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Abstract 

Pathways of the Sea is about thinking and making with water in the encounter 

of the coastal mediterranean landscape in Liguria and its multiple non-human and 

human agencies and interweavings. The thesis is placed at the crossroads between 

heritage, new media technologies, creativity, aesthetics, memory, time and 

environment. At the core is a series of artworks in different media: film, installation 

and textiles. Poetic and temporal entanglements that hold together differential 

perspectives and multispecies becoming in the sensuous capture of landscapes. 

The works find companionship with prehistoric molluscs, plants in lost landscapes, 

nocturnal moths and moonlight. Wandering through and weaving together archives, 

cosmicomic literature, marine biology, naturalist collections, paleolithic graves, 

Victorian travel writings, science stories, abandoned swimming pools, industrial 

ruins and much more. In doing this, the project turns to modes of worlding the 

world through multiple differences inherent in various theoretical perspectives of 

feminist, posthumanist, environmental and new materialist studies. In particular, the 

project finds solace in water and sea as planes for thinking time, species and matter 

as more-than-human inheritances and thinking media practice as an apparatus of 

making difference. Pathways of the Sea is performative enactments of heritage 

landscapes. Portraying temporal criss-crossings and unfolding narratives where 

diverse human and non-human life and time spheres bend into and through each 

other. In these acts of landscape entanglement, the thesis opens up a discussion of 

how to think heritage as a naturecultural remembrance, a futuring that affirmatively 

trouble who we are and what we are to come.  

Keywords: Blue Humanities, Posthumanities, Environmental Humanities, Coastal Landscapes, 

Heritage, Archives, Art Practice, Filmmaking, New Media Technologies.   



A substantial part of the thesis concerns the production and 

exhibition of two experimental short films: Shell Time and Sea, 

Moon, Traveller. These films accompany the written thesis and 

can be accessed through the following links:  

Shell Time, 2020, 14 min

Password: Time 

https://vimeo.com/412224628

Sea, Moon, Traveller, 2021, 12 min 

Password: Moon

https://vimeo.com/655287335  
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Watery Ways

Introduction

The waves and tides imprint their movements on the coast. Cliffs, pebbles and 

rocks bear traces of distant pasts. The coast, as the sea, is a fascinating lustful 

encounter of sensing ancestral beginnings. A connection to distant places, unknown 

depths and beings in the dark. Water's fluid state of place, time and belonging 

seems to dissolve the appearingly stableness of the land. A sense of self easily 

gets intertwined and runs off into the waves, just as the feeling of the warm sun 

on the skin and the continuous murmur of the sea can make the mind drift away, 

start dreaming. Human bodies, industrial, technological activities in the coastal 

landscapes co-exist and interact with life on the ocean floors. The sea is at one 

with the tourist gaze, seagrass extinction, deep time beginnings, plastics, super 

transporters, combustion, sound pollution, lunar tides, mining, media, movement, 

fossils and fossil fuels: Species living and dying in the landscape. The shore is an 

interface of encountering these convergences of deep pasts and deep futures, 

entangled bodies and landscapes.

This project is about encountering the sea while keeping the feets dry on land. 

Pathways of the Sea is a practical encounter situated at the mediterranean coastal 

landscapes of Liguria, that considers the sea and water as an immanent drift that 

elude human exceptionalism, and plummet into thinking inheritance with water 

to invoke non-human agencies and entanglements. To begin with, the doctorate 

project was set in motion with the call for a digital humanities research project that 

explores "immersive realities for the usage and virtual reconstruction of artistic, 

architectonic and environmental elements of near and distant pasts of the seaside 

pathways" in Liguria. Asking to reuse cultural and visual contents of seaside heritage 

and combine these with new technologies, contextualizing "past events in the 



The pathways at the sea contain many practices and memories. 
Here pathways of pleasure. Postcards from the coast. From top: 
Reading on the rocks at Passeggiata Anita Garibaldi in Nervi 
(https://www.ilnerviese.it). Joy at the baths of Genova Sturla 
and joyrides at Villa Pallavicini, Pegli (https://genovaoldphoto.
jimdofree.com).  
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present, overriding time barriers”. As such, the project is placed in the crossroads 

between heritage, digital technologies, creation, media and aesthetics, memory, 

time and environment. An intra-action between landscape and its visual, narrative, 

sensuous and temporal capture. 

In the present planetary unprecedented changes, human activities are on par with 

geologic forces. The era of the Anthropocene makes a temporal fragmentation 

putting the everyday into intimate entanglement with evolutionary time. Instead of 

overriding time barriers, it seems more adequate to acknowledge that we cannot 

escape time. Time will inevitably override us. Time does its working on its own, 

as Elisabeth Grosz states, time “inhabits us, subsists or inheres within and beyond 

us as the milieu of the living and as the order and historicity of the universe itself 

(2005:3)”. So what does it mean to remember and inherit? To give vision and sound 

to time's passing in the present planetary upheaval? And who are 'we' in more-

than-human time-space horizons of the sea? These sets of inquiries are significant 

in the project’s curiosity driven research, that, rather than representing, tries to 

perform heritage landscapes anew by opening creative modes of portraying the 

more-than-human entanglements at the coast.  

At the core of this dissertation is research-creation through a series of artworks 

produced during my studies: film, installation and textiles. Passeggiate a Mare 

can mean promenade, trail and path at the sea or it can mean to walk. A verb; 

to take a stroll at the sea. The pathways of the sea are both concrete places and 

histories, and an act, to walk and subjectively make a sense of place. The project 

lingers between this encounter. Strolling through diverse readings of the coastal 

landscape and through my own act of placemaking through my creative praxis.   

   

The project, rather than reconstructing linear historical time and belonging, 

seeks to engage cultural heritage and landscapes by performative means through 

sensible affective experiments. Heritage becomes an emergent practice that 

portrays notions of more-than-human time-space horizons and multispecies 

becoming. Rather than trying to frame heritage elements through a solely human 

cultural perspective, the project wish to trouble the notion of cultural heritage to 
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instead think of naturecultural heritage landscapes of remembrance across species, 

times and differential bodily perspectives. Following this, the project digs into 

the theoretical perspectives of new materialism, posthumanist and environmental 

humanities. It turns to literature that thinks with water and the sea, and thus situate 

the project within the larger matter-energy being of the sea. Bringing forth more-

than-human time-space horizons, the intimate relationship between bodies of 

different species, or diffraction waves as an image of a world in constant change, a 

continuous entangled making of difference. Pathways of the Sea is a performative 

diffraction of landscape and heritage based on intra-actions across fields such as 

archeology, marine biology, naturalist collections, cosmicomic litterature, tourist 

writings, archives, media and walking. Portraying temporal criss-crossings and 

unfolding narratives where diverse human and non-human life and time spheres 

bend into and through each other, or overlap in surprising ways. In doing this, 

the project contributes to experimental as well as theoretical perspectives on 

landscape and heritage-practices in the naturecultural multi-species' convergence 

in digital-, environmental- and posthumanities. 

The dissertation is structured into coherent sections. To begin with, I introduce 

the project in the wider context of the anthropocene. The age of the human, 

where human lead activities have sparked environmental planetary distress, such 

as climate crisis or species extinction. A concept that is also criticized for mirroring 

once again the (hu)man at the center of the stage. Paving the way for theory and 

practice to think otherwise by displacing dualisms, progress, modernity, humanity 

into worlds of entangled states of living together in ongoing intra-actions between 

nature and culture, human and non-human, past and present, living and dying. 

Perspectives that flicker within environmental humanities, posthumanities, new-

materialism and feminism as modes of making difference. Practices of paying 

attention to otherness and margin perspectives in the entangled state of the 

world. The project finds itself at these crossroads, meeting the field of digital 

humanities in complex convergences. Here neither technology, nor humanity, can 

be dis-entangled from the world of non-human species, temporalities or matters. 

Advancing new agendas for visual digital studies, to make and think in a world of 

intimate entangled lives on an earth of uncertain futures. 
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The pathways of the sea are coastal landscapes situated within the ever present 

presence of the blue world of the Mediterranean. Waves, Tides and Aquatic 

Futures and the following four chapters introduce the sea and water as sub-fields 

within environmental humanities, posthumanities, new-materialism and feminism. 

Instead of establishing a stable position within these perspectives, this section is 

an account of my own tumbling into the theory of sea and water, thinking with 

the aquatic matter-energy biota in its various aspects. Above all, to take into 

account how heritage, memory, landscape, bodies and becoming can be thought 

of when encountering the sea and its life-worlds as agencies of their own. Deep 

Beginnings describe the sea as a deep time matter-energy that differentiates, 

makes life, carries and permeates bodies. In this part, the sea is thought of as a 

temporality that radically alternates human belonging into a deep time ancestrality. 

Forging attention to our indebtedness to the deep temporal working of the sea 

to search for a different relationship with the present waters under anthropogenic 

stress. Parting from this, I will draw on recent theories that place bodies in their 

immediate togetherness. Astrida Neimanis’ (2017) concept “Bodies of Water” and 

Stacy Alaimo's (2012) transcorporeality are concepts that take water as an agency 

that intimately connect bodies and landscapes. We are never isolated individual 

entities, through water we are always bound-up to each other across species, time 

and places. At last, the section introduces Karen Barad's notion of diffraction. 

Diffractions are waves of eternal differentiation and entanglement. Together with 

Barad’s concepts of apparatus and cuts, diffraction becomes an artistic performative 

strategy of figuring memory, heritage and coastal landscapes by holding together 

the disparate. Assembling diverging point of views and fabulating the entangled 

states of species, time and environment. Rather than reconstructing heritage 

elements of the pathways of the sea, the project works with diffraction as a notion 

that differentiates and makes spaces for alternative and converging perspectives 

within heritage landscapes.     

I then turn to the emerging field of research-creation, experimental practices that 

are at the intersection between creative practice and academic research. In nature, 

a transdisciplinary hybrid field forming links between artistic practice, sciences and 
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humanities, between theory, research, aesthetics and affects.  Research-creation 

is attuned to indeterminate processes that bring something new into the world, 

speculative gestures that form new modes of curious inquiry or that poses questions 

to concepts rather than trying to solve them. Diffraction is considered a mode of 

performing heritage-stories through film-making and installation. A theoretical and 

visually apt image on how to gather material, to look at and read landscapes and 

to form an aesthetic quality and method. To expand the notion of diffraction as an 

aesthetic approach, I want to introduce my artistic practice through the tradition 

and artistic strategies of essay-film. I will draw on the genre-bending essay-film to 

position my practice within a larger film-making context. The making of worlds that 

pays attention to the situated and actual, but uses fiction and the poetic to open up 

an indeterminate virtual worlding. Being a digital humanities project on new media 

technologies and immersive experiences, my technological digital apparatus is 

largely concerned with film-making and installation. Moving images, cuts, sounds 

and narration form the melting pot of my apparatus, that are uncertain incomplete 

captures of the landscape. 

The last three chapters are devoted to the creative practical outcomes of my 

phd-research. The exhibition Shell Time at Palazzo Ducale, Sala Dogana, Genova, 

combined a short experimental film and tapestry production to sketch the Ligurian 

coastal landscape through the fictional perspective of prehistoric mollusc. Parting 

from Ligurian archeological shell collections, the film explores cultural heritage 

sites composed or occupied by shells; artificial caves, roman amphoras, paleolithic 

graves. Dwelling at these layered pasts the film performs a present day speculative 

ethnography of the coast. A story of a prehistoric mollusc, inspired by Italo Calvino's 

cosmicomics Shell and Time, is accompanying the visuals and contemplating on 

the wild time of the sea and on the mollusc’s role in inventing measurement and 

sequence. Furthermore, three woolen tapestries at the installation depict flowers 

that had grown on the hills in the present day industrial harbour. In Botanical Relics 

I give voice to plant heritage and show the slow disappearance, and the modern 

technological reconfiguration of the surrounding landscape, the hill and rock 

formation of St. Benigno.
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Thereafter, I will discuss the 12 min short film Sea, Moon, Traveller. The film 

investigates disparate but entangled narratives and visuals in the relation between 

movement, sea and cosmos. Visually it mixes between archival film, found image, 

and moving-image produced with 3d technologies and game-engine software. 

Images and times overlap each other visually and narratively. Sea, Moon, Traveller 

is a fictive speculation on the entanglement between moon and sea, tourist and 

sea, nocturnal moth and moon, drawing from various sources; Rachel Carson's 

marine science stories in The Sea Around Us, 1800-century traveller writings in 

Liguria, and insectologists' descriptions on the moth's relation to the moon. By 

entangling these overlapping perspectives the film diffracts through archives and 

diverse modes of viewing and conceiving landscape and time.  
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Blurry Boundaries

Towards More-than-human Heritages

Recent turns in the humanities are decentering the human to open up for multiple 

landscapes, a myriad of beings, time(s), matters and species companions. Modes 

of learning attuned to the becoming of future worlds of living together with our 

differences in the present planetary upheaval. The concept of the antroprocene 

is a point of departure, discussed and reinvented through various posthuman, 

feminist and environmental modes of thinking and making, calling for differential 

perspectives on past, present and future modes of being on earth. A starting 

point of this thesis, is that we find ourselves in a time-space reconfiguration, the 

present historical situation, of environmental, technological, economical and socio-

political change that are unparalleled. An intensification and coming together of 

multitudes of forces that reshapes the planet. Human activity drives substantial 

change in earth’s climate, land, oceans and organisms so that humanity itself is 

recognized on par with geologic forces. Changes that have catapulted earth into 

a biological annihilation of the ongoing sixth mass extinction event (Ceballos et 

al. 2017). We define this era as the anthropocene. A combining of the ancient 

Greek word ‘anthropo’, meaning human, and ‘cene’, meaning new. The term was 

proposed by atmospheric chemist Paul J. Crutzen and diatom researcher Eugene 

F. Stoermer (2007). This event tells a story of the coming together of millions of 

years that are being undone within a few generations, putting us in unease for what 

we might pass on to the next human and non-human generations. The vastness 

of the event, and yet its close entanglement to the near materials and movements 

of our lives, is blurring familiar boundaries. The subjective and worldly landscapes 

we long for and belong to exceeds any form of delimitation and is always 

expanding in interconnection with others. In this sense, cultural heritage and media 

technologies seem fertilized to turn to a larger sense of inheritance and expression 
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that works across species, times, materialities and differences in the present and 

future condition. While the concept of the anthropocene puts attention to many 

important questions about the present condition, it is a concept that has also been 

largely contested. The persistence of naming the period the human age can be 

seen to keep onto humanity as the center of it all.  A primary agent in the myriads 

of agencies of species and matters on the planet. If the ongoing changes arises 

from human exceptionalism, then how can we address these issue with a concept 

that still has the human as its main actor: “The Anthropocene has morphed into a 

discourse that is organizing the perception of a world picture (past, present, and 

future) through a set of ideas and prescriptions that is tenaciously anthropocentric; 

indeed, the championed name itself - Anthropocene, or the age of Man - evokes 

the human-centeredness that is at the root of our ecological predicament (Crist 

2021)”. Furthermore, the concept of the anthropocene masks the condition that 

not all human modes of thinking and living on this planet share similar responsibility, 

nor are we humans and critters equally situated in the pathways set in motion. The 

era is bound up to issues of human exceptionalism, industrialism, colonializatoin, 

extraction, neoliberal economic politics, gender and race. It is a period that 

invokes thinking which moves beyond the imaginations of a homogeneous we, 

as Rosi Braidotti states “We-are-(all)-in-this- together-but-we-are-not-one-and-the-

same (2019:54)”. We are entangled in this together. We are all agencies that have 

to make a future in this together. We are a tangible multiple, always touching 

one another, folding through each other in the ongoing iteration of the world. 

We are critters, matters, waters, liberals, plastics, feminists, technologists, priests, 

conspirationists, poets, electronic devices, mobile peoples, nationalists, rich, four-

legged, robots, cyborgs, poor, earthly, art historians, pollinators, insectologists, 

aquatic, lovers, dust, atmospheric and sensory apparatuses. We are differences 

at large. Differently differentiating in the messy worldly becoming in which we 

cannot escape the trouble that binds us all together. The displacement of ‘Man’ 

from the anthropocene entails becoming other in multidirectional conflicting and 

converging relations, “grasping what we are ceasing to be and what we are in 

process of becoming” (Ibid. 64). Ceasing to be in the humanities, grasping what 

we might find in the humusities, as children of compost, the habitable mingling 

of multispecies muddle (Haraway 2016). The anthropocene as a concept is in this 



Pleasure and death intertwined. Poseidonia Oceanica on display at the Aquarium of 
Genova. The population of the seagrass species has largely decreased concurrently with 
the increasing artificialization of the coast. See more in the chapter Shell Time. Photography 
Peter Kærgaard Andersen.   



The seaside is not only leisurely strolls. Workers at the factory. From top: 
Industries in Cornigliano, Genova, screenshot from Shell Time (2020) archive 
material of Video Voyagers. Carbon  carriers in the harbour of Genova, 
collection of Eugenio Terzo. First launch of a supertransporter, Fondazione 
Ansaldo film archives, used in: Sea, Moon, Traveller (2021). 
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process of becoming otherwise. To name a few alternatives. The Capitalocene 

stresses the rise of capitalism as a world-ecology encompassing nature, subjectivity, 

capital and power (Moore 2015, Haraway 2016). The Chthulucene, states with 

serious play that we in the thickness of present are “humus, not Homo” proposing 

an era of ongoing multispecies stories and practices of becoming with, “human 

beings are with and of the Earth, and the biotic and abiotic powers of this Earth are 

the main story” (Haraway 2016). The Plantationocene dwell at the transformation 

of land into extractive and enclosed plantations relying on exploited, alienated, 

enslaved spatially transported labor of humans, animals and plants (see Haraway 

et al. 2016). These concepts all bear with them a recomposition of the murky 

temporal thinking that the anthropocene inherits. Pasts are actualised differently, 

crossing over the natural cultural divide, pointing to the interconnections and web 

of relations between all living things, human and non-human others. 

