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 Abstract  
 
This artistic research investigates experimental and eco-analogue 
filmmaking as a collaborative practice between human and non-
human entities. By engaging with analogue film, biomaterials, 
and living systems, the work explores cinema as a site for 
ecological encounter, care, and co-authorship, challenging 
traditional notions of representation and narrative control. 
 
Rooted in Practice-as-Research methodologies, the practice draws 
from experimental cinema, ethology, posthuman theory, and 
ecological frameworks. It involves working with microorganisms. 
These living entities actively participate in image creation, 
influencing cinematic form through growth, decay, movement, 
and temporal development. 
 
Instead of scripting fiction in advance, experimental conditions 
are created where images emerge through material behaviour 
and interspecies interaction. This approach redefines authorship, 
narrative, and sustainability in analogue filmmaking, viewing 
cinema as a living system that evolves through care and 
responsiveness. It also examines the fragility and ephemerality 
of bio-based images, raising questions about preservation, 
archives, and the politics surrounding material longevity. 

Practice-as-Research Statement 
Conference paper  
My practice engages with Experimental Fiction Filmmaking through analogue, 
process-based methods that treat fiction as an emergent, collaborative 
process rather than a scripted narrative. Working with living and non-living 
materials, I explore how cinematic fiction can arise from interspecies 
encounters, material agency, and temporal uncertainty. By redistributing 
authorship beyond the human filmmaker and privileging care, attention, and 
experimentation, my research expands the grammar of fiction filmmaking 
and aligns EFF with ecological, ethical, and posthuman modes of cinematic 
production. 
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Non/Living: Analogue/Experimental Filmmaking with Living Organisms 
 
This Practice-as-Research project focuses on Non/Living, an experimental film that examines cinematic storytelling through interactions with 
living and later semi-living materials; Saccharomyces cerevisiae. The film investigates the blurred boundary between the living and the non-
living by involving microorganisms, organic matter, and analogue film processes as active participants in the creation of fiction. Instead of 
using a scripted narrative, character development, or realistic representation, Non/Living presents fiction as an emergent process, one that 
develops through material behaviour, time, and interspecies interactions. Located within the field of Experimental Fiction Filmmaking (EFF), 
Non/Living views fiction not as a fixed story structure but as a speculative mode of world-making (Tammi, Hohti, and Saari 2024, 1415). The 
film explores how fiction might emerge when authorship is shared among human and non-human actors, and when cinematic form is driven by 
growth, decay, and transformation rather than straightforward causality. 
 
Conceptual Context 
 
Non/Living stems from a tradition of experimental and art cinema that questions traditional boundaries between fiction and non-fiction, as 
well as between representation and material presence within the structural film tradition (Sitney 2002, 403-404). While experimental films 
have historically challenged narrative through abstraction, montage, and sensory overload, this project extends these challenges into 
ecological and posthuman realms by moving beyond fixed identities. In doing so, art adopts an inhuman nature, linking us to animal, plant, 
and planetary forces. Additionally, art possesses a cosmic resonance, making it posthuman in structure, as it pushes us to the boundaries of 
what our embodied selves can experience or withstand (Braidotti 2013, 2). It aims not to negate fiction but to reimagine it, exploring what 
fiction transforms into when the cinematic image is no longer entirely controlled by the human filmmaker. 
 
The project is rooted in philosophical ideas that see life as relational, dynamic, and shared. Emanuele Coccia's idea of life as a continuous 
space of coexistence (Coccia 2019, 83-84) influences the film's approach, making the cinematic frame a site for atmospheric and biological 
exchange rather than mere representation. Likewise, posthuman and more-than-human theories, such as Maria Puig de la Bellacasa's work on 
care (Puig de la Bellacasa 2017) and Donna Haraway's concept of sympoiesis (Haraway 2016, 58), underpin an ethical approach to filmmaking 
based on attentiveness, responsibility, and co-becoming. 
 
Ethology is central to the conceptual basis of Non/Living. Instead of portraying living beings as subjects to be depicted, the film adopts an 
ethological perspective that emphasises behaviour, relationships, and responsiveness (Uexküll 2010, 244). This shifts the filmmaker’s role 
from narrator or director to observer, facilitator, and caretaker, aligning with performative research (Haseman 2006, 98–106) and with 
experimental fiction’s focus on alternative forms of collaboration and production.  
 
