique unfolds

as architectures, narratives, infrastructures, and data /
transactions, while matters of recording dive deeper into the /
depths of the world through the circuits of its images.

The circulation of people and things, along with natural

resources become inscribed into an extensive grid of risk

calculation, where the forecaster emerges as a key trope

projecting a manageable future by crystallizing it in present

unfolding geographies.

Anthropocene as a conceptual framework and as an
episteme allows us to move away from the exclusive idea
that man writes the history of the earth, and move towards
the understanding that it is the earth that writes history,
including the history of man. As a narrative device, the
Anthropocene attracts the idea of time, space and matter
as certain registers of writing. But before embarking on an
expanded version of the history of the earth, we shift our
focus to universal referents such as the new climate regime.
Here, it is important to understand how knowledge is being
mobilised in specific socio-political conditions, and which
version of history the earth has been recording, or perhaps
never recorded.

While tracing the ecological and geopolitical stakes of
contemporary forecasting techniques, The Forecaster
addresses the rising presence of the Earth as a figure within
visual cultures and the Anthropocene. Here we are interested
in the Anthropocene as a narrative phenomenon that deploys
notions of time, space, and matter as certain registers of
recording.
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FORECASTER

01




01 FORECASTER

Cinematic Circles
Future Forecasts

The initial concept of Geocinema
was to consider planetary scale networks
of data accumulation as a vast cinematic

apparatus, a camera. Here the notion
of an image in relation to recording
devices, has already expanded and
become embedded into geological
formations as much as they have within
social political configurations.

We are directly borrowing from the idea of montage when we
speak of earth’s representation as never being one holistic entity.
Our interest and connection to cinema refers to the technique
of mediating space and time, which creates a potent feedback
system, and a particular form of agency as it loops between our
optical nerves and sensory experiences via moving images. In
the 20th century with the huge development in optical devices,
moving images can be instrumentalized as objectifying tools as
well as being emancipatory. It is because of these reasons that
we are keen to expand the idea of moving images away from
their material aspects and to tackle more the underlying

biases existing in optical regimes and to begin thinking about
alternatives to them.

A lot of our work has been about connecting more recent starting

points and case studies to a longer lineage of photography and
image cultures. Take for example, images meant only to be read
by machines such as self-driving cars, read by staff to check the
quality of products on an assembly line, or all the things logged
in while crossing security. These images are used for operations,
which range from science and measurement, to the control of

capital and labor. This overabundance of recording, archiving,
and distribution is absolutely overwhelming in its amount and
scale today. This flags up many questions related to how we
understand time, but also our cognitive abilities to critically
reflect on these processes and their effects.

Of course, the development of cinema and filmmaking has
always been entangled with new optics and recording methods
developed not only for the purposes of the film industry, but
also from science and the military. So for us, the project of
Geocinema is both a method to understand how these images
perform within their environment, and also the extent to which
the environment themselves structures images and how they are
able to circulate. Addressed through the terms “operational
images” or the “logistical image”, extensive and important work
on this had been pioneered by image practitioners and theorists
such as Harun Farocki, Hito Steyerl, Trevor Paglen, Allan
Sekula, and Jussi Parikka.

To lean on the media theorist Ute Holl, she speaks of how the
cinematic circles and withdraws back into the subroutines of
the mind, the apparatus, the industry and the landscape. This is
something we wanted to hold on to in terms of what constitutes
“cinema” to us under this broader notion. Despite it feeling like
an old-fashioned word, it has been productive for us as a prism
to think through, while understanding “cinema” as a collective
experience of entrancement in a shared space, and especially

as we are able to move across and explore different scales of
this idea.

— Excerpt from Asia Bazdyrieva and Solveig
Qu Suess in conversation with Billy Tang,
Rockbund Art Museum, Shanghai, 2020

Read more here:
www.leapleapleap.com/2021/03/geocenima%EF%BC%9Aa-
conversation/
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The purpose of data is neither to
know nor to picture
but to manage and predict

— Sean Cubitt, Finite Media: Environmental Implications
of Digital Technologies, 2017
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Distributed Eye



What is this form of moving image
that refuses to be merely about
things seen but becomes also a thing
measured, calculated?

One that establishes these
assemblages of sites, spaces,
architectures, symbolic and less
symbolic items, and that features
how the invisible operations of
data are included in the spatial
sense. Moving images
that also frame the sort of non-
images that emerge from signals
— from the satellite data processed
into scientific management, policy
« = discourse, different forms
% and levels of impact on the earth.