The Anthroprocene is signaling a collapse of the distinction between human 

and natural history (Chakrabarty, 2009). Time and life are as such non-human 

forces. Braidotti turns to the posthuman subject that must include a geo-centered 

dimension, in which we are deeply immersed in the material world, an ensemble of 

zoe (life)/geo/tecno assemblages, that through affirmative ethical practices point 

at time as a non-linear and multidirectional “ongoing unfolding of an unrealized 

virtual past” (2019). Haraway indicates the synthesis of naturecultures to emerge 

human exceptionalism through the stories of entangled multispecies histories 

as a way of figuring or worlding agency, power, epistemology and ontology 

differently, thinking in kinship and companionship “with the host of species with 

whom humans emerge on this planet at every scale of time, body and space” 

(Haraway 2003:116). The dissolvement of a natural cultural boundary dichotomy 

is thus a radical act of worlding across sciences, humanities and arts. At the same 

time engaging in the practical making of the world yet to come and responsibly 

accounting for the world we are making in the present. The anthropocene is a 

science fictional place that is unfolded through the ‘real’, of what is, and in the 

narrated, virtual, sensory and affective worlding of what is to come. As such the 

stories and media experiences we put into the world, are at the same time of 

the world and an emergence of what is to come. Worlding is an active practical 



18

iteration that matters in our relational, situated and material becoming with others, 

they are “patternings, risky co-makings, speculative-fabulations”, that are part of 

the world and participate in its becoming (Haraway, 2016). This project enters this 

convergence of the anthropocene in its attempt to look at heritage practice as a 

form of naturecultural worlding that actualise memories, multispecies bodies and 

matters as unrealised virtual pasts, lingering in the entangled uncertainties of who 

we are and what we are to come. Not much differently than how heritage practices 

are thought as a futuring through the creation of realities in “contingent practices of 

assembling and reassembling bodies, techniques, technologies, materials, values, 

temporalities and spaces”, figuring in “plural heritage ontologies” attending to 

the “world-making, future-assembling capacities of heritage practices”, in which 

“different heritage practices might be seen to enact different realities, and hence 

to assemble radically different futures (Harrison et al. 2020:6)”. Critical Heritage 

practices that sees the Anthropocene event to deterritorialize heritage practices, 

placing heritage within the environmental debate, “not as a nostalgic longing 

for how things were, but as a means of expanding our collective imagination 

(Sterling & Harrison 2020:22)”. Practices that impose to think “differently about 

the temporalities and territories of heritage(Ibid)”. Pathways of the Sea finds itself 

within the temporalities and territories of the anthropocene as an event that forces 

more-than-human heritage thinking. Situated in the coastal landscapes of Liguria, 

the sea enters as a central heritage composition. The sea is omnipresent, and 

one cannot turn away from the sea and its lifeworlds entangled to the landscapes 

on the coast, as well as one cannot turn away from the sea as a vital influence on 

the cultural, social, economical imaginations in the present and past. Building on 

the anthropocene as an era that radically recomposes the place of humanity in 

the world, I wish to turn to the sea as a matter-energy of becoming that radically 

transforms human conception of time, place and belonging. I'm interested in the 

sea as a heritage of deep temporality and a more-than-human community. Likewise 

I wish to look at the writings on the critical condition of the sea as anthropocene on-

land activities intervene and transform deep time processes into uncertain futures. 

I wil hold these encounters between deep beginnings and futures together to find a path 

of how to make heritage-stories, situated in these wider temporal imaginations, forming a 

differential perspective on art and heritage practice as a naturecultural encounter with 

the sea.
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Waves, Tides and Aquatic Futures 

Water Reconfigures Scholarship

I rise again, I throw myself forward,

I’m stretching between continents,

I’m without beginning, without end,

and it is not restlessness, when I wrench your sleep.

I’m in constant movement,

notwithstanding the light that changes, even the air.

 (Tafdrup,1999).  

How can one imagine the ocean and the sea as a being in itself? In the danish 

writer Pia Tafdrup's 33 pages poem, The Sea Me (translated from Danish, Havet 

Jeg), our planet is portrayed by its aquarius protagonist, who opens the conception 

of time and place into the uncertain eternal waves of movements and change. 

The sea brings forward ancestral knowledge, that "parts from that time, when the 

water beneath the heaven was assembled in one place", hiding pockets of oil, 

gas and minerals waiting to be explored as a "wealth without limits'', containing 

myriads of life, microscopic organisms, planktons and algs, to beings as large as 

the "ships that I carry". The sea is listened to by scientific apparatuses, scanned by 

magnetic data equipment and sensitive microphones, just as it gets "surveilled by 

helicopters”. The sea is an omnipresent fluid state of intimate connectedness. A 

geography that lingers in between the known and the unknown, subject for sensory 

experience and knowledge. A means of bordering, exclusion and disparate points 
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of departure: "I connect continents, or I divide them, depending if you master 

me... the distance is the same when passing for refuge or out of happiness". The 

Sea, in Pia Tafdrup's poem, is one of tumultuous becoming, of becoming in relation 

with something else. A being composed by deep time beginnings, technological 

frontiers, life and death, violent histories and exclusions. An ancestral matter that is 

always pushing ahead, continuously bringing about differential change in the world: 

"I'm the waves that continuously howl forward. I give you the seasons, the waves 

are coming similarly, but are different, as people you have met". Differences of 

matter, materiality, environment, history, memory, time, technologies are stringed 

together as coexisting waves, that even “wrenches the sleep”, becoming part of 

the dreamworld, that dark vivid space of human subconsciousness, desire and 

imagination. The sea is a larger environment that exists within and permeates land, 

bodies and minds, just as land, bodies and the minds permeate the sea. In other 

words, “We are the climate and the climate is in us, we are in the environment just 

as the environment is in us” (Åsberg 2020). The confines of individual landscapes, 

bodies and mind landscapes gets blurred, the relation between land and sea, 

coast and water, fixity and fluidness, rocks and waves, people and algs, technology 

and minerals is one of living with each other in intimate knots.

We are witnissing a considerable interdisciplinary attention across sciences, 

humanities and arts, particularly in recent environmental, creative, posthuman, 

feminist scholarship, towards our relationship with water in its myriad of forms and 

multispecies compositions and connections: sea, ocean, tides, tentacles, waves, 

rivers, wombs, seagrass, fluidness, wetness, embryos. Earth, the blue planet, 

is covered by over 70 percent of oceans and seas. Just as the human body is 

composed mostly by water, roughly over 60 procent. Water is the basis for life, an 

agency of matters with creative capacity of differentiating and acting with, in and 

through bodies, landscapes and milieus. Subfields of the environmental humanities 

and the posthumanities turn to the ontological implications of the seas and the 

oceans. Elisabeth Deloughrey calls this oceanic studies (2017) while Stacy Alaimo 

calls it blue humanities (2019). Common for these is that they foreground the 

sea, and its significance for temporality, multispecies communities, origin stories, 
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cultural history and aesthetics in past, present and future worlds. Cecilie Åsberg 

states that they turn to political ontologies of the sea, and "their multispecies 

temporalities and aesthetics, human communities and more-than-human ethics in 

the Anthropocene (2020)”. The blue humanities places cultural history as an oceanic 

rather than terrestrial context. Parting from the contemporary ecological pressures 

on the oceans to propose new modes of expression, in which human histories 

are placed and negotiated in more-than-human life worlds. Stories that plunge 

human exceptionalism and maritime progress “into uncertainty, movement and 

dissolution” to raise new kinds of environmental questions (Mentz, 2018). These 

various practices consider both the material and ecological role and condition of 

the sea, as well as water as a discursive, imaginative and aesthetic force. Bringing 

forward the notion, that the knowledge on sea and water depends on the ways it is 

put into discourse, or embodied by ethical aesthetic practices (Opperman, 2019; 

Phillips & Roberts, 2019; Chen, Maclead & Neimanis: 2013).

Of great influence are the pioneering books Silent Spring (1962) and The Sea 

Around Us (1951) by marine biologist Rachel Carson. Silent Spring documented 

the dreadful effects of synthetic pesticides causing damages to a wide range of 

multispecies communities and is credited for inspiring the modern environmental 

movement. Whereas The Sea Around Us turns to the natural worlds of the seas 

and oceans. Carson only experienced once what it is like to submerge in the 

sea wearing a heavy diving helmet, and didn't have access to the vast range of 

technologies of mapping, modelling and sensing. Therefore, it is through its lyrical 

and poetic sense that The Sea Around Us works the processes of earth and its seas, 

the appearance and ongoing formation of diverse forms of life. As oceanographer 

Silvia Earle notes in the introduction to the new edition that Carson conveyed 

"the feelings of fish, birds, and other animals, that she could put herself in their 

place", in a manner that, "she was the living ocean, flowing in a continuously 

changing dance through time with islands and continents, the sea floor below, 

the skies above" (Earle, 2018). I wish to part from Carson's book, to draw forward 

the sea as a temporal composition, an ongoing matter-energy agency, that puts 

us in an inheritance with more-than-human species. But also to inquire how these 
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deep time agencies, working and present all around us, are under pressure from 

anthropocene activities. This convergence starts a conversation around heritage, 

memory and landscape situated in deep beginnings, that is the ongoing agencies 

of deep time pasts and its relation to present and future in the making.
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Deep Beginnings

The Sea Around Us sets off as an origin story, where "beginnings are apt to be 

shadowy". Only the most ancient rocks are testimonies to the birth of the sea 

amidst the immense forces of the young earth: "a ball of whirling gases, intensely 

hot, rushing through the black space of the universe...(Carson, 1951:3)”. These 

gases begin to liquify, and earth becomes a molten mass of waves and solar 

tides, followed by a gradual cooling. The surface is still so warm that moisture is 

immediately turned into steam, and earth is enveloped in a thick layer of clouds 

containing much of the earth's waters, "so thick no sun rays could penetrate it" 

(ibid;7). Rain falls for centuries, dissolving rocks and minerals into the hollow of 

earth to become oceans "ever more bitter with salt of the continents" (Ibid). 

The sea is without beginning, nor end, or rather it is composed in continuation 

by shadowy beginnings and ends, time(s) and finitude(s), combining forces with 

various elements; rocks, minerals, sun, gravity, temperature, gases. Using Tim 

Morton's analogy of ecological awareness, the sea's beginnings and ends are like 

that of a twisted looping form of "mysterious hermeneutical clouds of unknowing", 

resulting in weird turns, a spin of causality of a strange appearance (Morton, 2016). 

Like this is the appearance of life in Carson's waters, where "unknown conditions 

of temperature and pressure and saltiness" (Carson, 1951;7) in the dimly lit warm 

aquatic submersion breaks open the threshold for creation of life from non-life. 

Capacity of metabolism, growth, reaction to stimuli, adaptation and reproduction 

from non-living matter, grew into more and more differentiated forms of life. From 

the one-celled creatures “aggregations of specialized cells arose”, then “creatures 

with organs for feeding, digesting, breathing, reproduction. Sponges grew on the 

rocky bottom of the sea's edge and coral animals built their habitations in warm 

clear waters. Jellyfish swam and drifted in the sea. Worms evolved, and starfish, 

and hard-shelled creatures with many-jointed legs, the arthropods (Ibid:8)”. Also 

the plants thrived in the early waters “from the microscopic algae to branched and 

curiously fruiting seaweeds that swayed with the tides and were plucked from the 
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coastal rocks by the surf and cast adrift (Ibid)".  The mother of all life is Carson's 

personification of the Sea, which, as argued by Stacy Alaimo, can be problematized 

as a figuration that "poses the sea as the Angel in the House of Evolution, or as a 

twentieth-century 'empty nester', left behind as some of her children move along 

to higher ground (Alaimo, 2012:482)”. It is neither in the image of the arch mother 

that I find the text most appealing, but in the imaginary ability to bring the reader in 

affinity to the workings of matter, energy and life. The sea is far from an empty blue 

vastness, but rather water mattering in its different gaseous, solid and liquid forms, 

its ability to dissolve, carry, permeate and connect to and through other matters, 

energies, bodies and time(s). The workings of water happens across generations, 

the heritage of an 'us', is, as Alaimo also notices, a broader community of descent 

of species and flows (Ibid). Beginning and presents is through the sea corporeally 

linked, vast evolutionary time and space is weirdly present, but familiar in form:

"When they went ashore the animals that took up a land life carried 

with them a part of the sea in their bodies, a heritage which they passed 

on to their children and which even today links each land animal with its 

origin in the ancient sea. Fish, amphibian, and reptile, warm-blooded bird 

and mammal – each of us carries in our veins a salty stream in which the 

elements sodium, potassium, and calcium are combined in almost the same 

proportions as in the sea water (Carson, 1951:13)”. 

The components of sea flows through inside each of us land critters, absolving 

the idea of definable individual bodies into permeable entities of movement and 

matter-energies in the making of common intergenerational differences. Carson 

adds that in the same way "our lime-hardened skeletons are a heritage from the 

calcium-rich ocean of Cambrian time (Ibid)”. Manuel Delanda notes in A Thousand 

Years of Nonlinear History that the soft-tissues (gels and aerosols, muscle and 

nerve) is the primary living form until a variety of "fleshy matter-energy" undergoes 

a mineralization. Bone emerges as a new construction material disintegrating 

movement-constraints to unleash new modes of movement-gesture in "every 

available niche in the air, water, and on land (Delanda, 1997:26)”. Delanda continues 



Anatomic depiction of mollusc species in the harbour of Genova, from Æolididae e famiglie affini del 
porto di Genova, Salvatore Trinchese (1877-79), Public Domain (https://www.biodiversitylibrary.org)   
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to notice that while bone initiates the "complexification of the animal phylum", it 

is at the same time "the living material that most easily petrifies, that most readily 

crosses the threshold back into the world of rocks. For that reason, much of the 

geological record is written with fossil bone (Ibid)”.

The sea gave birth to life on earth. The mineralization gave birth to bones and 

movement, that in petrified form iniaties time travelings when reading in the lively 

finitudes of geologic records. When moving in this timespan the binary threshold 

between organic and non organic, living and non-living is surpassed. The sea brings 

forward a meeting between fossils and futurity, appearance and disappearance of 

life in the making. While encountering a cambrian fossil it becomes a vivid early 

sign of life on earth, a reminder of earlier endings and extinctions. The present 

seems like the last 500-600 millions of years. Likewise, thinking with our watery 

bony movement bodies becomes a futuring of possible forms of geologic life. 

What will our remains tell us about? What new forms of living will appear? How 

are we differently situated as geologic beings? The sea brings forth a conversation 

between beings of past, present and future, between fossils of the past in their 

matter-energy becoming and finitudes, and with future fossils to come in the 

extended bodies within contemporary planetary stress. 

The anthropocene brings forth a new timespan where humans are a geomorphic 

force influencing and affecting earth systems, just as we are more-than-human 

communities sharing differentiated immanence within these forces. Kathryn Yosuff 

invites us into this form of conversation between fossils from the prehistory of 

human origin and future fossils from the fossil fuelled anthropocene, "staged 

to unlock the discourses of geologic agency, time, and inhuman becomings 

that remain immanent within life, but often obscured within understandings of 

its biopolitical or geopolitical dimensions (Yusoff, 2013:779)”. Fossil fuels in this 

sense is an agency embedded within present day corporeality, that mobilises 

conversations between "dead fossils and live bodies amongst the geopolitical 

subjects of the Anthropocene (Ibid:789)”. Fossils are subject/object/forces that 

cross the thresholds between "different bodies and states: fossil and fuel, matter 
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and energy, deep time and transformative possibilities", a narrative potential to 

unlock the chaotic workings in between "life-death, timely-untimely, corporeal-

incorporeal (Ibid:790)". Yosuff thus proposes an encounter between the different 

states of fossils, that speculatively and narratively opens up for future possibilities. 

This encounter draws on evolutionary time gestated by the sea as a form of more-

than-human heritage, by paying attention to the contemporary matter-energy 

states of the Anthropocene. Katryn Yusoff works the temporal spatial undoings of 

the fossil, in a fragmented horizontal spacetime, in this quote:   

“Implicit in this imagining is a model of the Earth as strata: vertical rather 

than horizontal territory, intensified by the passage of time, in layers that 

press hard on the possibilities of forms that become fragmented in time and 

material integrity. The fossil, then, is an abandoned being that suddenly 

in the midst of the present reconfigures the possibilities of times, of past 

and future, and like a line of flight thrown from some prehistoric world 

or imagined future it offers a hitherto unimaginable direction to thought 

and becoming—ourselves as Neanderthals, others as Denisovan, human 

strata, geologic subjects, extinctions, and survivals. This is the temporal 

and spatial scene in which fossils speak. But what is the nature of their 

speech and what would they say ‘if’ they could speak? Speak! Nothing? 

Only a spectre? A dumb object?  (2013:789)”.

If the sea is a continuous matter-energy of change it brings forth these 

encounters of pasts in the present, through processes of mineralisation and species 

differentiation trespassing binaries of living and nonliving; between species, 

matter and landscapes. It opens up a world where beings are intimately entangled 

through common heritages and futures. It brings forth perspectives on how to 

bring to the forefront a future heritage in the making of the world of cohabitation 

in the anthropocene. What might an encounter with a wider aquatic matter-energy 

inheritance mean to the situatedness of an 'us' or an 'I' in the present landscapes, 

that plunge into future uncertainties of extinctions and survivals? 
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Making conversation with beings of the past. Screenshot from Shell Time (2020) 
depicting collections from Museo Preistorico dei Balzi Rossi (upper two) and 
Ligurian Archeological Museum (lower).  
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Waves of Uncertainty
   

 When Rachel Carson wrote The Sea Around Us, there was little knowledge on 

how human activities equally was shaping the conditions of making life in the earth's 

waters. In a later introduction she puts attention to the Atomic Age and its impact 

on both making knowledge and uncertainties possible. At the time of the book's 

publication the seas and oceans were difficult to access and only a small fraction 

of the oceanic geography "over which our ships sailed and through which our 

submarines moved" was explored. During the Second World War it "became clear 

that our knowledge of the ocean was dangerously inadequate (Carson, 1961:xviv)”. 

A matter-energy convergence between the technological advances of war-

machinery, mobility systems, scientific mapping and knowledge on the dynamics 

of the undersea world starts to appear and gets mobilised. A convergence that also 

points towards the turbulence, where humankind no longer is considered a steward 

of the natural resources, but an agent of change and uncertain dispoil in larger 

environments. The Atomic Age unlocks, following Carson, both the secrets of the 

atom and the lethal substances, by-products, of atomic fission. The sea became "a 

'natural' burying place" for "contaminated rubbish" placed in barrels and "hauled 

out to the sea (Ibid)”. Bringing future generations at the rim of the working of time 

until the containers’ "substances will be free in the ocean waters'', along with the 

yet to come effects of an expanded atomic science; dumping grounds that run-

off from rivers or the fallout from testings of atomic bombs. The warning Carson 

points towards is the water’s agency of repeating hazardous contaminants through 

processes of mixing waves and bodies. Deep turbulence, horizontal movements 

of waters that are "streaming one above another in varying directions", upwelling 

and downwards sinking of masses, that can carry about radioactive contaminants. 

The vertical and horizontal migrations of species that equally might distribute the 

incorporated radioactivity throughout enormous distances. Just as these elements 

could be passed on through tiny organisms eaten by larger ones, and so on through 

“the food chain to man" (Ibid:xxiii-xxv). Waste is not a dead matter forgotten at 
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the bottom of the sea. Rather these anthropogenic menaces know no bordering, 

but are diffracted, dispersed and scattered throughout bodies, landscapes, waves 

and streams. 

While the concrete effects on marine life due to radioactive leaks and nuclear 

disasters, such as Fukushima Daichii in 2011, are still debated and uncertain, 

Carson's preface marks an attention to the entangled state between beings of 

land and sea. With this perspective, a new chapter is added to the ancestral origin 

stories of the sea pointing at the present and the yet to come. This origin story 

is a deep beginning of the interconnectedness of beings and matter, permeating 

and alternating lifeforms and thresholds of human and non-human life and death 

in anthropogenic land-/seascapes. An origin story that reminds us of the troubled 

relation between water and the production of energy (Chen, Macleod & Neimanis, 

2013:5). The vast amount of materials, modes of consumption and desiring 

images that the industrial capital production initiates, that are connected to the 

environment in its many aspects.