Saccharomyces cerevisiae 
 
Baker's yeast, Saccharomyces cerevisiae, is a single-celled fungal microorganism distinguished by fission or budding as its asexual 
reproductive process. Over the course of the twentieth century the number of acknowledged yeast species grew substantially, reaching over 
1,300 described species by the fifth edition of the standard taxonomic reference (Boekhout et al. 2022, 494). S. cerevisiae is a model organism 
in biological research precisely because of its simplicity and adaptability: rapid growth, ease of mutant isolation, a well-defined genetic 
system, and a highly adaptable DNA transformation system make it especially well-suited for experimental study (Sherman 2002, 3). It is not 
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harmful and requires minimal handling precautions, and as a commercially available product it is an inexpensive and accessible material. 
Yeasts are used across a wide range of fermentation processes; winemaking, brewing, baking, distilling, making them among the most 
culturally intimate of microorganisms, present in domestic and industrial life long before they entered any laboratory. Research has 
demonstrated that Saccharomyces can carry out a complex life cycle and respond differently to various environments; yet because individual 
cells are too small to be directly observed in nature, it remains unclear when or whether all these distinct life cycle events actually occur 
outside controlled conditions (Greig and Leu 2009, 3). In the context of this study, yeast was introduced to analogue film stock precisely 
because of this combination of accessibility, biological activity, and fundamental unknowability. Its fermentation processes produce carbon 
dioxide and alcohol, both of which interact chemically with the gelatin layer of the emulsion, and its colonial growth produces visible surface 
patterning without the directed motility of slime mold or the pigment saturation of cyanobacteria. Yeast leaves a different kind of trace: 
diffuse, chemically active, and metabolically contingent on the sugars available in its immediate environment.  
 
Methodology and Film Practice 
 
Non/Living is created using analogue experimental filmmaking techniques, such as hand processing, direct intervention in film stock, and 
cultivating organic and microbial matter in relation to cinematic materials. These methods introduce temporal uncertainty and material agency 
(Barad 2007,184), enabling the film's form to develop through interaction rather than predefined plans. 
The film's fictional aspect comes not from traditional narrative but from speculative framing of these material processes. Growth patterns, 
chemical reactions, and organic decay act as narrative forces, influencing rhythm, duration, and visual structure. Editing becomes an act of 
listening and responding to material behaviour rather than imposing coherence, a position Brakhage radicalised by positing a continuous 
filmic present that devours memory and expectation, destroying the spatiotemporal coordinates through which events define themselves in 
time. (Michelson 1973, 53). 
 
The yeast experiments1 began with a process of material selection before any filming could occur. Working with dry yeast (Saccharomyces 
cerevisiae) and a range of Super 8mm film stocks; negative, positive, black film leader, and white film leader, I stored film strips in activated 
yeast solution (water and honey) in test tubes, kept in darkness for 48 hours, then transferred to petri dishes until the solution dried. The 
results varied significantly by film type. The black film leader produced the most dramatic transformation, developing green and purple 
staining from yeast activity, while the white film leader's polyester base resisted any effect entirely. Negative footage required longer 
processing time than positive film. These initial results established a working principle: yeast was more active on surfaces with existing 
photochemical layers than on inert plastic, and the exposed emulsion provided both a reactive surface and, I reasoned, a nutritional substrate 
for the organism's metabolic processes. 
 