— Jussi Parikka, Art from Large-Scale Systems:
U - Operational Images and Geocinema, Universitat der Kiinste Berlin, 2020
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There's a double bind “between knowing about the earth
and the earth allowing that knowing to happen,’ agendas

of designing networks of sensors seeing into the earth'’s /
crust are twinned by an outward extraterrestrial exploration
looking back into itself! The power to make value and the
power over knowledge collude on unprecedented scales.
Techniques of measuring and interpreting how the Earth

is changing are feeding back into the construction of large
scale logistical infrastructures, as plans for what is or is not
constructed are hinged on the dependability of data-sets and
their value-driven interpretations.

Here we want to collectively think through time and
movement which are being written by and into environments
near and far from our situated histories— with rhythms
defined by colonial and extractive logics, folk ontologies and
geopolitical imaginations. We address the co-production of
landscapes within processes of remote-sensing, as an entry
point into understanding aspects of what constitutes the new
epistemological condition.

To tune into our infrastructural present, we will take note of
the tempos dictating the constant recordings happening
around us while learning to see movements that are

being tracked and traced. By noting the choreographies

of behaviors inscribed across time, we will see that what
seemed to be in the peripheries— whether populations,
places, or histories— are in actuality essential to its
operations.

1. Jussi Parikka, Solveig Suess, Asia Bazdyrieva “Geocinema in conversation with Jussi
Parikka,” July 17, 2019, in Digital Earth, podcast, https://medium.com/digital-earth/podcast-
geocinema-in-conversation-with-jussi-parikka-d106e66e415
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The Tiny Messanic
Forces Between Us

Each of the scientific tools used
for observation— be it a seismograph,
or a barometer— were devices that gave
a visual record of the earth activity, and
are all part of a distributed network,
which provided data towards larger
constellations into forms such of weather
forecasts, trade logistics, and market
predictions.

Advancements in statistics, probability and the establishment of
reliable time references, allowed for new logistical infrastructures
to support markets across oceans. Sean Cubitt refers to such an
assemblage of operations as geomedia— that both mediate the
earth and establish a relation between time and value.

Here, these calculations are used towards utilitarian ends while
techniques of measurement themselves are inseparable from
infrastructures for governance. Geomedia not only draws
representations of moving lands and atmospheres, but predisposes
certain ways of environments to form, and others to dissipate.
These dynamic relations between the atmosphere, its windy
circulations, ships, insurance companies, forecasting weather,
future risks, continuously brought into being many elements of
our current modern political geography, accelerating the uneven
formations of a whole series of relations. The visualizing of land
and air coincides with broader geopolitical events, where together
they can be seen as redrawing much of the world’s organizational
logics.

How, then, do we represent complex systems and mechanisms
which are not immediately perceivable by and of themselves? For
us as Geocinema, we have been engaging with the infrastructures
of sensing and imaging techniques, entering various spaces that
we regard as constituting the architecture of planetary-scale
cinematic processes. This infrastructural take defines our method
of initiating fieldwork, where we physically follow the generation
of an image. This topic allows us to borrow from various fields
of inquiry such as critical theory, feminist epistemology, radical
geography, media theory, amongst others.

— Excerpt from Living Networks,
a conversation between Jussi Parikka,
Geocinema and Kyriaki Goni.

Transmediale https://archive.transmediale.de/content/asia-
bazdyrieva-solveig-suess-geocinema
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Even before these images,
the landscape is
already always inscribed in
multiple materials and
communication
enabling technologies.

— Samir Bhowmik & Jussi Parikka,
“Infrascapes for Media Archaeographers”, Archaographien: Aspekte
Einer Radikalen Medienarchaologie, 2019
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[03]

Stitcher



Since cinema itself has once

and for all left its classical
setting in movie theatres to spread
across electronic meshes and
across individual or shared screens,
its specific entanglement
of physical cultures and wishful
hallucination returns as an issue
with ever more insistence.

Former meshes of the
afternoon have turned
into omnipresent meshes,
into a permanent mode of trance,

as it were, disorganizing and
disturbing what we perceive as

presence or absence.

— Ute Holl, Cinema, Trance and Cybernetics, 2017
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-

Over the course of the past few decades the narrative of

modern science has been decentered, rendering 'a human’

as not a value neutral term but one that is paradoxically /
aligned with acts of exclusion and violence. Following the /
recognition that ‘western science’ has emerged along with

European nation-states and movements of exploration,

trade and conquest, the normative canons of knowledge

production have been questioned while the demand for a

lowered-tone, historically situated, embodied and embedded

narratives have now been brought to the fore.