In possible future scenarios of energy production and technological consumption, 

also here, one can find new frontiers at the sea in the machinery of sustainable 

development. The deepest ocean floors are scattered with nuggets of polymetallic 

minerals; copper, cobalt, nickel, manganese as well as rare earth minerals. Elements 

that are proposed necessary to sustain the transition from fossil fuelled systems to 

that of systems energized by electric batteries, solar panels or wind turbines. Mining 

companies are therefore turning to the deep ocean floors for future speculative 

extractions to supply this demand. Cobalt is for example commonly used to 

make lithium-ion batteries found in portable electronics and electric vehicles or in 

magnets of wind turbines. It is estimated that there will have to be a 500 % increase 

in cobalt production by 2050 if the demand for electric vehicles and turbines are 

to be met, which shows that a green-energy transition is highly material intensive 

(Mckie, 2021) but also puts up the question of the materials necessary to sustain 

our consumption of media machines, batteries, computer chips and screens, wiring 

us all up to be much more connected, but also connecting the speedy digital 

world to the deepest temporality of geology (Parikka, 2015). Above all deep sea 
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mining is causing unrest to what extent such operation would cause new ecosystem 

mayhem. Habitat destruction, sound pollution and sediment plumes all disrupting 

fundamental ecological processes in vast areas (Mckie, 2021). 

Pedro Neves Marques and Mariana Silva have created an exploratory video and 

documentary report for the TBA-academy's ocean archive. Bringing forth how the 

not yet executed deep sea mining initiatives are put into discourse, figured as 

an imaginative conditioning of a frontier of unavoidable development. A Deep 

Mining Glossary (2019) portrays the language connected to deep sea mining. 

In the video one sees 3d modelled nuggets turn into microchips, smart phones, 

batteries, laptops, on top of which dictionary entries appear on the screen: Reserve, 

scarcity, monopoly, circular economy, mineral recycling, blue natural capital and 

stakeholders. The dictionary entries are followed by explanatory descriptions. The 

entry on Resources sounds like this: "elements or organisms that can be used 

for economic profit. An economic term for everything on the planet that humans 

can exploit. Deep sea mining turns the ocean floor into a resource" (2019). Deep 

sea mining is a continuation of the deep time encounter with sea that I have 

sketched out in this chapter, knotting together the extractive economies with the 

geologic deep timespace horizons.  But the relationship to the watery worlds 

inherent in deep sea mining remains a relationship of management, economy 

and development. The ocean as a timely, mattering, multispecies agent in itself 

is largely removed. Jamie Linton (2010) argues that the idea of water in western 

thought has been reduced to a scientific abstraction. What he terms 'modern water' 

is an uncomplicated, universal and natural idea that dominates our way of knowing 

and relating to water, where representations create a hegemonic construction of 

water as abundance and measurable quantity. Paving the way for modern society 

to create a relationship to water primarily for productive purposes and growth; 

damming, diverting, and manipulating hydrological flows, but also stripping water 

from its wider environmental, social and cultural significations (2010). "Water is 

what we make of it" (2010:3) states Linton, and thus also opens up that our way 

of being with water depends on the ways we imagine and describe it, creating 

possibilities for alternate figuration on how we might live with water and watery 

worlds, including those troubling modes we relate to water in present landscapes.



Indeterminate animation in Shell Time (2020). What does one see; plastics, seaweed or just computer visuals? 
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Plastics is another example. An estimated 5-8 millions tonnes of plastic waste 

reach the sea every year. A widely discussed and visually case of ocean plastics 

is the seventh continent (Scarponi: 2012), also named the Garbage Patch or the 

Pacific Trash Vortex, an island-like strand of plastic waste in the pacific ocean. But 

plastics are everywhere, broken down fragments of plastic so-called microplastic 

travel in deep oceans; in the Arctic snow and Antartic's ice, in shellfish, table salt, 

drinking water and beer; and drifting in the air or falling with the rain over mountains 

and cities", and such, existing in all species (Lim, 2021). Larger plastics cause harm 

to species that get entangled or that consume plastic pieces to find their digestive 

tracts blocked. But equally worrying is the microplastics, which suggest a giant, 

uncontrolled experiment. What happens over time when "plastics start to weaken, 

and its chainlike bonds break apart, releasing hazardous additives(Tretheway, 

2020)”. Plastics has given rise to new forms of ecosystems, where the term 

plastisphere has been coined to describe an ecosystem, in which plastics forms 

the habitat and is consumed by microbial and microscopic life (Amaral-Zettler, 

Zettler & Mincer, 2020). Milieus favors certain biota. What biota is prefered in the 

plastisphere? What kind of plastic futures are we shaping with our companion 

critters, maybe it depends on how much can we digest?

In the book Flight Ways; Life and Loss at the Edge of Extinction (2014), Tom 

Van Dooren traces plastic's and pollutant’s entanglement with Laysan Albatrosses 

(Phoebeastria immutabilis) and Black-footed Albatrosses (P. Nigripes) in their 

breeding grounds on the small 'isolated' islands and patches of land in the Midway 

Atoll in the middle of the North Pacific Ocean. An entanglement that sets the 

species at the edge between survival and extinction. Wandering seawards to find 

nourishment for the chicks, the albatrosses mistake plastics for food, or collect food 

items entangled with plastics. These are brought to the waiting mouths of hungry 

chicks, where they accumulate to contribute to malnourishment, dehydration, 

starvation and various other health problems. Another issue lies at the pollutants 

DDT (dichlorodiphenyltrichloroethane) and PCBs (polychlorinated biphenyls), 

deriving from agriculture and construction materials, that builds up and circulates 

atmosphere, rivers, oceans and living bodies, "accumulating in those unfortunate 

places where particular constellations of temperature, wind direction, water current, 
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and landform deposit them" (Ibid:31). In these environments they get ingested 

and absorbed, "building up in the fatty tissue of living organisms”, working their 

way through the food chain, multiplying its concentration at each level (Ibid). PBCs 

are known to reduce fecundity in birds through embryo mortality and to interfere 

with neurological development, endocrine function, and cell growth. DDT and 

its metabolites cause eggshell thinning (Auman, Ludwig, Summer, et al. 1997). 

These types of materials are, although banished from use, produced as chemicals 

for industrial and agricultural processes and as waste from our "disposable and 

consumptive lifestyles" (Dooren 2014:29). Products that had a short past in its 

use case, but that have a future that are unaccounted for, a future where they are 

acting in uncertain ways in the lives of generations. This is convergence between 

interwoven bodies and flows, an example of how species "carry one another" 

in patterns of "mutual sustenance and co-evolution", where the current period 

of mass extinction "can be regarded only as an assault on life" (42). But also the 

convergences of temporalities, "millions of years of albatross evolution" comes 

into "contact with with less than 100 years of human 'ingenuity'" (32). In this event 

we are immersed to "inhabit both this long past and this tragic present", drawn 

into the "immensity of our “geologic moment'"(36). This coming together of 

different temporalities is drawing forward the timely becoming of beings. In this 

case Albatrosses are not a fixed mode of living, rather a knowledge, a way of life, 

a practice of life in the making between generations of millions of years, that are 

coming together in an ongoing becoming of something different. Quoting Van 

Dooren: 

“Bound together by a shared inheritances and a shared fate, a species 

is always more than its current manifestation. With this in mind, extinction 

is the loss not of a single fixed "kind", but of a potentially limitless set of 

emergent and branching flight ways from the present into the diversity of 

the future. Each species is ultimately a flight way beyond itself. Through 

ongoing patterns of speciation and phyletic evolution, a species is always 

becoming different from, other than, itself. And so what is lost in extinction 

is not "just" the current manifestation of a flight way – a fixed population of 
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organisms – but all that this species has been, as well as all that its past and 

present might have enabled it to one day become” (Ibid:38-39).

What is lost is specific ongoing differentiations of practices; travelling and 

wandering the ocean, riding the winds(23), breeding and feeding (24), long 

engagements and dancing (25-26), embryo and eggshell evolution. Deep time 

in this sense is likewise an ongoing becoming of difference, a deep beginning, 

the culmination of multiple time spans stretching forward in uncertain turns. 

Temporalities are bending through each other, as generations that communicate 

through each other, as practices that pass through bodies. Human systems 

and processes of the anthropocene step into these deep beginnings, radically 

alternating bodies and possibilities. Also opening up a question of how to imagine 

the slow violence, as coined by Rob Nixons, that incorporates the images and 

narratives of the violence of the Anthropocene that is slow and long in the making 

(2011), such as the examples of eggshell thinning in the North Pacific Oceans and 

the loss of albatrosses’ deep time living practices.  

Deep beginnings are ongoing matter-energy becoming, stretching back into deep 

time; the early earth of molten waves, mineralizations and rain. At the same time 

deep beginnings move forth into the thickness of present and future: Anthropogenic 

activities and their implication on the processes of the sea and (marine)species in 

their evolutionary time. Deep beginnings is with the sea a site of temporal criss-

crossing and entanglement. When one is travelling to the shore, you find yourself 

immersed in the moment; the pleasant sun, a breeze, a sandwich on the beach, an 

airplane passing by, the hustle of travellers, to distants sites of extraction. But in 

that now, you are also at the frontier of the deep temporal becoming; more-than-

human ancestrality, eternal differentiation of species practices. Practices in the 

now and then, in the here and there, are mutually constitutive. Astrida Neimanis 

states “the waters that we comprise are both intensely local and wildly global: 

I am here, and now, and at least three billion years old, and already becoming 

something else” (2017: 39).  Bringing forth a conversation between the entangled 

becoming of the past, present and futures. Pathways of the Sea finds itself in this 

temporal tumultarity, where cultural heritage is situated across larger time-spans 
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and naturecultural landscapes, as a modes of experimenting with heritage stories 

through artistic practice, that  loosen the human, the cultural to overlap more-

than-human temporalities in the landscape. 

Through deep beginnings, I have sketched out my encounter with the sea as a 

space of overlapping temporal agencies. This temporal multiplicity I carry with me 

in my naturecultural heritage worlding of the Ligurian coast. Besides, the meeting 

with waters’ permeability and ability of carrying agencies through bodies and 

times has kept popping up. For example Carson reminds us that the sea is present 

in the blood of species, this narrative of the sea opens up a space where bodies 

are intimately connected. As Alaimo notes the sea in the blood of us is a watery 

narrative that gives space to “a more transcorporeal sense of connection between 

the sea and all living creatures” (2012:482). This interconnection between bodies 

is also brought to the forefront in Van Dooren’s account of how banal objects like 

plastics end up inferring the evolutionary becoming of albatrosses. If one thinks of 

electric vehicles as an extension of human legs, or electronic devices as extensions 

of our arms and our eyes, the future movement-bones of our bodies are also 

corporeally linked to the speculative race for mineral mining at the bottom of the 

sea.  In this mixture water is a creative agency that works through bodies. I wish 

to point at this form of bodily entanglement, through two similar concepts within 

the blue humanities, Stacy Alaimo’s trans-corporeality (2012, 2010) and Astrida 

Neimanis’ bodies of water (2017), to form a mode of storying the coast as an 

encounter of entangled bodies and landscapes. 
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Transcorporeality and Bodies of Water

We are bodies of water, and water is necessary for all life. As such, it is a creative 

transformative agency. We are all part of a watery flow that sustains our own bodies, 

as well as connects us to other bodies. This is the porous quality of the different 

and mutable states of water; mist, ice, steam, hot, cold, fluid or solid, always on 

the move. Individual boundaries, myths of autonomy or sharply marked entities 

are diffused by water, which is always extending to and becoming something else, 

another body, environment and time. Elizabeth Grosz suggests that feminist theory 

is a promise to generate concepts to “surround ourselves with the possibilities for 

being otherwise”, enabling the opening for radical change and our own becoming 

other (2012:14-15, cited in Neimanis 2017). It is in this line of feminist environmental 

thought that one finds recent concepts of transcorporeality and bodies of water, 

to think and make with water’s gestational quality of becoming different, following 

and composing diverse flows from one body and environments to another. That 

watery bodies are gestational (Chandler and Neimanis, 2013), thus point to the 

coming into being, incubation and ripening over time. Extending the origins and 

deep beginnings into the ongoing emergence of related bodies and environments, 

and their possibility of becoming else:  

“This watery gestationality is also decidedly posthuman, where human 

reprosexual wombs are but one expression of a more general aqueous 

facilitative capacity: pond life, sea monkey, primordial soup, amphibious 

egg, the moist soil that holds and grows the seed. As themselves milieus 

for other bodies and other lives that they will become as they relinquish 

their own, our bodies enter complex relations of gift, theft and debt with 

all other watery life. We are literally implicated in other animal, vegetable, 

and planetary bodies that materially course through us, replenish us and 
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draw upon our own bodies as their wells: human bodies absorb ocean 

bodies, ocean bodies aspirate fish bodies, fish bodies are consumed by 

whale bodies - which then sink to the seafloor to rot and be swallowed up 

again by the ocean’s dark belly (Neimanis, 2017: 3)”.   

With this quote, Neimanis leads up to a sort of refiguring of human embodiment 

that through its watery constitution is always in extension to somewhere, something 

or someone else. Building up to a politics of location, that takes into account 

the one’s own situatedness and at the same time opens up to the simultaneously 

processes in the “complex relations of gift, theft and debt” in limitless more-

human-than connections, the “hydrocommons of wet relations” (2017:4).  Drawing 

on the of Gilles Deleuze and Felix Guattari  (1987, 1994)  and Luce Irigaray (1991, 

1994) Neimanis suggests that considering bodies of water is to consider how the 

ontological is expressed by “a multiplicities of being that extends into and through 

other beings in an intricate and and intimate entanglement of relationality” (2017:99), 

difference appears in this interweaving between diverse bodies, and water is a 

gestation of both these relations and its diverse subjects. Therefore encountering 

water as a posthuman agency, is to apply “a logic of ‘both/and’ rather than the 

‘either/or’”, because “water both connects us and makes us different. As water 

we are connected, we are different”(Ibid). In this understanding difference is also 

gestation, a gesture, a coming into being always different from itself. In Deleuzian 

terminology difference is not posed in relation to an original, and therefore not a 

concept that can be thought of as oppositional, ‘not this’, to a privileged model. 

Instead he challenges us to think difference in itself, as a force of becoming, 

that through repetition is distributed and diffused, always differing from itself 

(1994:28-29). In this sense, water’s gestation as a becoming of difference blurs the 

binaries between animal/human, masculine/feminine, culture/nature, self/other, 

past/present, we are different in these relations, thus also differently situated in 

becoming something else. Water is the relational difference in movement holding 

“was, is, and yet-to-come together in its materiality”, engendering “difference (as 

the gestational was) but also as its expression, (the gestated is) and its potential 

(the unknowable ‘yet to come’)” (Neimanis 2017:88). There is a pairing between 

the actual and virtual in this concept, water as an actual material, that flows 



Bodies of water and transcorporeal fluids. Screenshots from Sea, Moon, Traveller 2021. Top 
image show the embryonic development of a Light Brown Apple Moth (Archives.org). Below, 
pollinating affairs of the nocturnal moth, Manduca Sexta. Video: Alexander Haverkamp. 
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between bodies and connects bodies, and simultaneously a virtual possibility of 

facilitating new kinds of bodies (Ibid: 95), moving towards other potentials and 

relational compositions. I consider the inseparability of bodies as equal to that 

of landscapes. Neither in landscapes no natural boundaries can be found. What 

makes a landscape can only be constituted by multiple different modes of being in 

complex relations and differential perspectives. In this sense, we are all responsive 

to one another, human and more-than-human, in the complex web of relations 

between materiality, beings and places. 

Thinking with water forges a “reorientation of oneself as existing also for what 

is beyond oneself”(Ibid:102), which Neimanis and Chandler (2013) refer as a 

becoming-milieu. Here referenced in Neimanis book Bodies of Water:  

“Some of us might become milieu as womb, but we might also become 

milieu for multispecies ecologies in our guts, or milieu for gardens that will 

grow from our deathly and discarded matters. We can also be milieu as ally, 

as neighbour, as passerby, as teacher. While this might sound metaphorical, 

we are literally the condition for one another’s possibility, as demonstrated 

by our watery interpermeations. In each of the relations we have the 

possibility of dissolving our own sovereign self-preservation, and instead 

creating the conditions for an other to flourish. In this way, we repeat the 

lineaments of water’s gestationality differently. Water gifts us this capacity 

(Neimanis, 2017:102-103)”. 

Considering this, in the project’s position in between seaside heritage, coastal 

landscape and immersive media aesthetics and storytelling, forming a becoming 

milieu it’s to lend space to overlapping differential perspectives and bodies in 

the landscape. To let flourish a multiplicity of bodies in the making of heritage 

landscapes. Letting the ‘cultural’ heritages of archives, museum collections, 

landscape depictions etc. be occupied by, be a womb to, more-than-human 

flows and beings. In this meaning, heritage is not only ‘cultural’, nor only a human 

remembering of the past. It is an opening of a mode of landscape portrayal that 
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holds together a web of relations as well as discontinuous flows. Allowing the 

landscape to be a body with the potentiality of becoming, of being made and 

unmade extended through other bodies in their relational gestationality. Insisting 

on the “creative force of repetition to produce something different, something 

yet to come and never fully knowable in advance”(Ibid:89). Both facilitating the 

‘conditions of another to flourish’, but also remembering that in transcorporeal 

flows “not all gifts are life-affirming”, and the act of proliferating “the not-yet is 

also always bound up in our capacity to bear toxic messages”, remembering that 

“gestation is always non-innocent (Ibid:103)”. 

Following Stacy Alaimo’s transcorporeality, thinking and making with bodies 

in their extended complex flows and relations is a question of composing. To 

figure and hold together a composition of many discontinuous pieces. A creative 

transformative act of making sense in the world’s unfathomable connectedness:        

“A transcorporeal, oceanic ecocriticism floats in a productive state of 

suspension, between terrestrial human habitats and distant benthic and 

pelagic realms, between the aesthetic estrangement of sea creatures and 

the recognition of evolutionary kinship, between mediated, situated, and 

emergent knowledges and ethico-aesthetic stance of wonder. Both new 

materialisms and blue-green environmentalisms suggest that there is no 

solid ground, no foundation, no safe place to stand. Like our hermaphroditic, 

aquatic evolutionary ancestor, we dwell within and as part of a dynamic, 

intra-active, watery world (2012:490)”.           

