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Introduction

Since the invention of cinematography experimental cinema has undergone 
continual advances in both technology, aesthetics, and content. With the 
development of digital interactive technologies, these conventions are being 
challenged and reshaped. This paper examines the graphic representation 
of abstract interactive cinematic elements that seek to explore movement, 
time and space and build upon the graphic tools film-makers used in the 
early 20th century to express these elements and affect the cinematic lan-
guage of movement into the 21st century.

Early pioneers of experimental film, such as Eggeling, Richter, Ruttmann 
explored a metaphorical and symbolic visual language of abstraction that 
defined spatial dynamics and temporal layering of movement, time and 
space (Le Grice 1979). These early explorations into the language of move-
ment were conceptualised through unique systems of graphic representation 
that combined signs and symbols. They explored abstraction in the moving 
image though an “equivalence of opposites” (Richter 1952) analogous with 
musical and dance notation resulting in a fluid abstraction of geometric, or-
ganic and anthropomorphic forms. Later we see expansion of these consid-
erations by Eisenstein in his seminal work on montage.

These and other early filmmakers worked within the technical constraints 
of 2D and 3D representation available at that time. Today, digital technology 
provides film-makers greater flexibility to determine the cinematic modalities 
of the aesthetic, narrative structures and forms of interactive engagement. 
This is evidenced through the rich spectrum of experimental interactive cin-
ematic artworks that has emerged in the late 20th century. Digital technology 
has also provided new ways of making schematic representations of move-
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ment, time and space used in the visualisation of interactive cinema content 
that move beyond the platonic notion of form and statics (Hatzellis 2005) 
such as flow charts and other forms of graphic mapping.

The author proposes that in the context of the newly emerging paradigms 
for experimental interactive cinema (Manovich 2006) there is an increasing 
need for artists to extend their understanding of these complex modalities 
and move towards the development of a new language of movement as 
exemplified by the early pioneers of experimental film.

New paradigms in graphic representation

Spring and Asura .01 and .02 – Disturbance (2008/2009) is an interactive 
cinematic artwork in development since 2006 (Fig. 1). It was recently exhibit-
ed as a single channel dual screen projection installation. The work explores 
the relationship between video images of the natural world and Miyazawa’s 
poem ‘Spring and Asura’. The work is further explored through the move-
ment of visitors within the space and the recitation the Heart Sutra. Using a 
combination of image and motion capture technology the artwork explores 
the movement of light and shade within the video recordings and movement 
of the visitor in the space. This self-generating interconnected system cre-
ates an ordering and re-ordering of the image/text resulting in shifts in time, 
movement and abstraction through the viewing of the work.

The development of this artwork was partly informed by Eggeling, Rutt-
mann and Eisenstein. The author found their explorations into a visual 
language of movement analogous with the nature of abstraction and 
representation in S&A. The author further drew from seminal thinkers such 
as Bergson, Deleuze and Serres for their concepts of space, time, move-

Fig. 1: Spring and Asura 2009 

ment, and Maturana and Luhmann for the interconnecting self-ordering and 
organic systems associated with autopoesis. (Chagas 2005) Together, these 
theorists provided the author greater understanding of the fluid and evolv-
ing, simultaneity and co-dependency of interactive narrative structures and 
modes of engagement that may be extended through one or more ‘planes of 
immanence’ (Deleuze 1986). 

From 2005 to the present the author invested these ideas into schematic 
visualisations for S&A. These schematic models propose to reframe the 
vertical and horizontal axis (Deleuze’s classification of the Movement Image) 
and adapt them as a way of structuring three modalities of abstract cinemat-
ic content and interactive engagement. These will be graphically arranged as 
open/closed ‘contractive’ and ‘expansive’ structures through the synthesis of 
software, technology, and the environment in which the artwork exists.

A key feature of this schematic model is its organic nature. It is flexible 
enough to account for the formal complexity and simultaneity of the nar-
rative, aesthetics, software and interactive engagement. The author’s next 
iteration of the model will be made more operable using 3D animation and 
modelling software to enable greater flexibility in order to define spatial 
dynamics and temporal layering of movement, time and space for a given 
artwork. In so doing, achieve a rapid prototyping tool that allows the author 
to control and explore the planes of immanence and narrative structures 
through iterative image processing. Through this new animated schematic 
the modalities of space, time and movement explored through the early 
pioneers will continue to advance our understanding and the development of 
experimental interactive cinema today and a new language of movement will 
emerge.
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