The Stitcher addresses filmmaking through practice, in
order to directly engage with the challenges of narration
and representation within our geologic epoch and the
increasingly algorithmic present-futures. While futures and
collective spaces feel increasingly enclosed, we learn from
key moments within more intimate histories of cinema,

so as to register structures of feelings that have yet to be
articulated, with their potentials yet to be actualised in our
present moment. We will reference montage and sound
design as means to provoke cinematic estrangement and
other stitching techniques, introducing key ideas on the

"1

manipulation of “optical nerves and their time".

1. Friedrich Kittler, Gramophone, Film, Typewriter, as cited in Ute Holl’s Cinema,
Trance and Cybernetics, 2017.
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How can we engage with
infrastructures and logistical
processes methodologically,
while addressing questions
of documentation and
representation?

mve GzRe: 1151

Are infrastructures always
imperial or colonial?
What regimes of power
and imported desires do
images and their archives
reveal?

{

What times, spaces, rhythms, \\
movements or scales do these
processes mobilise? l / /
How can we destabilise

the hegemony of these /
processes’?
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Towards a
Documentary-led
Research

[01]
In the Shadows
of the Forecaster

While modern geographies are made
visible, characteristics such as scale
and temporality are being put more
and more into question. Despite all
the seeing, it has been twinned with
increasing concealment of so many

things at the same time.

In recent years, nation states and international corporations

are increasingly turning to logistical innovations to reconfigure
geographies of supply and demand as they experience a slow-
down of economies. This is to continue a stable ‘growth’ through
older, colonial strategies and tactics by absorbing cheaper labour
and resources in the peripheries of markets. These strategies
include new logistical networks that assist the drive of states and
corporate conglomerates to continuously seek the extraction of
capital in places otherwise untouched by its capture.

What is being mobilised under the rhetoric
of cost cutting while being more
‘environmentally friendly’, include the
implementation and installing of environmental
sensors used to datafy, quantify,
and calculate with more efficiency.

Territories are becoming increasingly sensed spaces.

Through the mechanics of biometric data surveillance and the
control of human, goods, resource flow, their justification allows
for the convenient legitimization of increased militarisation of
border regimes.

How do mechanisms of control impact mobility, and the mobility
of whom?

Something as simple as a road or a rail route is not only a thing
or object, but also a relation. They are the physical networks
through which goods, ideas, waste, power, people, and finance
are trafficked, while also being complex processes that constantly
open up possibilities as both inclusion and exclusion.

The bending of time and space.

Closeness is not necessarily about distance between here and
there, but rather how close things are, are defined by parameters
such as disagreements, arguments, revenues, personal histories,
associations, race.

[02]
Unstitching

How might we unstitch? When we think
about stitched totalities; how might
we be able to fragment this? How can
we undo our modern geographies of
concealment and bring into view the
lattice of relations, often very violent
ones, that sustain modern states and
international markets?

Duration

My documentary, AAA Cargo (2018) traces bourgeoning
distribution networks which are expanding across vast regions
between China and Europe. Along its route in Western China,
geographies are reformatted for logistical movements, which ease
flows of capital and commerce.

While filming for the documentary, I visited the special economic
zone of Lanzhou New Area in Central China. People I met had
told me that the zone was only constructed in 2012, that they
were at the time still waiting for business to flourish. Pending,
nothing seemed open while I visited, with the airport in the
logistics zone hosting infrequent incoming flights. There is a
specific temporality that the zone carried, for example, a sense of
dislocation that started to feel very intimate in everyday life.

There is a moment in AAA Cargo where the song Going Home,
by the American smooth jazz saxophonist Kenny G, plays over
animated bubbles as they float over a concrete road. The song
was a very reworked version of it— looped, sped up, slowed
down. But his music might conjure a lot of nostalgia from anyone

33
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who grew up in East or Southeast Asia during the 90’s, where his
albums were kept on loop in newly opened shopping centres, with
his song ‘going home’ used to announce the opening and closing
of shops. There’s a certain sense of pacification which arises
through muzak— smooth elevator jazz— conjured when waiting
for the arrival of capital and markets, placating the public. The
bubbles placed along with the Kenny G song together obliquely
refer to David Harvey’s theory of the ‘spatial temporal fix’. He
spoke about how by the pure act of constructing high-speed

rail lines, highways, dams and water projects, new airports and
container terminals, would be used to pacify social instability
and sustain their overall GDP. The ‘spatial temporal fix’ would
provide employment for surpluses of capital and labour while
using up the extra tons of steel and concrete, and reinforcing the
spatial designs of capital accumulation. A subduing of any forms
of unruly behaviour, through the promise and fantasy brought
forth by infrastructure.