The hermaphroditic ancestor that Alaimo refers to comes from a letter of Charles 

Darwin expressing: “Our ancestor which breathed water, had a swim bladder, a 

great swimming tail, an imperfected skull, and undoubtedly was a hermaphrodite! 

a pleasant genealogy for mankind” (quoted in Alaimo 2012: 479). This image of 

our ancestral becoming eludes the separation between human and non-human, 

and instead offers an image of a transcorporeal becoming through and with one 

another, an inheritance facilitated by the workings of water across time, generations 
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and bodies. In my encounter with the sea as a deep beginning, a matter-energy 

that poses temporal crisscrossing as an eternal difference in the making, I draw 

from this concept of transcorporeality, and find affiliation is Alaimo transcorporeal 

concept as new “origin stories that culminate in aquatic evolutionary histories 

and contemporary transcorporeal tracings that dramatize “the far-flung effects of 

human practices and the strange agencies of banal objects (Ibid: 478)”. I bring with 

me the deep beginnings and the transcorporeal bodies of water as an inquiry of 

composing landscapes differently, of lending landscapes to different perspectives, 

to let cultural heritage and immersive media become transcorporeal milieus. 

Through this perspective I’m forming a bond to the coast as an entangled world. 

Water is a companion in figuring this entanglement. 

Through these perspectives I find a mode of storying the sea, of putting it 

into discourse differently. To conceive coastal landscapes in their entanglement 

between times and bodies, is an act of composing the yet-to-come, but then also 

dwelling in complexity that storying is always an uncertain separation of bodies, 

they are performative cuts in world. As Neimanis states: 

“In an age of new digital imaging and obstetrical technologies, ‘the origin’ 

is always just a matter of telling the story in one way, rather than another. 

All of our apparatuses of knowledge - our new technologies, but also our 

cultural or religious inheritances, our languages, our sensitive guts, and our 

delicate hearts - will select and enact separations between one body and 

the next, but the precise moment of passage remains obfuscated. And, 

like the Maternal abyss, the sea is also a kind of mystery that can never be 

definitely captured by any apparatus of knowledge (2017:83)”.         

To engage with the sea as a more-than-human inheritance is thus to engage in 

both mystery and the politics of location in the flows between actual situated waters, 

landscapes and bodies. But how does artistic practice, new media technologies and 

film-making transform such politics into a gesture of visually capturing landscapes? 

At the same time performing permeable entangled bodies and being responsible 
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for how these performative cuts separate other actual bodies. Especially, I want to 

inquire how this  watery thinking can open up for aesthetic, visual, sensitive, sonorous 

and narrative qualities of media-apparatuses to perform such entanglements 

anew? To get a little closer to this, I extend the inquiry of difference and water 

by turning to Karen Barad’s entanglement of meaning and matter, engaging with 

diffraction waves: patterns of difference that make difference. Moving in between 

social discourse and quantum entanglement of matter, diffraction also offers a 

theory of visuality and performativity. Furthermore, diffraction leads to a theory 

that can begin with the patterns of ocean waves, but diffract into the entangled 

sense of mattering at the crossroads of landscape, media technology, multispecies 

and more-than-human time horizons.          
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Diffraction, Cuts and Patterns of Difference

What we need is to make a difference in material-semiotic apparatuses, to diffract 

the rays of technoscience so that we get more promising interference patterns on 

the films of our lives and bodies. Diffraction is an optical metaphor for the effort to 

make a difference in the world… (Haraway, 1997:16) 

Diffraction is everywhere. Rays in the morning’s mist when the sun rises. Waves 

in the sink when I do my dishes, or the colours that swirl in the soap bubbles.  The 

bed lamp light, which simultaneously operates in the inside and outside of the 

book pages of my evening reading. The rainbow effect that appears on the surface 

of compact discs. In the night sky diffraction by small particles summon a bright 

ring around the moon. Diffraction occurs when waves combine and overlap, when 

they encounter an obstacle to bend and spread in diffraction patterns. Diffraction 

occurs in any kind of waves, sound, light or water waves. A very common sight 

when hiking at the coast is when the ocean waves collide on a breakwater or pass 

through the gap or hole of an obstacle or around a barrier so that the waveforms 

take new directions, bend and spread out in concentric half circles. These coastal 

features serve as a “diffraction apparatus for ocean waves” (Barad 2007: 75). This 

is the classical concept of diffraction waves. Disturbances generated in a medium 

that can overlap one another, through the phenomena of superposition, and 

therefore generate new waves of different amplitude or alternatively cancel one 

another out. 

Donna Haraway initially pointed towards diffraction as a framework to counter 

and disrupt reflection as a figure for knowing and reflexivity as a method and 

theory. In social science reflexivity is a manner of self-accounting the eventual 

effects of the theory or researcher on the field of investigation, legitimation and 
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validation of research. For Haraway reflection “only displaces the same elsewhere, 

setting up worries about copy and original and the search for the authentic and 

really real” (Haraway 1997:16). Reflection is an optical metaphor for thought and 

mirror images, of finding accurate representations and claiming these as forms of 

objectivity; for seeing, observing, and knowing from afar (Barad: 2007:88). Instead, 

diffraction is marked by patterns of difference that make a difference, and are 

essential constituents that make up the world.  Karen Barad proposes: 

   “Diffraction is an ethico-onto-epistemological matter. We are not merely 

differently situated in the world; “each of us” is part of the intra-active 

ongoing articulation of the world in its differential mattering. Diffraction is 

a material-discursive phenomenon that challenges the presumed inherent 

separability of subject and object, nature and culture, fact and value, 

human and non-human, organic and inorganic, epistemology and ontology, 

materiality and discursivity. Diffraction marks the limits of the determinacy 

and permanency of boundaries… Diffraction is a matter of differential 

entanglements. Diffraction is not merely about differences, and certainly 

not differences in any absolute sense, but about the entangled nature of 

differences that matter. This is the deep significance of a diffraction pattern. 

Diffraction is a material practice for making a difference, for topologically 

reconfiguring connections (2007:381)”. 

Karen Barad builds on diffraction to move away from representational practices 

to advance a performative diffraction of queer theory, materialism, science and 

technology studies. Knowing, thinking, measuring, theorizing and observing are 

agential realisms, “material practices of intra-acting within and as part of the world” 

(2007:90). Light waves’ diffraction patterns that illuminate the indefinite nature of 

boundaries, displaying shadows in light areas and bright spots in the dark, display 

an exteriority within (2003:803). In diffraction thinking, difference thus appears 

within a phenomena, there is no exterior versus interior and therefore absolute 

separation, sharp edged boundaries, but the diffractive pattern of intra-active 
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states of naturecultures (2007:88). Diffraction for Barad becomes a methodology of 

reading different insights through one another, thinking performativity for feminist 

and queer theory and science studies together, as all are constitutive of the world. 

Diffraction is a matter of doing, rather than a static relationality, which always 

entail “constitutive exclusions” and as such open for questions of “accountability“ 

(2003:803) of how practices matter and what is excluded from mattering (2007:184) 

in the making of diffraction patterns, the making of difference and reconfiguring 

of connections.    

Apart from the classical conception of diffraction as an optical phenomenon 

of waves of interference, diffraction occupies a central debate in quantum 

physics on waves versus particles. Physicists label this the wave-particle duality, 

a disturbing paradox. In the two-slit experimental diffraction apparatuses, “the 

ultimate ontological sorting machine”, that can differentiate particles from waves, 

electrons passing through a diffraction apparatus fail to behave like proper 

particles. Instead they behave like waves.  “Electrons are queer particles”. They 

are a strange doubling. They are waves and they are particles. They are both/

and not neither/nor. Barad draws on Niels Bohr, who explains how particles “can 

perform particle-ness under certain circumstances and wave-ness under others 

(2014:173)”. Leading to the evidence of Bohrian complementarity: “waves and 

particles are not inherent attributes of objects but rather the atoms perform wave 

or particle in their intra-action with the apparatus (2014:180)”. In other words 

technoscientific apparatuses are inseparable from the phenomena observed. Like 

the breakwater acts as a diffraction apparatus for ocean waves, technoscientific 

apparatuses are material agential entanglements of intra-active performativity that 

figures/(re)configures the world. Therefore apparatuses are material-discursive 

practices that produce differences that matter. In other words, media apparatuses 

are part of the phenomena produced, constitutive of and reconstituted as part of 

the ongoing intra-activity of the world. Apparatuses are reconfigurations of the 

world with no intrinsic boundaries, but open-ended practices, that re(con)figure 

spatiality and temporality as well as dynamics (2007:146). What is at play is that 

different material intra-actions produce different materializations of the world, as it 

“matters to the world how the world comes to matter”(2007:380). I bring with me 
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this notion of apparatuses, through my artistic practice as a material reconfiguring 

of the landscapes with its differences within. But foremost as an acknowledgement, 

that every apparatus’ capture of landscape is an active participation in making 

and futurity of that same landscape. The diffraction of the ocean waves, becomes 

a diffraction of the coast, the transcorporeal bodies, the becoming milieu, the 

past, present and the yet-to-come in archives and landscapes. To reconstruct 

heritage elements of the past, overriding time barriers, is thus less a manner of 

reconstructing, making alike, or reproducing sameness, but diffractively intra-

acting landscape, heritage and new media technologies, making agential cuts in 

the entangled memory of the world.   
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Diffracting Heritage and Coastal Landscapes

In much recent research and practical experimentation between heritage 

practices and new media technologies, such as virtual reality, augmented reality, 

project mapping, film, 3d modeling, procedural modelling, laser scanning and 

photogrammetry, the term reconstruction occupies a central point of departure. 

Visual technologies are the heart of the inquiry. At times putting forward promises 

that with the advancement and refinement of visual media; the more immersed we 

can get, the more accurate and precise virtual capture the better we can gaze into 

the past. Large scale projects such as Rome Reborn (Romereborn.org) creates 3d 

reconstruction as an experiential didactic tool as well as a ‘virtual tourism’: “Have 

you ever wished you could travel back in time to see the Roman Forum at the peak 

of ancient Rome's splendor?”. Representations are duplicated and mirrored. Sites 

of particular importance are copied and replaced in search of precision. The similar 

project Rome in 3D (https://www.relivehistoryin3d.com/) promises “to give you an 

opportunity to take a look at Rome as it really was, by the eyes of humans who lived 

there in that time”. The Ara Pacis museum project “Ara as it was/L’Ara Com’Era”, 

reconstructing the colours of the temple and showcasing a virtual film of a sacrifice, 

offered “a unique and innovative Augmented and Virtual Reality experience, 

like no other of its kind thanks to the use of particular AR visors”. The “highly 

innovative” media apparatus enhances “the value of one of the most important 

masterpieces of Roman art” that becomes “even more inviting and engaging”, 

“as visitors are catapulted into the past and relive it from a truly privileged position 

(http://www.arapacis.it/en/mostre_ed_eventi/eventi/l_ara_com_era)”. Often the 

technological aspect of mixed reality, augmented or virtual reality is forefronted 

as a didactic mediation. Projects as L’Ara Com’Era is seen to enunciate “new 

modalities of enjoying heritage and art, with a relevant impact on imagination, 
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emotional experience and cognitive growth” in such a way that “people who use 

new augmented reality technologies experiment a different kind of convergence 

among knowledge, creativity and imagination, according to immersive modalities 

where real and virtual mix in inextricable way (Panciroli et al. 2017)”.  

I agree that these experiences with their weird computer graphic aesthetics are 

captivating lively experiences, and I don’t want to dispute that these experiences 

can be useful didactical elements in the boundary disciplines of history, art and 

technology. But I remain skeptical about the promises of reconstruction, that 

privilege visual technological state of art as the primary site of engagement. Here 

virtual heritage is the appliance of visual technologies to heritage with scopes that 

resemble reflection, the displacement of the same, the search of an original, the 

extensive striving for authenticity. Agencies that center human and technological 

capability alongside ideas about “the peak of civilization”, privileged viewers, human 

origin and an original people. Diffraction offers something else. Here mixed reality 

is the mixed agencies of the world, not privileged to certain representational modes 

of “activating” the passive viewer or the dumb silent objects. Through diffraction I 

can draw forward the notion of media apparatuses as an intra-active entanglement 

with the landscapes I visually, narratively and sonorously capture, cut into and mix 

anew. No-one and nothing are passive entities waiting to be activatied, but all is 

active agencies that matter.  Where interaction is a common notion in technology 

studies, often used to explain human-computer relations, that presumes a prior 

existence of independent entities. Intra-action offers reopenings and refigurings 

of causality, space, time, matter, discourse, responsibility and accountability 

(2011:125) Time-travelling and temporal belonging are cuts in the entangled state 

of naturecultures, that inform and are informed by the performativity of the world 

in its superposition of belonging, times and places. Identity is not a question of 

lineage, peaks and originals, but it is the multiple within itself, the exteriority-

within, “identity is diffraction /différance/differing/deferring/differentiating” 

(Ibid:125-126). Likewise a diffraction pattern does not signal a going back in time, 

an “erasure of memory” or “restoration of a present past”. Memory instead is 

patterns of enfolded “iterative intra-activities” written into the fabric of the world. 

“The world “holds” the memory of all traces; or rather, the world is its memory 

(enfolded materializations)” (Ibid:146). 



Although diffraction guides my performative thinking of figuring heritage landscapes, techniques 
of reconstruction are not completly abandoned. Process image of a 3d mapping in Blender, that 
reconstructs Gustav Schönleber’s oil-painting Abtei von San Fruttuoso (1891). In bottom left parts of a 
3d modelled hotel room is seen. These element are used in the film Sea, Moon, Traveller to create flow 
and montage between different expressive elements; 3d visuals and archival materials. 
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As such, diffracting heritages and coastal landscapes, can be seen as agential 

cuts, cutting-together/apart. Karen Barad diffracts Jacques Derrida in Natures 

Queer Performativity:    

“Differentiating is a matter of entanglement. Entanglements are not 

intertwinings of separate entities but rather irreducible relations of 

responsibility. There is no fixed dividing line between "self" and "other", 

"past" and "present" and "future," "here" and "now," "cause" and 

"effect". Quantum discontinuity is no ordinary disjunction. Cartesian 

cuts are undone. Agential cuts, by contrast, do not mark some absolute 

separation but a cutting-together/apart - a "holding together" of the 

disparate itself,... without wounding the dis-jointure, the dispersion, or 

the difference, without effacing the heterogeneity of the other... without 

or before the synthetic junction of the conjunction and the disjunction". 

Agential cuts - intra-actions - don't produce (absolute) separation, they 

engage in agential separability - differentiating and entangling (that's one 

move, not successive processes) (2011:149)”.

Cutting together/apart is a holding together of the disparate. Agential cuts that 

perform agential separability, that is differentiating and entangling. In cutting 

together/apart I find meaningful mattering of the intra-activity between my artistic 

practice, media apparatuses, sea/landscape and heritage. Diffraction is a manner 

of reading the coast through differences, a gathering of disparate but entangled 

entities through archives, art history, landmarks, marine biology, seaside paths, 

deep beginnings and transcorporeal bodies of water. It also offers an apt visual 

aesthetic force, cutting together/apart is a holding together of continuity and 

discontinuity, of cutting from one image to another, one narrative and another, 
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time and body. There is not one privileged perspective, but superpositions of 

overlapping perspectives, times, beings and images. An indeterminate mode of 

diffracting the traces of the memory of the world as “interference patterns on 

the films of our lives and bodies (Haraway 1997:16)”. In my practice, as I will turn 

to, sea waves are diffracting the coast, molluscs’ shells, moon, moth, travellers, 

combustion, transport, movement, life and death. Transcorporeal becoming and 

deep beginning can propose a different politics of location together with diffraction: 

“A multiplicity. An infinity in is specificity, condensed into here-now. Each grain of 

sand, each bit of soil is diffracted/entangled across spacetime. Responding- being 

responsible/response-able - to the thick tangles of spacetimematterings that are 

threaded through us, the places and times…” (Barad 2014:184). 

Diffraction apparatuses position narrative, vision and affect differently. Instead of 

claiming a representational reconstructive mixed, augmented or virtual mediation 

of reality, diffraction apparatuses account for the response-able performativity 

when cutting/together-apart, that is performing and reconfiguring anew, the mixed 

realities of thick memories of the world. This project does this by reading through the 

sea and water as multiplicities of memories, deep beginnings and transcorporeal 

milieus, that holds the potential for reconfiguring local heritage sites by gestating 

more-than-human becoming and temporal horizons. With these perspectives in 

mind, I move on from my encounter with the sea as a matter-energy of becoming 

between beings and time, informing my approach to heritage, coast and media, 

to focus on research creation as an apparatus of making, and of making sense in 

the meeting between theory and practice. Drawing from research creation as an 

indeterminate transdisciplinary figuring, but also drawing on works within essay-

films which has informed and influenced my experimental creational pathway.          
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Curious Landscapes of Research-Creation

What is research-creation? Perhaps, rather defined by its manyfold and 

indeterminate modes of inquiry than by precise procedural methodologies and 

sharp-edged boundaries. Consisting of two words. Research, the act of searching 

intensified by the force of the prefix, re-, that indicates repetition. Research 

therefore can be seen as searching again (and again...). Creation is the action 

or process of bringing something into existence. The concept research-creation 

originated in a Canadian university context, to frame a bridging between academic 

research and creative artistic production, is described as emergent practices 

where research agenda across “digital humanities and social sciences” integrate 

a “creative process, experimental aesthetic component, or an artistic work as an 

integral part of a study” (Chapman & Sawchuk, 2012:5). Research-creation thus 

stands as a close relation to similar categories that incorporates creative practice 

as an central part of academic research; including the european sister term, artistic 

research, or other alternatives such as; arts driven inquiry, arts based research or 

performance research. Even though I consider the creative productions that form 

this project as artistic productions and I wish to turn to the aesthetic and narrative 

element of my practice, and how these element engage seaside heritage and 

landscapes, I embrace the openness of the concept research creation, as it does 

not operate with a clear delimitation of “who is allowed to participate (artists) and 

what the end result must look like (art)” (Loveless, 2020:XVIII). As such, research-

creation is rather concerned with pushing “knowledge to a revaluation, asking 

what else is moving at its linguistic limit”, to do research from a speculative point 

of view through a mode of “inquiry that is affective and bodily”, processes that 

considers craft, creativity, aesthetics and practices of making as immanent to the 
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processes of making knowledge. Research-creation proposes ways of doing, and 

in the act of doing to consider research (knowledge-making), as a speculative 

event emerging in relation to a practice, rather than preformed or predetermined 

by a set of procedural methods (Loveless et. al. 2020:226-229). Research-creation 

arises from the critiques of the abundant appliance of methods that rely “on data 

modeled on knowability and visibility, the ongoing emplacement of settler futurity, 

and the dilemma of representation” (Springgay & Truman 2017). Proposing 

instead research through propositions that does not seek to describe, explain, 

or solve problems. Rather, research-creation creates concepts that problematizes 

by bringing something new into the world through indeterminate processes 

and events(Springgay & Truman, 2016). It turns to problem oriented research by 

placing curiosity-driven questions at the forefront and letting research emerge in 

between disciplines, processes and situated contexts (Lovegood, 2019). Research-

creation is in some contexts divided into four subcategories that in various modes 

articulates the relation between knowledge and practice. 

Research-for-creation refers to creation that “is pursued as a type of research 

in and of itself”, through the process of a gathering together of material, ideas, 

concepts, collaborators and technologies, which then is directed towards and 

enabled through an “artistic perception of technology as practice or craft” 

(Chapman & Sawchuk 2012:15). 