A second series of experiments tested three commercially available baker's yeasts purchased from local markets in Manisa, Turkey, each with 
a different additive composition: a standard yeast containing only S. cerevisiae and plant-based sorbitan monostearate; a fast-activation 
yeast adding glucono delta lactone and sodium bicarbonate; and a sourdough yeast combined with rye flour, wheat flour, wheat malt flour, 
water, salt, and starter culture. Activation was monitored through carbon dioxide output, measured by covering test tubes with balloons. The 
standard yeast, with the fewest additional ingredients, produced the most pronounced emulsion colour shift, moving toward purple-green. The 
fast yeast produced sepia tones. The sourdough yeast, despite its richer biological complexity, was the slowest to activate and produced the 
least consistent results, partly because of the density of its fibres. Summer heat of 35–40 degrees Celsius in the working environment 
accelerated all activation rates considerably and was treated as an active environmental variable rather than an uncontrolled condition. 
The main production used approximately 7 metres of black blank Super 8mm film divided into two batches, each processed differently to 
compare surface distribution. The first batch was submerged in a fermentation jar with water, sugar, and dry yeast; the liquid rapidly turned 
purple then blue. The film was then transferred to a plastic container and the blue liquid redistributed across the surface by inverting the box 
daily over five days. Strong odor development after this period indicated active decay. The film was briefly sun-dried, then stored for a 
further week before being wound onto spools. The second batch addressed the uneven surface coverage produced by the jar method. A 
sourdough culture grown from wheat flour and water, fed daily at consistent intervals, was applied directly and evenly across the film surface 
laid flat on a transparent sheet, repeated twice, then transferred to a sealed box. A sugar-water mixture was added to the box to reactivate 

                                                        
1 I explained these experiments in depth in my MA thesis, “NON/LIVING: Exploring Partnership with Nonhuman in Experimental Filmmaking.” Aalto University School of 
Arts, Design and Architecture, Department of Art and Media, Visual Cultures, Curating and Contemporary Art, 2024. 
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the dried yeast on the film surface; the emulsion again turned purple and the resulting liquid was collected separately in a petri dish. The film 
was then hung to dry. The entire process was completed in August 2023, producing a film surface whose colour, texture, and material state 
were the direct outcome of the organism's metabolic activity rather than any photographic or chemical process applied by the filmmaker. 
In this way, Non/Living aligns with EFF practices that favour spontaneous structures over fixed narratives and challenge industry norms (Wees 
1992, 44). Operating as a low-budget, independent project, production constraints are embraced as methodological commitments. The absence 
of a traditional crew hierarchy fosters a more intimate, care-oriented engagement with materials, reinforcing the ethical and aesthetic aims. 
 
Fiction Beyond Representation 
 
A key question for Non/Living is how fiction can function without relying on illusion, character psychology, or narrative identification. It 
proposes fiction as a mode of belief rooted in material presence and temporal experience, rather than conventional storytelling. Viewers are 
encouraged to engage with the film by attuning to processes of becoming, transformation, and dissolution, rather than following a plot. This 
aligns with philosophical views of cinema that see belief as an affective and perceptual relation to the world (Deleuze 1989, 20) Instead of 
presenting a fictional universe to be consumed, Non/Living creates conditions for belief to emerge through sustained attention and sensory  
engagement. It contributes to ongoing debates about cinematic belief (Frampton 2006,19), re-enchantment, and the potential of experimental 
fiction to restore a sense of presence amid abstraction and ecological crisis.  
 
Ethical and Collaborative Aspects 
 
Working with living materials requires an ethical approach rooted in care. Non/Living emphasizes care not as a theme but as a production 
method; care for the materials, respect for their temporalities, and recognition of their agency (Puig de la Bellacasa 2017,17). This ethical 
stance aligns with interests in practices that prioritize collaboration over hierarchy. 
 
By viewing microorganisms and organic matter as collaborators rather than resources (Braidotti 2013, 60), the film questions anthropocentric 
assumptions common in both narrative and experimental cinema It suggests that experimental fiction can act as a rehearsal for alternative 
ecological relationships where cinema becomes a space for attentiveness, responsibility, and coexistence. 
 
Contribution to Experimental Fiction Filmmaking 
 
As a Practice as Research (Barrett and Bolt 2007), this project, Non/Living enriches the field of Experimental Fiction Filmmaking by presenting 
a material-based, ecological approach to fiction. It develops new processes rooted in analogue experimentation, interspecies collaboration, 
and theoretical practice. 
 
The film broadens EFF discourse by framing fiction as a process, not just a product demonstrating how experimental methods can generate 
new narratives, beliefs, and critical perspectives. It affirms practice-as-research as a valuable means for developing innovative cinematic 
languages responsive to philosophical, ethical, and ecological questions (Haseman 2006, 98–106). 
The conference presentation will include a screening of Non/Living followed by a reflective talk situating the film within EFF debates on fiction, 
collaboration, and material agency. This aims to foster dialogue with other practitioners and scholars rethinking the possibilities of 
experimental fiction filmmaking today. 
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