Understanding the politics of duration
requires an examination of how observational
tools produce or make visible certain
experiences of duration.

How can durations of a space be represented,
and how might duration be used as a technique?

Montage

Ursula Biemann’s video art researches the connectedness of
social and environmental issues in her particular essayistic and
documentary-like style. Her film, Remote Sensing (2001), roams
through the territories of the global sex trade moving us from
orbit into women’s lives from Eastern Europe to East Asia. As
Biemann explores the lifeworlds of sex workers, she invents a
feminist media topography, layering her video perspectives of
sexual laborers and their personal data within remote satellite
imagery of the earth. Remote Sensing exposes what it means
to sense the world remotely and charts the ambivalences
surrounding the media technologies used to track, monitor and
sense women'’s bodies from a distance.

What Biemann describes as the ‘zone of negotiation” — the
complexity that does and cannot fit into binary code. She begins
with the awareness that satellite technology conceals gendered
meaning, which calls for a ground-up perspective to counter
their abstractions. She looks at the production of the sexual
economy, and the geographical reorganization of women at
global scale. Throughout, she threads together how it is through
their movements which actually build overseas economies, their

34

alternative circuits of survival in the margins of the pan capitalist
reality. With remote sensing networks now ubiquitously operating
in the background of earthly activity, they are nevertheless
continuously inscribing movements across times and spaces— in
her film, Biemann was insightful in how she weaves together what
was missing and what cannot be rendered in their simplifications
of knowing the earth.

Montage as a technique can work to reassert the fragmentary
when engaging with the hegemonic calculations made through
imaging technologies. With the possibility to link and make
explicit connections between geographies, things and events
that are typically left obfuscated within the new conditions of
modernity.

THESE DOCUMEN"®
THE ROUTES ANI
OF WOMEN WHO
ACROSS THE

WORK IN THE

Defamiliarisation

Defamiliarization is the technique of presenting what is

deemed to be common, through a different prism. The sense

of defamiliarization is evoked when the obvious quality of the
mundane is stripped, and a sense of curiosity is enhanced. The
technique suspends the expected in a sequence of events so that
existing conditions are alienated. This might render situations or
settings strange, while momentarily entering our field of vision
anew.

In the film Making of Earths (2021) made under our collective
Geocinema, it starts off very affect-driven: a radio plays a
melancholic love song in the background and you begin to hear
footsteps on the gravel. Then you have Jessika Khazrik, who is
doing her magic with the film score—her sounds first come in
through tuning forks as if they are in the process of calibrating.
Two farmers walk past the camera and look up at the satellite
dishes. You can sense that there’s a lot more at play within these
scenes, with the air being thick with transmission.

3
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David Kelley and Patty Chang’s Flotsam Jetsam (2007) follows
the fabrication and journey of a wooden submarine to the
Three Gorges site on the Yangtze river—once a landscape most
often depicted in traditional Chinese painting, now submerged
to accommodate a hydroelectric dam. Wavering between
documentary and fictional modes of address, Flotsam Jetsam
explores the landscape’s relationship to identity.

“The video questions what happens to a landscape when it is
submerged and if it returns to an imaginary state. The video
details the process of fabricating a submarine, launching it below
the Three Gorges Dam, following the submarine’s progress along
the river and through the dam’s boat locks to the reservoir.
Along this journey various performances are enacted: dreams
are recounted during psychodrama sessions in a swimming

pool, a theatrical play is performed in a ship factory, and the
actors’ concerns about the process and purpose of making the
video are voiced.” These fragmented narratives weave around
the submarine’s journey, composing a third narrative regarding
landscapes linked to imagination. The film conjures up the acute
feelings of displacement in wake of infrastructural transformation
while evoking third spaces and imaginations.

How can we work with affect when documenting
infrastructures that are often at face value very
mundane? How can moments and pockets
of estrangement in the film fold in many more
registers and scales that might not be apparent
on the surface?