Research-from-creation situates the practice differently. The creative production, 

performances, media works, interventions, is not only part of a research process to 

develop that work, but can be seen as ways to generate “research data that can 

be used to understand different dynamics” for example by forming knowledge on 

user-responses, or developing paths of experimentation, that leads to new research 

question of which many have “archival, historical, theoretical, methodological, and 

scientific facets associated” (Ibid:16-17). 

Creative presentations of research proposes “the presentation of traditional 

academic research in a creative fashion”, in manners that incorporate hybrid forms 

of publishing; creative modes of writing, as well as inclusion of video, images and 

sound alongside text (Ibid: 18). 

Finally, creation-as-research concerns projects where research is at the center 



55

for creation to emerge. Exploring the relation between technology, gathering 

and revealing through creation. Research-as-creation search to understand and 

elaborate on conceptualisation of technologies/media/practices in scholarship 

by “deploying these phenomena, and pushing them into creative directions”. An 

exploration through creative processes that includes experimentation, analysis, 

critique and “profound engagement with theory and questions of method” 

(Ibid:19). Research creation thus suggests the intimate interweaving between 

theory and practice: “Creation-as-research is also creation-through-research”, in 

terms of expanding what “is” in the world by revealing new layers, permutations 

of reality, or “experiences to be experienced” (Ibid: 21).  Whereas these 

subcategories are not to be seen as distinctive modes of performing research-

creation. They are phases that can overlap, or projects might move between or 

reform each one of them. Therefore,  I don’t find it meaningful to place this project 

strictly in accordance with these categories. I find them useful in the sense that 

they give a proposition on how the interweaving between theory/practice might 

play out. Such practice is in nature a transdisciplinary task defying to be satisfied 

with making representations of a field of knowledge through creative visualization. 

Reflections that displace sameness. Instead I see the transdisciplinary research-

creational act as a plunging into, experimentation with, agentially cutting through 

different fields of knowledge; science, heritage, media technology, environment, 

blue humanities, literature, landscape, aesthetics and the knowledges of making, 

in such a way that these might contaminate each other, diffract within and through 

each other and thus differentiate by proposing new questions and experiences. 

Following this, diffraction has become a central concept for my research-creation. 

But a curiosity-driven research approach, and a process of searching and searching 

again, made the project arrive to find diffraction as a useful concept for reading and 

making transdisciplinary. Setting out a task of searching in landscapes and archives 

through differences/exteriority within and aesthetically/narratively practising 

diffraction patterns, holding the disparate together through temporal and poetic 

crisscrossing. 

The beginning of this project has thus been initiated by problematizing heritage 

as solemnly cultural entity, by instead opening up how the encounter with the 

sea, and the coastal landscape can compose inheritance as naturecultural and 
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more-than-human form of memories. To open up on this path I have explored 

what I meet when engaging the sea as a matter of memory, time and belonging, 

and how thinking with the sea might inform my artistic practice. This curiosity-

driven question has led me into a diffractive reading in order to compose the 

sea as a site for more-than-human inheritance. Evelien Geerts and Iris van der 

Tuin writes about reading diffractively: “That rather than employing a hierarchical 

methodology that would put different texts, theories, and strands of thought 

against one another, diffractively engaging with texts and intellectual traditions 

means that they are dialogically read “through one another” to engender creative, 

and unexpected outcomes” (2016:175). As such my reading through the diverse 

modes of thinking with the sea and with water in general has brought me through 

different modes of putting the sea into discourse. Through stories and aspects from 

poetry, marine biology, posthumanism, feminism, blue humanities, multispecies 

studies, technology and quantum physics I have drawn out the concepts of the 

sea as a site of deep beginnings, transcorporeal connectedness, and diffraction 

patterns. These theoretical aspects inform my artistic practice on how to perform 

the new local landscapes and archives in Liguria. In the act of creating it is therefore 

also a hope of this project to diffract back with knowledge of making, and thus 

contribute with questions of aesthetics and cultural creation into the fields of 

heritage, posthumanism, new materialism and environmental humanities. Barad’s 

conception of diffraction patterns has also allowed me to bridge the material 

mattering of waves with that of media apparatuses and aesthetics. Agential cuts 

provide thought for cutting/together apart phenomena and memories of the world 

by performing anew, by making differences within. Cutting/together apart gives 

both visual tools for the tecne in my film and installation practice and a mode of 

narrative figuring that bends through differential more-than-human perspectives 

in the seaside landscapes. To further the aesthetic and narrative exploration on 

how to cut together apart, I wish to add existing artistic practices of the essay film. 

In my own making I draw from these traditions as tools to my artistic diffraction 

patterning when making film and installation on the seaside landscapes in Liguria.
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Towards an Aesthetics of Diffraction in Essay Film

In order to build a vocabulary of the qualities and expressions in crafting my 

film and installation practice on the Ligurian coast, I wish to draw experiences 

from the writings on and artistic practices of essay-film. While essay film is a 

tradition sprung from the written form of the essay, and thus bears a long history 

of expression. A commonly agreed conception is traced to the work of Michel 

de Montaigne (1533-1592). In his practise the written form of the essay springs 

out through provisional and explorative expressions through attempts, trials and 

test “from a mind observing the world passing before and through it” (Alter & 

Corrigan:2017) In Georg Lukacs text, On the Nature and Form of the Essay, he 

states if one “compare the literature with sunlight refracted in a prism, the writings 

of the essayist would be the ultra violet rays (Lukacs, 1910:27)”, establishing the 

essay as a form of precursor and intensity that ventures into experience of the 

indeterminate, unseen or not-yet: “There are experiences, then which cannot 

be expressed by any gesture and which yet long for expression (Ibid:28)”. For 

Lukacs essays are intensities of creating multiple different worlds, kept inside 

the essay form of “tone, color and accent” that also goes beyond that created 

world, leaving it “only in the inessential sense (Ibid:33)”. The essay is intensity 

that strives towards the forces of life: “All the struggles of life are present here, 

but the stuff of which everything is made is different from the stuff of the “other” 

life (Ibid:34)”. In Max Bense’s writing On the Essay and its Prose, the substance 

of the essay is that of making combinations, and the essayist is a “tireless creator 

of configurations around a specific object” a literary “ars combinatoria, in which 

imagination has replaced pure knowledge (1948:57)”, staying in  the “strange 
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border area between poetry and prose, between creation and persuasion, between 

an aesthetical and an ethical stage (Ibid:53)”. Theodor W. Adorno defines the 

essay as a heretic genre that opposes and violates the “orthodoxy of thought”, 

it gets occupied with what is blind in its object: “Through the contradictions in 

which concepts become entangled, that the net of their objectivity is a merely 

subjective arrangement. It wants to polarize the opaque element and release the 

latent forces in it (1958:81)”.  A form that transgresses every attempt to contain 

it. Alongside its literary context, the essay also developed into twentieth century 

photographic essays such as Jacob Riss’s How the Other Half Lives (1890), through 

James Agee and Walker Evans’s Let Us Now Praise Famous Men (1941), to Martha 

Rosler’s The Bowery in Two Inadequate Descriptive Systems (1974-1974). Taking 

on its course the hybrid-form of combining text, image into the cinematic audio-

visual form of the essay film, also influencing contemporary installation works and 

digital platforms (Alter & Corrigan, 2017). Film practices began to appear in the 

intersection between documentary and avant-garde cinema in the 1920s and 

1930s, that for some scholars mark a grounding period for the essay film. Sergei 

Eisenstein early conceptions of to essay film in the unrealised project of turning 

Marx’s Capital into a political and social science argument on film. The city films 

such as Alberto Cavalcanti’s Rien que les heures (1926), Walter Ruttman’s Berlin: 

Symphony of a Great City (1927), Dziga Vertov’s Man with a Movie Camera (1929), 

Jean Vigo’s Apropros of Nice (1930), Luis Buñuel’s travelogue Land without Bread 

(1933). Many defining features appear in these practices, the blending of fact 

and fiction, the foregrounding of personal subjective points of view, the tension 

between audial and visual discourses.  In France in the 1950s the term started 

appearing as essai cinematographique, where Chris Marker’s film Letter from 

Siberia, a travelogue film reportage of Markers trip throughout Siberia, was declared 

a new form of cinema by André Bazin, designated as essay film (Ibid:3). For Bazin, 

Letter from Siberia provided a horizontal montage playing with the relationship of 

one shot to another, referring laterally to what is said in the film. Moving image 

and oppositional narrative perspectives demonstrate that “at least in relation to 

certain realities, impartiality is an illusion (Bazin, 1958)”. As such the essay and 

its movement into the realm of sound, moving images, and the overlapping 

expression found in between text, and audio-visual expression, marks a field that 
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produces uncertainties, combinations and oppositions that tries to venture into the 

blind of its objects, an heretic intensity of combining differences. Essay-film marks 

at present a vast range of topics and practices, and has become a significant and 

widely referenced part of contemporary cultural production. Amongst many other, 

some of the notable actors and works within essay-film are: Chris Marker’s Sans 

Soleil (1983) or A Grin without a Cat (1977), Haron Farocki’s; Wie Man Sieht / As 

You See (1986), Bilder der Welt und Inschrift des Krieges/Images of the World and 

the Inscription of War (1989) and Serious Games I-IV (2009-10), Agnes Varda’s The 

Gleaners and I (2000), Trinh T. Min-ha’s Reassemblage (1982) and Surname Viet 

Given Name Nam (1989), Black Audio Film Collective’s Handsworth Songs (1989), 

Angela Melitopoulos’ Crossings (2019), Werner Herzog’s Fatamorgana (1971) and 

Lessons of Darkness (1992), Franco Piavoli’s Il Pianeta Azzurro (1982), and many 

others. I’m not going to go deep into all these practices but rather turn to some of 

their similarities when working narratively and aesthetically in order to read essay 

film alongside the notion of diffraction.   

The essay film is “an open field of experimentation, sited at the crossroads of 

fiction, nonfiction, and experimental film (Rascaroli, 2008:43)”. Even though it 

is referred to as genre, one of the characteristics of the essay-film is that it “it 

strives to be beyond formal, conceptual, and social constraint” and thus “is 

transgressive both structurally and conceptually”(Alter, 1996). Such strategies 

are composed aesthetically, films are structured visually as well as musically, in 

the sense images recur in rhythmic fashion and thematic variation. Complex 

montages rhythmically juxtapose seemingly unrelated sequences (Ibid).  The 

medium works through process-oriented journeys where neither “an exact route 

nor final destination is completely spelled out” and thus assuming it is only one 

variation of the many openings and possibilities inherent in the same concept 

(Arthur, 2003:165)”. Expressive qualities can be executed through “quirky arcs of 

logic, sudden digression, unexpected epiphanies, pauses for self-reflection” (Ibid). 

Since film operates on these multiple levels - image, speech, sound, titles, music, 

stills, movement, montage, cuts, framing, colour, titles - the subjective singular 

voice of the literary essay is “dispersed into the multi-channel stew” (Ibid:163). As 

such, all these filmic elements are in itself expressive intensities that inform one 
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another, elements that might be contradictory, that work through tension, that 

clash different time-frames, or disperse chronologic narration. 

A central element in many essay films is the “inscription of a blatant, self-searching 

authorial presence (Ibid:162)” usually deployed by an ever-present voice-of-god 

narration superpositioned alongside the audio-visual elements. The conjunction 

of language and image is therefore often a key characteristic of the essay-film, 

venturing into a complex, troubled relationship between word and image, 

where “the mechanisms by which speech can annotate, undermine, or otherwise 

change the signification of what we see - and vice versa (Ibid:165)”. This can be 

exemplified when “spoken commentary matched to a piece of found footage splits 

our perception of time, superimposing past and present to emphasize historical 

gaps or tonal clashes inherent in the visual-linguistic interface (Ibid)”. The essay-

film can thus be seen as transgressing seamless narration, direct representation 

or chronological order. Instead it exploits elements of contradiction or differences 

within the same phenomena, moves in between fiction and fact, poetry and prose, 

real and virtual. A format where no truth is given, but different perspectives or 

indeterminate intensities. Through these strategies there is neither no passive 

viewer, even though one is confronted with the authorial presence of a voice-

over, the films demand an active involvement to inscribe yourself into the flow and 

mechanism of the film, to distrust or remain skeptical to what in seen or said, or 

to create own meaning in the complex interconnected poetic flows between word 

and image. In this sense many characteristics of the essay-film can be a cutting-

together apart, a holding together of the disparate. Scholars have often noted 

essay-films works through a critical reflection on a set of problems or that the 

subjective annunciator works in a self-reflexive manner that calls for a dialogue 

with the viewer, or that pauses calls for self-reflection (See; Rascaroli 2009, Arthur 

2003). I see much sense in applying diffraction in understanding these aesthetic 

strategies in essay-film. They tend to move simultaneously in multiple directions, 

differences are superimposed on one another, sound moves through speech, that 

moves through image; time and space gets fractured and dispersed. As such the 

multi-channel “stew” of different audio-visual intensities that point in different 

directions and perspectives, both in establishing subjective personal narration as 
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well as in the different modes of viewing, listening and making sense. As Barad 

notices that there is no ‘I’ that exists outside of an diffraction pattern, observing 

it, telling its story: “I am neither outside nor inside; I am of the diffraction pattern. 

Or rather, this “I” that is not ‘me’ alone and never was, that is always already 

multiply dispersed and diffracted throughout spacetime(mattering) (2014:181)”. 

If essay-film is seen as a spacetime mattering, it is an event placed in the middle 

of the phenomena it explores, venturing incompletely through its differences. It is 

a diffraction pattern of the audio-visual multichannel boiling pot, where the ‘I’ is 

a subjective voice-of-god, but also a sound passing by, found-footage reversed 

and broken into parts, fragments of history or time, humour, irony or authority, or 

the viewer that picks up bits and pieces to diffract meaning differently. I wish to 

draw from these practices as aesthetic and narrative strategies of diffraction, that 

have influenced my own making between fiction and fact, temporal crisscrossing 

and intercorporeal imagining in the reuse and refiguring of archival and landscape 

heritages at the coast. To do this I will shortly introduce the practical workings, 

in particular in W.G. Sebald’s Rings of Saturn, that turn to seascapes and coastal 

landscapes as a site for essay and essay film figuring.   

Coast and Seascapes in Essay Figuring

The sea and the coast has been given much attention in essay-film practices, 

where many turn to seascapes as a site of decolonizing histories or imagining 

more-than-human landscapes and environments. John Akomfrah’s Vertigo Sea 

(2015) is a 3-channel video installation that mediates and poetically disperse 

through the sea as a site of multiple converging histories and beings. It mixes 

between archival material from BBC’s natural history unit, own footage and 

readings through various sources. The installation juxtaposes and moves through 

scenes of whaling in Newfoundland, polar bear hunting, flows of fish and plankton, 

slaves thrown overboard, mobile people of refugee, the explosion of an atomic 

bomb, simultaneously reading through Herman Melville’s Moby Dick (1851) and 
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Heathcote Williams epic poem Whale Nation (1988).  Drawing forward a disorderly 

interweaving of human and ecological becoming (see Akomfrah: 2018).   Lucien 

Castaing-Taylor and Véréna Paravel’s Leviathan (2012) is an immersive, nauseating 

experience onboard an industrial fishing vessel. No dialogue or narrative voice-

of-god is featured in this film. It is moving through images shot with handheld 

cameras attached to filmmakers, crew, ship and fishing gear, that dive into sounds 

of water, wind and machinery, in an unruly experience of the struggle between 

life and death of fishes. Leviathan thus offers “a sensory ethnography in which 

the site described not solely belongs to human beings but to the objects that 

comprise our world - and worlds of their own (Battles 2014:480)”. Laura Provoust 

contribution to the Venice Biennale Deep Blue Sea Surrounding You (2019). A 

highly humoristic and surreal road-trip to Venice and through the artist’s tentacular 

subconsciousness in the company of friends and squids, comically referencing 

Donna Haraway’s tentacular thinking (2016), imagining a fluid relationship between 

desire and environment. In Patricio Guzman’s Pearl Button (2015) water is seen 

as carrier and facilitator of memory, life and death in the entangled portrait of 

the indigenous peoples of Chilean Patagonia and the victims of the brutality of 

the Pinochet regime. Using a range of sources from archival film, new footage, 

interviews, photographs and venturing through montages of ice covered rocks, 

hail, water cascades and droplets.  The film has been discussed alongside the 

concept of hydromedia (see Cubitt 2005 and 2016; Hjorth et al. 2016; Maxwell 

and Miller 2012; Parikka 2015) as a form of watery filmmaking. Water serves as a 

“conceptual connector”, and a “narratological and visual medium”, “de-anchoring 

the human from his self-awarded position as the pinnacle of the chain of beings, 

and reconnects him back to the flow of matter across different scales (Zielinski 

2020:231)”.

    

In my encounter with the essay form and the coast a reading of W.G. Sebald’s 

genre bending book Rings of Saturn (1998) has been particularly influential. Even 

though this is not an essay film the book has been acknowledged elsewhere to 

be of a cinematic imaginary (Elsaesser, 2015) A passage Rings of Saturn folds and 

leaps through multiple stories: nomadic fishermen, species mutations in the toxified 

sea, herring industries' archives, mysterious phosphorescent qualities in the shales 
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of dead herrings, odd scientific attempts to exude this luminous substance for 

artificial lighting. Venturing into the story of a Major George Le Strange, who until 

his death, lived in solitude with a silent cook, after having served in the army that 

liberated the concentration camp Bergen Belsen. Part coastal walking travelogue, 

fiction, memoir and essay meditation the narration is accompanied with black and 

white images; tents on a beach, herring fishing, herring scales, luminous streets, 

a mass grave. All elements become weirdly connected, animating each other 

when turning the pages. The juxtaposition of images seems to create a borderless 

vibrancy from one cut in the world to another, toxic sea becomes herring, herring 

scales becomes artificial lighting, that becomes silence, to become a brutal 

violation on humanity. The landscape is thick in time(s); ghosts, traumas, mutations 

and new beginnings composing diverse temporalities from “a little transistor 

radio that gives forth a scarcely audible, scratchy sound(1998:52)” to dead trees 

“bleached by salt water, wind and sun”, that look like “bones of some extinct 

species (1998:64)”. In the passage these diverse beings and materials inform each 

other just like they inform the ones passing through the landscape. As pointed 

out elsewhere the embodied walking narration goes along with that of a poetic of 

digression, deriving from latin, di-gradi, stepping aside, repeatedly shifting focus, 

changing the contexts from where phenomena is understood, drawing forward a 

“parallel, mythic temporality that transfigures the quotidian object-world (Long 

2007:67)”. Visual motifs are repeated, “transmorphed into and transforming one 

another, telling their own story - parallel to the text or even in counterpoint to the 

text (Elsaesser 2015: 249)”. Essay film is a form of entanglement of sound, image, 

text. Entanglement of time(s), cuts and montages. Contradictory elements or the 

smooth flow of one image passing into another, or fact moving through fiction. 

These qualities are modes of cutting together/apart by holding traces of the world 

in their oppositional yet entangled flows of becoming something else. This form 

of expression informs my artistic diffraction apparatus in the attempt to diffract 

Ligurian landscapes holding their disparate parts together. In the next chapters, I 

will turn to how this is played out. 



65

 Temporal and Poetic Entanglements of the Ligurian Coast

In the following chapters, I turn to the research creational experiments conducted 

throughout the phd-project. The exhibition Shell Time held at Sala Dogana, 

Palazzo Ducale in Genova october 2020, consisting of the short film Shell Time 

and a series of woven tapestries, Botanical Relics. Furthermore, the short film Sea, 

Moon, Traveller, which was presented alongside my paper at Ischia and Naples 

International Festival of Philosophy September 2021.  

Each work is composed by similar artistic strategies, but moves through different 

stories and aesthetics in between specific Ligurian places and heritage sites and 

poetic fictive modes of diffracting landscapes through more-than-human temporal 

horizons. In these chapters, I will turn to how each work is composed, what audio-

visual strategies are applied and how the multilayered expressions relate to the 

Ligurian landscapes and larger landscapes such as the sea and multispecies’ 

belonging. 

I will point how the notions of deep beginnings, intercorporeality and diffraction 

have had significance in forming an language of film and installation, and in turn, 

how these creations might bring forth ideas on how to compose heritage landscape 

anew, thinking with the sea as a site of temporal and multispecies entanglements.      
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Shell Time

Cosmicomic Becoming with Shell Heritages

The preparation for the exhibition Shell Time initially started out as a research 

trip to the Ligurian coast. Travelling to Pegli to visit the archaeological museum 

in Villa Pallavicini and its surrounding park. The museum holds a wide range of 

archaeological findings from Liguria, such as paleolithic cave bears, upper paleolithic 

human burials from the caves of Arene Candide, pre-roman burial artifacts, roman 

marble sculptures or apulian potteries. Together all these objects tell a vast story 

of climatic, environmental, cultural, economy and technological changes from 

prehistory to ancient periods. The coming and going of changes, each object 

putting up traces of memory. The landscape that surrounds the museum constitutes 

a similar expression, as a place made of layers and layers of intimately entangled 

pasts, presents and futures. The Villa Pallavicini reminisces 1800 century genoese 

aristocracy, a web of stories of botanics, holy war, natural collections, splendour, 

maritime navigation, family rule, property and finance. The Villa’s recently restored 

park offers a pathway designed by Michele Canzio in the spirit of elements in 

Dante’s Inferno and Paradise. Venturing through the variously themed botanical 

garden, a Chinese pagoda, artificial caves, a mausoleum, a Diana temple, ponds 

and an obelisk, one can sense the late 1900-century British and English tourists, 

when Pegli was a prominent stop on the tour to the northern Italian coast. Dante’s 

literary dance between life and death keeps popping into mind when gazing out 

on the larger surrounding landscapes. When I visited the museum park a wildfire 

had scorched adjacent forests running down to the city. The view of industrial silos 

behind wire fences, gravel mines in the hills tops, shipwarfs in Cornigliano, the 
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airport runway constructed on the sea, container industries and the heavy traffic 

running on the highways, all pointing to a landscape of anthropogenic stress and 

fragility. In my tourist guide it is written that swimming at the once prominent 

beaches of Pegli, has long been prohibited due to polluted waters. I found myself in 

the middle of all these overlapping time-place matterings. Paleolithic animals and 

burial sites, anthropogenic industries, roman artifacts, tourism, holy war, aristocracy, 

navigation are all present in the landscape simultaneously. As Tim Ingold notices  

“... no feature of the landscape is, of itself, a boundary. It can only become a 

boundary, or the indicator of a boundary, in relation to the activities of the people 

(or animals) for whom it is recognized or experienced as such”. Therefore one can 

“move from place to place without crossing any boundaries” and likewise “move 

from one present to another without having to break through any chronological 

barrier (1993:152-174)”. In these landscapes that are pregnant with pasts and 

futures, I started wondering what cut in the world could recompose the many 

layers and interconnections through more-than-human temporal horizons. That 

accounts for and speculates on different temporal perspectives of remembering 

landscapes, when time is not human at all.

At the archeological museum I got struck by their small collection of shells. 

Almost anonymously exhibited in glass vitrines, each shell is accompanied with 

a small number, which at times leads to a latin name. A kind of categorisation 

that for me didn’t bring forth any new revelation or knowledge on that species 

and its temporality. Instead my mind started wandering with these shells. What 

kind of fossilised remembrance do they bring forth, how would they engage in 

a conversation about time in an era of planetary upheaval? About the layered 

connections in the landscape? Do they hold stories of survival and extinction that 

are relevant today? I started imagining the forces of minerals, water and organisms 

that created these perfect and imperfect shellforms, and how they have since 

passed into fossil state. A medium for the human to read back in time, and to 

position himself within a temporal genealogy and scale. But what if it was turned 

around, could a speculative event look at time through the perspective of a 

mollusc? An odd convergence started happening, a merging of the archeological 

collections in Pegli with the speculative cosmicomic writing of Italo Calvino, who 
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spent his early years at these coasts. In his cosmicomic short story Shells and Time 

(2010), the prehistoric mollusc protagonist, Qwfwq, claims to have invented time 

itself, and therefore comically ironically positions itself as the center of the world: 

“What I wanted to construct was a time that belonged to me alone, regulated 

solely by myself, self-contained: a clock that did not have to report to anyone what 

it was measuring. I would have liked to construct an extremely long, unbroken 

shell-time, to continue my spiral without ever stopping” (2010:361). But rather 

than constructing a time for itself, the protagonist in Calvino’s short story is soon 

confronted with the very defeat of doing this. Qwfwq addresses humanity: “We 

molluscs, who first had the intention of lasting, have given out kingdom, time, to 

the most volatile race of inhabitants of the temporary, namely humanity: had it not 

been for us they would never have thought of it. It needed the cross-section of 

the Earth’s crust to throw up our shells, which we had abandoned some hundred, 

three hundred, five hundred million years before, for the vertical dimension of time 

to open up to you and release you from the continual cycle of the stars’ circuit 

in which you continue to pigeonhole the course of your fragmentary existences 

(2010:363)”. The story of Qwfwq thus opens up a relationship between the fragility 

of life in relation to the other, to finitudes and stratification, and time itself as a 

spacetimemattering. A vertical dimension that works beyond the course of history, 

including the history of humanity, a virtual futurity: 

“to become something, to come into being in what it was making, to 

ensure that everything that was left or buried was a sign of something 

else, the imprint of fish-bones in clay, the carbonized petroliferous forests, 

the texas dinosaur’s footprint in the mud of the Cretaceous period, the 

splintered pebbles of the Palaeolithic period, the mammoth’s carcass found 

in the Beresovka tundra with the remains of the buttercups it had grazed on 

twelve thousand years previously still in its teeth, the Venus of Willendorf, 

the ruins of Ur, the Dead Sea Scrolls, the Lombard spear-tip that popped 

up at the Torcello, the Templar’s temple, the treasure of the Incas, the 

Winter Palace and the Smolny Institute, the car cemetery… Starting with 

our interrupted spirals you have put together a continuous spiral you call 
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history (2010:365).”           

 

Calvino’s cosmicomic speculation on time, being, matter and desire, the vertical 

layers of temporal construction, that are intertwined in a web of relations, become 

my speculative apparatus of composing Ligurian heritage and remembrance 

differently. The fictive character of Qwfwq is my companion in this research creational 

experiment, with its attentiveness to time’s workings, temporal crisscrossing and  

finitudes I create a speculative poetic gaze of a mollusc on the many-sided temporal 

layers of the Ligurian coast. A fictive poetic mode of creating a conversation between 

fossils of the past and fossils of the present temporarity. In my encounter with the 

shells of the archeological museum, the surrounding landscape of diverse layered 

time-space belongings, and Calvino’s short story, I started gathering materials and 

composing a film and installation exhibition by travelling through many parts of 

the Ligurian Coast, from Rapallo to Balzo Rossi in the confines of France, which has 

been sketched out in an essay on a poetic speculative ethnography of walking the 

coast (Andersen 2020).  The gaze of the fictive mollusc combines and speculates 

on elements of finitudes, belonging and temporal crisscrossing experienced on the 

coast. Thus the exhibition text presented the project as following: “Planet earth 

is changing. Movements of speed and slowness reconfigures the landscape. The 

time of living beings is composed of finitudes and time itself continuously pushes 

towards the future. Inspired by Italo Calvino’s cosmicomic short story “Shells and 

Time”, the project explores how identity, culture, nature, technology and history 

can be imagined when not informed by the human eye and time scale. Digging into 

Ligurian landscapes through film, text and tapestries Shell Time enacts a poetics 

of temporal and multispecies’ entanglement. It speculates on the interconnections 

and coexistence between shell fossils and fossil fuels, seaside leisure time and 

seagrass extinction, plant heritage and industrial ruins“ (Andersen, 2020).   

The filmwork (14 min) is a visual voyage combined through own recordings, 

animations and various sources of archival material of diverse socio-cultural heritage; 

lithographies, photographs, landscape depictions, postcards and industrial footage. 

It is structured by a female voice-of-god narrative, reading slightly alternated parts 



Torn artificial grotto with a mosaic of pepples and shells in the lost gardens of Villa Principe. Swimmers. Shell 2020. 
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of Italo Calvino’s Shells and Time, which is superimposed to the various visuals 

that depict the coast. The voice is quiet and slightly distanced, almost fragile in 

quality. The voice reinforces the notion of a speaker from a distant past, but also 

enters into a humoristic contradiction with the very self-centered, stubborn and 

proud narrative of Qwfwg. Although this is the main narrative holding the film’s 

fragmentary imagery together, the voice of god also diverts from Calvino's story 

into observation and speculation directly on the scenes shown. When doing this the 

voice changes character and becomes a silent whisper, diffusing who is the narrator 

and from which temporal perspective it speaks. A general background soundscape 

accompanies most parts of the film: waves, sounds from the beach, frogs in a 

pond at night, water. Many of these sounds are very clear and recognizable, the 

waves and children at the beach, but at the same time the sounds are immersed in 

ambient noise, as if they are rummaging a container. This effect slightly resembles 

the phenomena of seashell resonance, when sound waves in shells force the air to 

vibrate and create a humming frequency.             

The introductory scene of the film cuts through repeated still images on turquoise  

background of parts of the shell collections of the Archaeological museum of 

Liguria and the Prehistoric Museum of Balzi Rossi. The soundscape is composed by 

a slow distant piano, whaling and gurgling watery sounds reminiscent of a kind of 

ancient submarine song. Diffraction waves are superimposed on the still images, 

moving on top from one image to another, the waves interweave into an aerial 

view of swimmers in the sea. The female voice-of-god breaks in, reading Qwfwq’s 

narration: “Who do you think admitted to you that dimension in which you are all 

immersed? So much that you think you are born into it and for it. Me a lowly mollusc 

condemned to my moment-by-moment existence. A prisoner of an eternal present. 

You can’t guess what I’m talking about. I’m talking about time. If it hadn’t been for 

me, time wouldn’t have existed (quoting Calvino, in Andersen, 2020:1.50)”. The 

mollusc narrative is followed by shifting scenes of swimmers and bath institutions 

in Liguria; a beach on the road to Ventimiglia, rocks in the sea below the pathway 

from Rapallo to Portofino, Baia di Niasca. A shot of Baia Paraggi, people lying on 

the beach, paddling in the water, sound of kids, the shot turns saturated in colour 

echoing an old postcard, as if the time-frame of the footage shifts. The voice of 
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god reads: “Without beginning and without end, days and nights crashed over me 

like waves (Ibid)”, and the film moves into a fast montage of various still images. 

A postcard of Abbazia di San Giuliano and the nearby baths on Corso Italia, a 

painting of bather’s by Antonio Schiaffino, a 1820 water colour by Luigi Caribbo 

showing the port at waterfront in Genova. Fragments of palms in Bordighera 

painted by Claude Monet, a postcard of the gentry walking at the seaside pathway 

in Nervi. The fast montage of different iconic places of cultural significance keeps 

flowing. Warm sunny images that depicts the coast in its beauty. The voice-over 

adds: “Afternoons, ebbs, winters, quarters of the moon, tides and summer heat 

waves all landed on me” and the montage shift character. Images show carbon 

workers in the industrial harbour, dirt and hard-working bodies, are mixed into 

the composition. Temporary and differential depictions and modes of living at the 

coast are contained in the cosmic flow of time present in the narrative. The passing 

of time, the memory of places are reinforcing Qwfwq’s feeling of uneasiness in the 

continuous waves of changes. At the same time place and time is, in the flow of 

the montage, always becoming something else, blending into or contradictory 

juxtaposed to another place and another temporality. At the end of the montage 

the viewer is confronted with an archival image. It depicts bodies lying in straight 

lines on a beach, they all lie on their back, with spreaded legs, their hips and heads 

are covered. Rather than given an explanation of the image, one is confronted with 

questions, what are they doing? Is this during facism? Are they doing sports? Is it 

a military practice? The confrontational cut between the images thus adds to the 

indeterminacy of the “afternoons, ebbs, winter, quarters of the moon”, of time(s) 

passing and diverse fragmented memories in the landscapes. 

The film pauses, becomes completely silent and cuts into archival film footage. 

A bell diver disappears in the sea and a longer sequence which diverges from 

Qwfwq’s story is initiated. It cuts into recordings of the paleolithic burials from the 

Archaeological museum of Liguria and the Prehistoric Museum of Balzi Rossi. The 

human skeletons are placed next to small shells and bones. The camera investigates 

a young hunter, named the Prince of the Arene Candide Caves, that is wearing a 

crown of tiny shells stringed together. The voice-of-god whispers observations on 

top of the recordings: “The paleolithic age is characterised by an explosion of arts 
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and technology”, “Shells from this time can easily be recognized if perforated 

by human for ornamental uses (Ibid: 3.00)”. As such, the film progresses loosely 

connected by the theme of shells and the relation between time, matter, technology 

and arts/creation/construction, but likewise through an open exploration of diverse 

heritage sites and institutions in Liguria, diffracting through the landscape its layers 

of remembrance. Soon the film cuts again. Moody swing jazz is heard. A montage 

of archival footage from Fondazione Ansaldo’s film archives appears. From the 

viewpoint of a vehicle bonnet, and viewing out from the vehicle’s window, one 

enters and observes the recently constructed Sopraelevata. The 1965 highway 

that connects the area Genova Foce with the western city cutting through the 

historic harbour. The original voice of god from the archive film is heard punctually 

speaking to the rhythms of swing jazz. The footage of the Sopraelevata is juxtaposed 

with footage of the industrial harbour, Italsider’s steel manufacturing, workers at 

the factory. The narration is an appraisal of the new construction and in general 

of the promises of the modern urban revolution, mobility, technological and 

economic advances. Humankind is portrayed as an earthly ruler that dominates 

nature and time through his rational scientific capabilities of construction, beauty, 

innovation and calculation. This is expressed by the narrator’s punctual rhythmic 

enunciation of series of nouns, adjectives, adverbs and verbs, that describe the 

landscape and the human modern act of making landscape: “Tent, strip, wire, 

whip, thunderbolt, causeway, balcony, balustrade, viewpoint, bridge, scaffolding, 

landing stage, reasonable, rational, well thought out, the road in the air, marine, 

urban... Adjectives; enormous, gigantic, perfect, exact, fast, solid, precise, powerful, 

free! Adverbs; today, tomorrow, always, before, after, energetically, intelligently, 

happily! Verbs; dominate, shake, demolish, conclude! Nouns; traffic, business, 

affection, orography, ethology, economy, tales, memories, concepts, projects, 

prominence, spans, ramps, bonds, junctions, access, succes! (Ibid:3:32)”. During 

this sequence, voice and music slowly disintegrates, to become arrhythmic until 

it is a noisy rumbling. The montage cuts into footage of spurting molten matter 

taken from steel manufacturing archive film. The shot is repeated in rewind. The 

tale of the modern advances of society is juxtaposed with the image of forces and 

matter-energies, movement backwards and forwards. Mobility becomes earthly, 

technological and economical progress is embedded with a volcanic assemblance. 
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The film cuts into a new type of moving-image, a 3d animated green bowl falls out 

of the image. This is a 3d animation modelled after the Sacro Catino (Holy Grail) 

of the San Lorenzo Cathedral’s treasure chamber, a visual metaphor of echoing 

reconstruction in heritage practices, but put into a different use. The legend has 

it that this bowl was used at the Last Supper, and was taken by the Genoese at 

Caesarea in the 1100 century crusades. The object was acquired in the 1900-century 

by Napoleon, and somehow dropped and scattered into broken pieces. The French 

discovered that the bowl was not made of the precious material, emerald, but it 

was ordinary glass. There is a symbolic gesture in this artifact that figures well with 

the story of the mollusc and the montage on modern urbanism. Social temporal 

discourse or belonging in the world is bound up to concrete material form. In this 

instance, the hexagonal emerald is bound to the discoursive imagination of year 

0, as the highway is bound to tales of unproblematic progress and rational man, 

as Qwfwq who is bound to its temporary measurement of its spiral shell. These 

elements are asking what happens with discourse, with the belonging in the world, 

when the material breaks and becomes something else? When the spiral stops, 

how is history diffracted in new directions? But this information is not given in the 

film, just as the animation only lasts an instance, and one should not know the story 

of the grail to ‘read’ the film. Rather, the green animated bowl is but one more 

cutting together/apart of various changes and flows of the film, heritage elements, 

temporal horizons, that are present simultaneously in the landscape.  

                 

The preceding passage also serves to hold together Qwfwq’s desire to make 

a spiral, therefore create a place, a time and a belonging that is his entirely, to 

the humankind’s mode of belonging and writing history. Industry, technology, art, 

urban development, construction are in the film akin to the mollusc creation of the 

spiral shell. It is in this juxtaposition that the conversation between a prehistoric 

fossil engages with a fossil of the future. Just as Qwfwq, that claims to unlock the 

vertical dimension of time to humankind, the film likewise poses a gaze on what 

does humankind in its intercorporeal and entangled material state, in this instance 

in the Ligurian landscape, pass on to the future ‘other’? This convergence becomes 

more expressed in the following sequences. The mollusc’s narration contemplates 

further on its desire and effort to create its shell and thereby its time: “I began to 



Diffracting time, materiality, landscape and discourse. Animation of falling glass chalice, 
montange of steel industry archives (from Video Voyagers) and Roman Amphora covered 
with shells displayed in Archeological Museum of Liguria. Shell Time 2020. 
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fear losing myself in all this, splitting myselfs into as many myselves, as there were 

bits of the present that were dumped on me, layer by layer…. I Started to make 

some signs in this immeasurable continuum, by establishing a series of intervals, 

in other words, numbers.... I made it whirl like spirals, each on top of each other. 