35

[03]
Restitching

By thinking with duration, montage and defamiliarisation, these
techniques can become conceptual tools to account for the
relational and material aspects of infrastructure and the realities
it mobilises. These can be powerful when trying to articulate
the different scales of connections with something so abstract
like global capital, where the distances between sites and their
relations are very blurred, convoluted and planetary.

Filmmaking in many ways, can be an embodied method of
researching, mapping, and maybe more accurately— ‘unmapping’
the complex relations of global capitalism. We see it both as a
practice of unstitching and re-stitching: with some films focused
on trying to grapple the need to undo our modern geographies of
concealment, where things such as environmental issues are kept
separate from supply chain expansions and extractive activities,
and the importance of bringing into view the matrices of relations
that sustain modern states and international markets. While other
films aim to create spaces for ‘seeing’ the familiar, differently,
allowing questions to arise on their own terms.

To evoke something that feminist scholar Donna Harraway

put into words; storytelling is a process of thinking. It does not
conclude but instead the process is part of the practice. And this
resonated a lot with how we think about filmmaking which is
very process-based, not just in how the story is crafted but also in
the time and spaces which are being connected through moving
images, or the people that we organise and share the research,
experience and work with.

I do not intend to speak about,
just speak nearby.

— Trinh-Minh-Ha, Reassemblage, film, 1982
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This is not a cinema about earth,
because there is no earth

The earth is the result of a
decentralized editing process
Directed by its metadata

It is composite and patchy,
manufactured and stitched together into a
montage of the globe

Geocinema is not earth
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~.is a collaboration

between Freeport
and Geocinema.
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Freepdrt is a creative research
program for a world of humans,
non humans and machines.
It is an mdependent study

and pr@duc’uon program

led by artists, combining art

“methoedologies with radical

desigh;-critical technologies,
neW V|sua||ttes and the cultural
ferments and even fervour

of Internet CommUnltles Our

" goal is to test new ways of

exploring the networked planet,

developimg creative strategies
that cgn seize new aesthetic
opporiunities and exposing“the
ambiguities and technopolltrcal

blind spots. \
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As an independent program, FREEPORT is about
unconventional learning, rather than traditional education.
The current academic structures often fail to catch up with
the challenges that a data-driven, politically confusing, but
aesthetically lively society pose to education and creative
production. FREEPORT responds to such challenges by
putting unconventional creative practices at the forefront
of a new type of non-corporate innovation. Using art as

a methodology, we encourage both recognized and young
experts to share their skills and discover new paths in the
entangled, ever-changing patchwork of forces that aesthetically,
materially, and politically shape our networked planet.

https://freeport.institute/

Geocinema (Asia Bazdyrieva and Solveig Qu Suess is a
collective that explores the possibilities of a “planetary” notion
of cinema. Based in Berlin and Kyiv, their practice has been
concerned with the understanding and sensing of the earth
while being on the ground, enmeshed within vastly distributed
processes of image and meaning making. Their work has been
shown internationally, including their first solo show Making
of Earths at Kunsthall Trondheim Norway (2020) and group
shows such as Critical Zones at ZKM Karlsruhe (2020-21);
Re-thinking Collectivity at Guangzhou Image Triennale (2021);
and Sensing Scale at Kunsthalle Miinster (2021). They have
given lecture-performances at the Ashkal Alwan Beirut, ICA
London, HKW Berlin, NYU Shanghai, Matadero Madrid
and have taught at the Berlin University of the Arts, FAMU
Prague, Central Saint Martins London among others. They
were 2018-19 Digital Earth Fellows and have been nominated
for the Schering Stiftung Award for Artistic Research (2020).

https://geocinema.network/

Bani Brusadin is a curator, educator and researcher. He

is the author of The Fog of Systems. Art as Reorientation

and Resistance in a Planetary-Scale System Disposed Towards
Invisibility, Aksioma Institute for Contemporary Art Ljubljana
(2021) and co-curator and founder of The Influencers (https://
theinfluencers.org/), a festival about experimental art, design
and activist practices in the networked society, co-produced
by CCCB Centre of Contemporary Culture of Barcelona
(2004 - 2019). Since 2018 he is one of the curators of
Matadero Madrid’s Tentacular festival (https:/tentacular.

es/) and director of Freeport (https:/freeport.institute/), an
independent study program about creative / critical strategies
for a world of humans, non-humans and machines. He holds
a PhD in Advanced Artistic Practices from the University of

Barcelona, where he also teaches.