So that if I wanted to count something I could count these spirals…. I wanted to 

construct an extremely long unbroken shell-time, to continue my spiral without 

ever stopping it (quote Calvino, Ibid 7:02)”. This sequence is composed of footage 

that passes through various everyday scenes at the coast. A playground at the 

sea where children drive in circles in toy vehicles. Workers equipment and gravel. 

Construction sites. Empty swimming pools at the edges of the sea. A private beach 

establishment with a solitary guest. The park area of Villa del Principe that once 

stretched up the hills, where you can still find an artificial grotto at the foundation 

of a high-rise apartment condominium. The camera is panning on the inside of the 

grotto to make visible an 1500 century ocean-themed mosaic made of pebbles, 

shells and corals. There is a hole in the roof and a large crack cutting through the 

mosaics, the narrative voice whispers again: “A grotto is torn from war and attempts 

of electric illumination” (8:24). Seaside landscapes and heritage sites are stringed 

into the mollusc’s story of creating its shell, as a speculative figuring of what makes 

place and belonging. The voice-of-god doesn’t not describe the grotto through 

its origin heritage history, but rather in its discontinuous state of decay, finitude, 

recomposition or becoming something else, thus pointing to the material workings 

of time, and how time as the sea is an eternal agency of differential change that 

cannot be escaped, even though that is Qwfwq’s ultimate desire. 

The film cuts to pan on a roman amphora covered with shells. The remains of a 

lost civilization are occupied and disoccupied again by molluscs. The 3d modelled 

Holy Grail falls from the sky into a seaside garden, the image turns into a night scene 

and fireflies start to appear. The voice over states “It is clear that the construction 

of time consisted in the very defeat of our attempts to construct it. Eternity has 

practised with one shell and another. Now it is your shell debris that stratifies 

earth… What you call place is layer after layer of shell-making connections. Matters 

assembling slowly and rapidly for a period to give shape and fill out a certain void”. 



77

The narrative is digressing from Calvino’s original short-story. The mollusc now 

brings forth a clear message to the future inheritance of humanity itself, that its 

history, materials, industries and desires are geologic intensities. They are read as 

a future fossilised stratification and as a remembrance to inevitable and entangled 

aquatic and earthly forces of becoming. 

The final scene of the film is initiated. A stroboscopic light flashes in the night 

on empty beach chairs and parasols. One sees a disco band, they sing “I’m just 

a soul whose intention is good, oh lord, don’t let me be misunderstood (10:27)”. 

The scene is loud and very long relative to the other shots of the film. The image 

gets blurred and sharp again, jellyfish moving in red, blue and green light. The 

band is still heard. A sea cow is dormant in the aquarium. An animation starts 

to appear. In a blue scene strings are slowly getting entangled into one another 

forming a sphere. The animation has an aquatic expression, but what does one 

see? Seaweed, plastics, animals or computer visuals? The narration whispers a 

trace to be found in the landscape: “On March 20, 1664, a group of travellers 

collected plants on the rocks and shore below the Lanterna (lighthouse). A filtered 

ball of seaweed is cast ashore, the lung of the sea, a precarity behind glass in the 

aquarium (14:04)”. The film references the plant collections made by naturalist 

John Ray in the present day industrial harbour: “Upon the shores we found cast up 

in great plenty of the ballæ marinæ Seaballs, which are little round lumps, (some 

of them as big as Tennis-balls) of lettuce amaffed together, which we supposed 

to be cast out of fishes stomachs (Ray, 1738).” I have unsuccessfully tried to find 

examples of this Neptunes Seagrass, Posidonia Oceanica along the shores, but only 

found examples in the aquarium marked as an endangered species and through 

readings of marine biologists’ research. The seagrass has been slowly vanishing 

since 1850, and replaced by different species, a trend that has been consistent with 

the increased “artificialization” of the Ligurian coast (Burgos et. al. 2017). Pointing 

towards the entanglement of coast and sea, how species are intercorporeality 

connected in a web of relations. But what exactly is an artificialization composed 

of? What range of human activities, materials, movement, constructions, desires 

are intimately entangled to the lives of seagrasses? What is their common 

inheritance and remembrance? Marine Biologist Nike Bianchi suggests that the 
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present day Mediterranean Sea, in its increasingly warm water biota, “represents 

a sort of hinge zone in space and time between a marine biota dominated by 

bio constructors and one (nearly) deprived of them (Bianchi 2007)“. Likewise, the 

film performs a differentiation of the landscape as time space hinge zones that 

are always becoming something else. But rather than trying to map or contain 

the landscape it performs entanglements between different beings, times and 

materialities. It thus has a poetic intensity that runs through the film combined 

by temporal criss-crossing and entangled states of naturecultures. The point of 

departure is the literary heritage of Calvino's cosmicomics. The becoming of a 

prehistoric mollusc. But rather than reconstructing this story in its original state, 

the film diffracts the story into a diverse encounter with the Ligurian landscapes. It 

speculates on how time, finitude and becoming can be imagined in the diffracted 

entanglements of different intercorporealities of bodies, materials and times: 

swimmers at sea, seagrass disappearance, carbon workers, fire-flies, holy relics, 

artificial grottos, prehistoric molluscs, roman amphoras, steel manufacturing, 

paleolithic shell ornaments, modern urbanism and mobility. Memory is performed 

through this myriad of entanglement, but is cut-together/apart as an discontinuous 

indeterminate becoming something other. History, place and landscape is given 

significance according to the species that perceive it, but time itself cannot be 

contained.  Time and memory in the film are complexly intermingling with the 

ongoing differentiation of aquatic and earthly forces to come. Whereas the film 

stops at plant collections on the rocks of St. Benigno in the present day industrial 

harbour of Genova, this is also a trace into the second part of the Shell Time 

installation, a series of tapestries that works on these collections and the ongoing 

reconfigurations of that particular landscape.                       



79

Botanical Relics

Plants, Textiles and Technologies in Landscapes of Ruination

After having seen the film the visitor passes into the larger exhibition space in Sala 

Dogana. The space in the underground levels of Palazzo Ducale is without natural 

light and has four large stone pillars in the center of the space. In between the 

pillars hangs three woolen tapestries, made visible by dim spot lights. On the floor 

lies a blue neon strip that bends through the pillars, creating a blue atmosphere 

around pillars and tapestries, while the background of the space remains dark. 

The blue neonstrip and cave-like quality created by the stone pillars repeats some 

of the visual themes in the film, the colour blue, artificial grottos, construction, 

submersion. The tapestries hang centralised in the space when entering from 

the film-screening. They close off parts of the exhibition place, and challenge the 

very quadratic space that is visually dominated by the stone pillars. The tapestries 

establish a new space in the space by creating a panoramic wide perspective, and 

establish a new spatial relation between pillars, lights and tapestries. 

The tapestry installation begins where the film ended, at the naturalist John Ray’s 

plant collections from 1664 on the rocks and shore around the genoese lighthouse, 

la Lanterna, a central cultural landmark for the genoese relation to the sea, 

history of navigation and urban texture. Today the area makes the large industrial 

harbour, business and office districts, and thus bears all the traces of the modern 

development characterised by industrial labour and manufacturing, shipping, 

transports, standardisation, productivity and technology. When walking in this 
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area nothing seems human in scale. The thermoelectric coal power plant that was 

dismissed in 2017 towers adjacent to the few remains of the rock formation of the hill 

of St. Benigno, where John Ray picked his plants. As such, the site tells a story that 

combines natural heritages and industrial heritages in an ongoing disappearance 

and reconfiguration of landscapes. The tapestries step into this convergence, 

each of them having similar visual composition. Working on the specific plants and 

the different landscape changes in the modern era, that have reconfigured the 

plants’ habitat, the rock formation and the shore, into technological, industrial and 

modern urban landscapes. A coloured shape of a plant is depicted in the center 

of each tapestry. The plant depictions have been 3d modelled with the use of the 

3d software Blender and thereafter weaved into the 3 dimensional surface of the 

tapestries.  But they don't claim to be exact reproductions or natural depictions, 

instead they maintain the aesthetic proposition given by the 3d tool, a merging of 

the immersive promises of 3d, the flat but textually varied surface of textiles, and 

uncertain contours of each plant's aesthetic aspects. With the use of 3d aesthetics 

the tapestries play out different stories. The story of plants around the lighthouse, 

and the modern technological reconfigurion of that landscape. But also a story 

of the interconnection between the technology of computing and weaving (see 

for example Plant 1995) In this sense, the aesthetics echo the last image of the 

film, the 3d animated seagrass. In the top of each tapestry is woven a series of 

archival images of landscapes that blend through one another in coloured frames. 

The archive images each tell a story of the reconfigurations of the landscapes 

of the hill of St. Benigno. In the bottom, phrases poetically and speculatively 

express the plants as territorial beings. Describing their way of reproducing and 

moving in the landscape, their colour and texture, the relations to sun, wind and 

sea. On the background of the plants all sorts of topographic patterns appear, 

a small sketch reproduced from 1800 century drawings, wave patterns, people 

dancing, angles, lines, dots and punctuations. The backgrounds have the aesthetic 

functionality of setting the plant depictions at the center of the stage, but likewise 

in their unrecognizable patterns provide an alternative topographic memory of 

the world, beyond the plant and the landscape archive images that are traceable 

remembrances.    

 



The creation of the tapestries is unfolded between the tedious 
task of 3d modelling plant archive illustrations, archival research 
on landscape depictions and onsite research. Top: Process 
image from modelling in Blender. Below: A view from the 
lighthouse on the heritage site of the thermoelectric coal power 
plant. 
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John Rays’ grand tour published in Travels Through the Low-countries, Germany, 

Italy and France; with Curious Observations Natural, Topographical, Moral 

Physiological (1738) is as much a tour to gather specimens throughout Europe 

for his naturalist collection as it is a travelling account of all sort of observations. 

Often articulating significant admiration of the wonders of human innovation and 

engineering capabilities. When collecting plants around the rocks and shore of 

the lighthouse, after three day horseback ride from Turin, John Ray was equally 

attentive to the landscape reconfigurations as the collection of plant specimens: 

“The famous new mole, which now makes this a secure harbour, is said to have 

cost as much as the new wall: for a work of that nature I believe it is not to be 

paralleled in the whole world (Ibid:216)”. As such, these travel accounts are both 

putting into discourse a heritage of human altered landscapes and a heritage of 

the plants that depend on these same sites as their habitat. In recent research it has 

been argued that paying attention to the “overlooked” value of the plants and the 

disappearance of the landscape of the St. Benigno hill and rock formations, can be 

a possibility of ascribing new value and meaning to the industrial landscape and the 

traces of its past landscapes lost over centuries (Bruzzone et. al. 2018) contributing 

to the wider attention between vegetal history, place, site and heritage (see for 

example Head 2014). The research performed on site is reproducing John Ray’s 

surveys of collecting plant specimens to establish whether any species identified 

in 1664 still grow at the site.  Whereas this method can give an image of what 

has disappeared, specific species, quantity of plants etc., it can also tend to turn 

these same plants into survey data, holding back notions of what is lost, in terms 

of plant’s lively practices of becoming, or existential relations to the landscape 

habitat and other species.   

The tapestries as a research-creational event steps into this convergences 

between place, memory and plants in ode to a repeated history of research through 

surveying and collecting. But the project places the cut differently. Instead of 

establishing a genealogy of the evidential growth of the plants in the past and the 

present, the tapestries perform the place anew in an immersive media form through 

a speculative entanglement of the plant’s territorial becoming and the various 

memories of a landscape being reconfigured. Thus it is not the quantification, the 
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survey or the datafication of the plants’ existence, but the plants’ practices and 

heritage of becoming, being and reproduction that is at loss in the technological 

industrial altered landscape. One of the tapestries depict the plant species Jacobea 

Maritima, a bush-like herb with yellow flowers that can still often be found growing 

wild at the coast; in between the cracks in the many stonewalls, in the rocks, but 

also in municipal flower beds for its decorative qualities and local significance. The 

plant stands out on the dark-blue background as a pink contour. Woven into textile 

textures it still has an appearance of being three dimensional. On the tapestry its 

latin categorisation is not given, instead a small poem states: “My hairy woolen 

greenish silver leaves love the sun”. Poetically emerging the expressive quality 

of the plant, the characteristics of the leaves and its ability to live in the dry earth 

in between the rocks in an intercorporeal living with the energy of the sun. In 

the top of this tapestry one can see fragments from a 1900 century painting by 

Luigi Garibbo of the st. Benigno hills around the lighthouse. Archival photographs 

of the 1929 cut of the rock formation, where parts of the hill were demolished 

to make space for new mobility connections of the present day via Francia. As 

such, a larger story of the continuous reconfiguration of the landscape appears 

but they are juxtaposed with the transgenerational becoming into being of the 

specific plant, challenging the point of view of how we see the development, not 

as an entirely human, technological and industrial progress but differentiation that 

works across different bodies such as plants in the lost hills, or seagrass living and 

dying in an intimate knot with the lives and movements ashore. The film and the 

tapestries work together by offering differential poetic perspective on common 

themes such as more-than-human memory, place as layering of multiple memory 

traces, finitude and ongoing becoming.          
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Sea, Moon, Traveller

The last experiment to work on the Ligurian seaside consists of the film-work 

Sea, Moon, Traveller (2021, 12 min) that was presented for the conference and 

festival Ischia and Naples International Festival of Philosophy 2021 with the theme 

Universes - can there be harmony in differences? As a continuation of the research-

creations conducted through the making of tapestries and the film at the Shell 

Time exhibition, this project likewise engages the local coastal landscapes through 

different temporal bodies, that diffract through the cosmic deep time mattering of 

the sea and entanglements of differential bodies in their becoming on the coast. 

Moon, Sea, Traveller is an experimental film that combines various elements 

borrowed from the traditions of essay-film. The main visual components move 

through archival footage depicting various travel and leisure time sceneries at the 

Ligurian seaside from Archivio Nazional del Film di Famiglia (The National Archive 

of Family Film), and film sequences that fictively create coastal landscapes made 

with the use of game-engine software and 3d animation softwares. The grainy 

poetic qualities of the archival films, their warm saturated colors blend into and 

cut together aesthetics of game engine tools. A visual voyage where different 

modes of seeing and visually capturing landscapes blend with aesthetics pointing 

in different temporal directions; past, present and future are contained together 

through these visual foldings. 

Just as Shell Time, Moon, Sea, Traveller applies a weighty use of a voice-of-god 

that provides a narrative structure both confirming, challenging or reinforcing the 

visual counterpart. Also in this film it is a female narrator, this time created by 
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editing and recomposing a text-to-speech computer software. The voice changes 

between American English and British English accents. The use of a text-to-speech 

software, to make the narration, is an aesthetic choice that reinforces the heavy 

use and aesthetics of 3d software and game-engine software as a moving-image 

tool. The generic and computerised tones are at the same time softly rhythmically 

spoken and thus an expressive quality in between machine and human. 

Movement, desire and entanglements of bodies and materialities are repeated 

themes in the overlapping narratives that unfold through three different points of 

view and different temporal horizons: the cosmic birth of the sea and the moon 

and their ongoing entangled mattering, the tourist’s desirefull gaze on the coast 

and its pleasurable landscape, and at last, the nocturnal moth’s navigational deep 

time intercorporeality with the moon, disrupted by artificial lightning. Movement 

is a speculative figuring of these diverse cuts in the world, the cosmic movements 

of matter, the human attraction to waters and places of seaside leisure, the 

moth’s movement with the moon and its deathly dance with artificial light. These 

perspectives arrive from different readings and narrative adaptations. Rachels 

Carson’s The Sea Around Us (1951) provides a gaze into cosmic ancestrality, the 

birth of the sea, the moon, and life on earth. This story draws forward the sea as a 

site to encounter deep beginnings, the ongoing differentiation of life as pointed out 

in early chapters. In Carson’s vivid language the film turns to the entangled birth of 

moon and sea through the tale of the later confuted fission theory. The hypothesis 

that the early rapidly spinning earth expelled massive waves of molten matter into 

space, later to become the Moon, leaving behind a scar in the earth to become 

the ocean basins. The film then turns to how landscapes have been perceived by 

the tourists through the writing of the victorian traveller Alice Comyns Carr about 

her observations on Ligurian coastal landscape, people and traditions in Liguria in 

North Italian Folk: Sketches from Town and Country Life (1878). The film cuts across 

her descriptions of the picturesqueness of the Riviera, poetic but romanticised 

description of the beauty of the landscape, its pleasures, odours, plants, trees, 

activities and cultural representations. As pointed out elsewhere, travel writing 

provides gainful insights to landscapes’ historical ecologies as description and 

cultural representation on how landscapes are perceived (Balzaretti 2011). Comyns 
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Carr’s landscape portrayal of the Riviera, despite its poetic romanticized language, 

seems almost generic, and stands as a prevailing discourse about the coast. Present 

day mass tourism functions through similar aestheticization of heritage landscapes, 

that are perceived mainly through their exceptional scenic qualities, even though 

the effects of unsustainable mass tourism puts these landscapes into crisis: “lost in 

an inappropriately touristic understanding of what these landscapes are, what they 

are for and how they might be sustained in the future” (Balzaretti 2011:439). The 

film speculates on this encounter between the unproblematic desireful gaze on 

the landscape and how this perception is entangled to the movements of tourism 

across generations. At last, Sea, Moon, Traveller draws from scientific sources 

on the nocturnal moth’s relation to the moon, introducing a third narrative on 

the intercorporeality of electric bulbs, movement, moon and moth. Transverse 

orientation is the bodily navigation in which moths and other insects fly in straight 

lines by keeping a constant relative angle to distant light sources, such as the moon. 

On the increasingly artificial lightened earth, the bodies of bulbs are intervening 

in the distanced bodies of celestial light. For the nocturnal moths the vicinity of 

artificial lights changes the angular relationship between light sources and the lines 

of flight, causing a spiral spinning flight that keeps drawing the moth’s orientation 

towards the light (See Frank 2006). Moth populations are known to be undergoing 

substantial declines in population throughout European countries, which might 

also affect larger ecosystem functions as artificial lighting disrupts moths’ nocturnal 

pollination of flowers (MacGregor et al. 2015). Drawing from these science studies 

and stories, the last part of the film’s narrative turns into a fable science fiction, in 

which a nocturnal moth wonders on its deeply embodied relationship to the moon 

and on the disorientation it experiences in the technological and human altered 

landscapes. Sea, Moon, Traveller diffracts through these three very different modes 

of perceiving and portraying the coast, they are speculatively entangled as timely 

and corporeal becoming that simultaneously exist and intra-act in the landscape. In 

the beginning of the earth molten matter is a liquid gestation of the moon, the sea 

and life itself. The 1800 century seaside picturesqueness is a gestation for human 

desire and movement, that again gestates various material reconfigurations in the 

landscape. The moon light is a gestation for moth’s orientation and pollinating 

affairs, which, diffracted by artificial light waves, become a deathly differential 
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change of disorientation, uncertainty and estrangement of the familiar.  

The film begins with a black screen and a murky vibrating tone. The voice-of-god 

commences a story about how the earth got its moon and sea: “Where am I. In 

the deep shadows of movement and new beginning. Who am I? Things change, 

you know. (Andersen, 2021:0.20)“ Sounds of water drops that echo and electricity 

buzzing to emulate matters, energies and movement. The first image appears. The 

camera is panning over green folds or waves of computerised fabric of what is not 

immediately recognisable as bed linen in a green iron bed.

 

The narration continues: “Rocks were there. The sun, the stars and the moon 

were there. They witnessed and played their role in the fact that earth got its 

live-giving seas. Young earth had tides and waves long before there was a sea. 

The rapidly spinning earth and the pull of the sun, made molten matters rise in 

tides rolling about the globe (1:35)”. The bed start to become recognisable as 

such, the camera pan’s over two magazines composed by archival images from 

tourist brochures and posters of Liguria; a 1900 century brochure in German 

advocating the health benefits from the warm weather and the sea at a stay at 

hotel mediterranee in Pegli, a poster of a sun bather in Rapallo, Riviera di Levante. 

The sound is intensifying with louder drops of water and ambience. The origin 

story continues: “A gathering of speed and momentum, each tide growing higher, 

unimaginable high. The fluid earth began taking the shape of a bulb. The great 

wave, torn off, and hurled into space to become a satellite. Spinning in its own orbit 

ever more distant from the earth. The moon is born. A deep scar makes the waiting 

ocean basins.(2:39)”. The camera pans out  of the bed. Slowly a simply furnished 

3d hotel- or bedroom appears. A marble bed table, a wooden chest of drawers, a 

fan, additional Ligurian archival tourist images are depicted in magazines, a table, 

a chair, an air conditioner and a standing mirror. The camera is panning in a curly 

line of flight throughout the room, slowly revealing and focusing on each element. 

The ambient noise continues in murmur, rain can be heard, the noise of a fan and 

the engine of an air conditioner is silently humming in the background of the voice. 

The camera flies over the table, postcards and images are scattered on the table, 

some are suspended in the air, or just about to tip off the table, as if time has 



Quotidian objects, archives suspended in air and glimpses of San Fruttuoso. 3d Visuals in Sea, Moon, Traveller, 2021. 
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been freezed in a moment where a wind gust is tossing the images around the air. 

Various postcards and images of the Ligurian Riviera can be glimpsed, courseways 

along the sea, palms, villas, baths, aerial images of modern urbanisation, figures 

sitting at a harbour front, two swimmers in the sea, the diana temple in the garden 

of Villa Pallavicini, an airplane on the runway. A coming together of traces of pasts 

and presents. The sound intensifies further, heavy rain, an electric screeching 

sound of an internet modem, a train passing by, bits and pieces of pop songs, 

a ferry horn and a splash of something or someone plunged into the sea. The 

narration concludes the origin story: “Then came clouds and darkness. Coolness 

and then the rain. Never has there been rain like that. Days passing to months, 

into years, into centuries. Bit by bit sieving into the deep basins together with 

mineral and rock fragments. Then life. This theory of mine is easily dismissed. But 

I feel indebted to the moon for everything I have on earth. Indebted for what is 

not here, for everything that is (3:47)”. The camera pans out the balcony and into 

a 3d mapped reconstruction of a 1891 painting by Gustav Schönleder of the San 

Fruttuoso Abbey. All these elements in the first scene in the film, the juxtaposition 

of a seaside room with balcony traced with travel heritages and materialities, the 

origin story of matters and movement, the audiovisual combination of technology, 

travels, electricity, water, culture and nature make a intensification of different 

time spans that continuously differentiate. The time spans of humanity are humbly 

situated in the larger mattering of the forces on earth. Yet the film’s focus on 

technological vision, the banal materialities present in the room, the humming 

of instruments all suggest that human activity is differentiating at a similar scale 

as earthly forces. The coming together of a myriad of entangled materiality that 

impel towards the future in the uncertain “shadows of new beginnings”. More 

simply the scene states that visiting the sea is inevitably an encounter with the 

ongoing ancestral gestation of different lifes and matters in their ongoing multiple 

reconfigurations.

The camera continues to fly through the 3d mapping of Scönleders painting, 

sounds of waves appear, and the film cuts into a montage of black and white 

archival film. Waves’ battering against rocks at the Ligurian shore. A cactus plant 

next to a wind fan in front of the sea. A new soundscape appears, a piece of swing 
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jazz music from an 1930’s celebratory archival film on the Sanremo flower festival 

has been slowed down and cut up into a slow refrain repeating itself over and 

over, giving the ambience an untimely, repetitious, nostalgic, overtly romantic and 

perhaps slightly humoristic tone. The soundscape marks a substantial temporal 

and expressive change in the film, from the 3d aesthetics into archival film, which 

is repeated in a change of narration and narrative voice. An English accent text-to-

reader voice supplements the visual alteration, reading an adapted text inspired 

from Comyns Carr’s travels at the Ligurian Riviera: “Travellers are passing through. 

Leaving town to take one one of those roads upward. Resting below chestnuts, 

where the sun rays are less powerful. A sense of freshness creeps around. The 

vigour in the flowers that grow. Dazing off in the perfumed air of the pines. And 

the most barren edge of land is made beautiful and softened by these trees. 

And the loveliness in the garden with the foreign palms that grow there. The 

palaces, lemon orchards and orange groves. There are pleasure boats near the 

fishing sheds. Vehicles plunge into a tunnel and sketch the highway. The sky is 

pale, pregnant with colour. The sea and the sky meet in one. Lazy days pass like 

this. Luxuriant vegetation, the waveless dreamy sea… (6:52)”. The narration here 

follows the vocabulary of Comyns Carr, but the sentence “vehicles plunge into the 

highway” which has been added as a comment directly on the moving images. 

The narrative continues in this way with repeated descriptions of the pleasures 

in the landscape, and the dense poetics of Comyns Carr with animated, proper, 

but generic language. During this sequence the film moves through a montage 

of a 1940 16mm short film Riviera di Levante from Archivio Nazionale del Film 

di Famiglia. The film is a chronological portrayal of a day trip from Genoa to the 

Abbey of San Fruttuoso made by two young high-society couples. They travel 

to Santa Margherita Ligure in a cabriolet, from where they reach the abbey in a 

sailing boat, where they swim and eat lunch. The film highlights cultural heritage 

sites as Portofino, Santa Margherita Ligure, Abbazia di San Fruttuoso that was also 

described by Comyns Carr, and still are “must sees” of today's tourist itineraries. 

The montage of the color saturated film breaks apart the original chronology in 

glimpses and disconnected frames. Flowers, pines, a man’s torso and a hand that 

play with water, the wheels of the cabriolet, the cabriolet passing a group cattle, a 

man caressing a woman’s thigh, a woman “dazing” off in the shadows at Abbey of 



Cactuses, play with the water and Moonfish on a hook. Cuts and montages. Sea, Moon, Traveller, 2021. Archival film 
from L’Archivio Nazionale del Film di Famiglia.   
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San Fruttuoso, the sky and the sea, a instruction book on private law is submerged 

in water, leisure boats. Together the soundscape of the swing refrain, Comyns 

Carr’s thick poetic travel landscapes, and the pleasurable trip at the coast, repeat 

the picturesque, lovely and pleasurable human perception of the leisure seaside 

in continuation. The sequence lingers on desire and pleasure as an integral part 

of travelling and its materialities. The repetition of these elements point at the 

perception of landscapes and materialities as unproblematic flows of pleasure, 

but at the same time the flows are conspicuously generic, gendered, standard or 

simplified to be perceived as such. Obvious discontinuity appears when the film 

cuts from a lunch table into a sequence of butchered moon fish and mackerels 

flapping in a fishing boat. The music breaks and narration continues its flow of 

travel description of the evening and nightfall atop images of the fishes’ death 

fights: “The flittering of fire-flies. The ancestral hush of the waves on the shelving 

shore… The terraces of hotels and palaces are peopled with gracefully looking 

ladies who smoke cigarettes and flirt (8:10)”. The gendered observation of the 

evening activities is followed by a new montage of bathers, beach chairs, beaches, 

plants, blending into a nocturnal moth pollinating a flower, a frame showing the 

embryonic development of a moth, footage of the moon. The binary gendering 

of the seaside desire is diffracted into water’s gestation of non-binary more-than-

human life. The film cuts into a new 3d landscape repeating the scenery of a 

seaside bath, one can observe palms, beach chairs, sand, rocks and a gate with a 

glowing neon sign, “Bagni Desideri (Baths Desires)”, while the narrative point of 

view changes to a comical anthropomorphism of the moth’s sensory navigation 

with the moon in its nocturnal pollinating activities: “I’m a nocturnal moth. There 

are simple nights where I fly in straight lines. Being quite a genius always organising 

my movement from a point A to a point B. The moon is my guideline. The flowers 

are my plotline. I make these perfectly executed flights, mapping out an accurate 

set of occurrences. Like connecting dots in a graph, from white Henbane, to 

Canary Clover, from Storksbill to Silver Ragwort. That sweet taste, getting my nose 

all messed up (9:40)”. The camera movement is a wiggling flyover throughout the 

3D beach landscape passing into a swimming pool inhabited by seaweed. Various 

archival images are submersed in the remaining water of the pool, referencing the 

aesthetics of the first scene of the film. Furthermore, antique televisions depict 
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archival footage of the coast. As the camera moves by one sees the virgin launch 

of a mastodont cargo ship, bits of a 1960s bikini commercial, a lantern switched on 

and the glittering view of Genova’s harbour at night. These images are contradicted 

by the moth’s narration of its disorienting encounter with artificial lighting: “The 

earth is full of celestial bodies and cosmic becomings. Electric bulbs hang like full 

moons on wire stringes. Container and cruise ships appear on the horizon as fallen 

stars. Roundabouts, ferris wheels and game arcade machines explode in all sorts 

of beautiful colors. What great fun to navigate in this pleasant chaos. Bulbs and 

tubes become my nautical sextant, my kamal, my mariners astrolabe. My causeway 

becomes that of a spiral. Soon in a dizzying spin I’m drawn towards the light. In a 

wild dance. In this spinning flight. I know death awaits (11.54)”. As such the film 

ends with a shot of a nocturnal moth in its deadly dance with an electric bulb. Bagni 

Desideri is a science fictional place that merges the promises of three dimensional 

new media immersion with an anthropomorphized nocturnal moth, who in turn 

estranges the notion of human pleasure, desire, point-to-point travelling and 

marine vocabulary into a chaotic pleasurable movement of discontinuity, death 

and more-than-human remembrance.     

Sea, Moon, Traveller cuts together/apart through vast narrative differences, it blurs 

the boundaries of heritage landscape by offering disparate different perspectives. 

This combination offers a poetic figuring of the possible entangled interconnections 

by speculating on how material discursive elements in the landscape is always in 

relation to an Other. As such, the film holds a poetic gesture to trouble and diffract 

the aestheticization of the landscape traced in the heritage of seaside tourism. 

It performs entanglement of discourses, materialities and more-than-human 

temporal inheritance through uncertainties and discontinuities. But also in the 

film’s aesthetics, differential visualisations of the coast weaves through each other, 

bringing forward intercorporeal understanding of entanglement. At one side the 

film can be experienced as a homage to diverse heritage sites in Liguria, and to the 

pleasure of being at the sea, but at the same time it estranges these same elements 

by offering differential views. The sea as an ancestral mattering. The disorienting 

science fictional perspective, in which the banal object of a bulb transcorporeally 

diffracts into the deathly dance of moths. In holding these things together, different 



Bagni Desideri / Baths Desires, a fictive heritage site mixing archives with moving images made with game engine 
software. Sea, Moon, Traveller, 2021. 
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traces of the landscape passing through one another as fragmented memories, 

the film lingers between the recognisable banal landscapes; the repeating images 

of heritage sites such as Abbey di San Fruttuoso, the pleasurable seaside day 

trip, a rendering of a holiday room, and the indeterminate other; the ancestral 

ongoing uncertain spacetimemattering of the sea, the deathly estrangement 

of the landscape by a antrophromorphosized moth. By figuring between the 

determinate and indeterminate the film occupies archival and heritage sites as 

more-than-human milieus of converging perspectives, memories and times. Sea, 

Moon, Traveller can be seen as a diffraction apparatus, that diffractively reads 

the sea through disparate perspectives, that visually diffracts through uncertain 

modes of capturing landscapes   and performatively differentiates remembrance 

in entangled stories of materiality, matter, discourse and becoming. Instead of 

offering contained heritage stories of solely human belonging, Sea, Moon, Traveller 

speculates on how different bodies; cosmic, human, water, animal, technology 

are always in an intermingled process of living and dying. Putting forward the 

notion that landscapes are always perceived differently, depending on what cut 

one makes, or who's perspective one occupies.    
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Conclusion

Setting off a creative course to enact archives, heritage sites and coastal 

landscapes of the Ligurian seaside through immersive new media experiences, this 

thesis turns to the practical endeavor of figuring memories of the world through 

storying, imagining and sounding places. I have argued that cultural heritage cannot 

be seen as a static neutral belonging, and likewise, the audiovisual capture of 

heritage landscapes is neither an uncommitted representation and reconstruction 

that allows us to travel back in time. Such practices are partaking in the ongoing 

and neverending time-space differentiation of the world, that we, in the present 

and in longing for different terms, call the Anthroprocene. An era that splinters 

temporal situatedness, aligning human activities or agencies of our everyday 

banal objects in intimate entanglement with deep time geologic intensities and 

fragile more-than-human vibrant living practices. Thinking and doing heritage 

practice happens inside the event of the Anthropocene. Enacting memories of 

the world, in the collapse of the nature culture divide, is seen as figuring through 

the troubles that bind us together. Decentering the human and dissolving the idea 

of a homogenous we, The Pathways of the Sea embarks an inheritance vessel of 

poetic speculative futuring, of letting us become otherwise with the entangled 

multiplicities of agencies in the more-than-human time-space horizons.  

I have situated the project within various modes of thinking with the sea and 

water as a site of more-than-human agencies that inform the thesis’ experimental 

creative productions. Reading through diverse sources, I sketched an encounter 

with the sea of deep beginnings. The culmination of multiple time spans stretching 

from the deep time ancestrality of the aquatic world into the present and future 
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uncertain turns that alternate multispecies’ bodies and possibilities of becoming. 

Deep beginnings are the ongoing matter-energy differentiation of life. In the deep 

beginnings, fossils of deep time mineralization, bones and shells, hold multiple 

conversations on extinctions and new ecosystems, on deep sea mining and 

speedy temporalities, pollutants and eggshells thinning. The sea is, in the present 

state, both a carrier of the deep time mattering of life itself and a precarious 

zone of losing species’ practices in their becoming. I argue that the sea holds 

these convergences and, as such, composes a site of temporal criss-crossing and 

multispecies’ entanglement. Water carries and permeates bodies, water makes 

life. A creative agency sustaining our own bodies and a flow connecting us to 

other bodies. Through water we are always entangled in relation to someone and 

somewhere else, entangled in becoming otherwise. As such, water is dissolving 

ideas of separate entities and autonomous boundary bodies. Reading Astrida 

Neimanis and Stacy Alaimo entails watery thinking as a becoming milieu and 

of making fertile differences. Thinking with water calls for heritage practices of 

gestating more-than-human remembrance. Webs of relations that let differential 

bodies flourish as well as discontinuous flows that hold toxic messages. Water 

is a transcorporeal becoming, of enacting and composing the murky bodily 

relations and discontinuities of life across time, generations and bodies. Through 

Karen Barad’s writings on diffraction waves, I have attuned watery differences, 

entanglement and discontinuity to media apparatuses and performativity. With 

diffraction waves, I can think of diffraction apparatuses that intra-actively partake 

in the performativity of the world in its superpositions of belonging, times and 

places. Diffraction provides a concept of gathering material and reading through 

differences within the same concept. Diffraction is also an apt matter word image 

of the visual technological sensuous task of performing, differentiating and 

entangling coastal heritage landscapes. To gestate heritage, not as a restoration 

or linear representation of the past, but as an active partaking in the ongoing 

changes in the world. That is, making performative cuts in the entangled states of 

naturecultures, cutting-together/apart, holding the disparate together, diffracting 

multiple differential perspectives and patterns of difference written into the fabric 

of the world. 
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With these perspectives, I advance the idea that the creative practical task of 

diffracting heritage landscapes can be perceived as curiosity based research-

creation that problematizes concepts through indeterminate experimentation. 

Drawing from the tradition of essay-film, I assemble aesthetic strategies in the 

diffractive toolbox. A poetic entanglement of the multichannel expressive 

intensity, where sound, image, narration, montage and cuts each play their role 

and inform each other. Qualities of immersion that exploit contradictions and 

differences within the same phenomena, figuring through observation, subjective 

perspectives, fiction and fact, real and virtual, humor, irony and authority. As such, 

not adhering to seamless narration, truth, or mirrored representations, but to the 

indeterminate openness of fragments and movements. Time spaces images that 

unfold differential perceptions and perspectives of a phenomena. 

I have extended the anthropocene task of decentering the human, the watery 

ontologies of deep beginnings, corporeal entanglement and diffraction, and the 

aesthetic strategies of essay film, in the thesis’ artistic production of the works 

Shell Time, Botanical Relics and Sea, Moon, Traveller. Each of these works perform 

alternative poetic cartographies of the Ligurian coast in the encounter between 

heritage, archive, landscape and media technology, and of a wider inheritance 

of more-than human temporal and multispecies’ becoming. Each work poses a 

speculative poetic entanglement of time(s), being and materialities. They follow 

similar expressive languages but compose different worlds bringing forth different 

questions to notions of belonging, memory, heritage, landscape and reality. In that 

sense these practical experiments are diffraction apparatuses participating in the 

ongoing wordling of what is and what is yet to come.  The works do this by assembling 

and gathering different materials; archives, texts, science stories, sounds, literature 

and new media visuals. Disparate elements that are cut/together-apart to point 

at the various different performativities in the landscape. The Ligurian coast is 

comically estranged by occupying poetic fictive narratives, that speculatively pose 

alternative remberences. How is the world perceived if a prehistoric mollusc could 

speak? What does a nocturnal moth say about sea, desire, movement, moon and 

electrical bulbs? How do plants territorialize a rocky hill and at the same time tell 

of a landscape long lost? The comical performativity offers an affirmative non-
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dystopian story of time and trouble. The poetic offers entanglements of beings, 

places and time(s) that can both be sound and muddled. A poetic that doesn’t 

abandon the actual, situated and concrete landscapes, but allows incomplete world 

images to figure through multiple overlapping perspectives, to let well-known 

and celebrated heritage landscapes become places of poetics and struggles. The 

contribution of these practical experiments to the discussion of imagining heritage 

practice in the anthropocene, is thus to diffract landscape through multiple stories 

of time(s) and multispecies becoming. Media universes where memories are not 

solemnly a human affair, but are unfolded through diverse human and more-than-

human practices and material enfoldings in the landscape. Stories that blur who 

we are and what is our common heritage to remember that we are always multiple 

differences in the ongoing event of becoming otherwise.    
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