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Abstract 

This thesis concerns landscape, film and their connections. I contend that landscape emerges 

through film, not because of film’s reanimation of past events, but because it itself is 

landscape, is made from the stuff of landscape itself. While landscape is often connected 

with backdrop, painting, scenery, the Picturesque, countryside, tourism or views, my focus 

is on how, when we deal with film, we deal with landscape itself. I explore landscape 

therefore not as re-presentations of received, ocularcentric, idealised landscapes, but 

consider its material constituents with whom the camera and operator interacted. 

 I examine a corpus of non-fiction films (best described as “useful cinema” – see Acland 

and Wasson 2011) from two archives, both housed in national libraries: the Moving Image 

Archive at the National Library of Scotland and a subset of films archived in the National 

Library of Sweden. These films do not always make landscape their explicit subject or object. 

Rather, they register landscape’s emergence in the course of their various official purposes 

and underscore that filmmaking is practiced amongst the landscape. The camera and its 

operator interact as landscape objects amongst their fellow objects. With these films I tackle 

three themes in a sequence of chapters: Dwelling; Ways; and Objects.  

 The trajectory that unfolds in these chapters concerns landscape as material, actual, 

definitive – not locked away in idealised impressions of the real thing with words, paint or 

postcards. With dwelling I describe humans’ relationship to landscape. I highlight different 

interactions between humans and their fellow landscape constituents, known as dwelling 

acts. I argue that one such act is filmmaking itself, that place emerges only within dwelling 

and that the films’ have their ultimate ties to landscape through dwelling. Ways link 

landscape objects together, convey objects amongst the landscape and draw in objects to 

them. I show how they pervade and condition landscape as hyperobjects (Morton 2013), 

such as rivers, paths, roads and invisible routes. I let the camera become a talisman that 

experiences and demonstrates all these three aspects for itself. It reveals how entities only 

ever encounter a minute part of a way at any time and that ways are instrumental on 

forming and reforming their fellow landscape objects. Objects, three in particular, feature as 
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examples of particular objects familiar to all readers: water, trees and rock. Whilst each is 

unique and interacts with other objects, consistent with their own qualities, I point out they 

also share a structuring role in common. They undergird and give shape to other landscape 

entities. The films in this chapter show the different processes and instrumental roles of 

these objects. With this, I argue that landscape cannot be reduced to intangible, idealised 

abstractions. Landscape has its basis in material actuality, where real objects constantly 

collide that make and re-make it. 

 The thesis therefore captures how landscape emerges through film via a narrowing 

field, from human involvement in dwelling, through ways, to more specific objects. I show 

how landscape emerges, firstly, through the camera and its operator’s interactions with the 

objects they encounter and record at the time. Secondly, I explore how landscape also 

emerges through film itself (each film frame, the film strip, the final edited film object). 

Here, filmic landscape is made of actual landscape, its raw material, emerging or appearing 

when enabled to play its series of consecutively arranged images. If film can indeed be 

landscape, then the relationship between landscape and film inheres in, is native to, the 

object itself. This possibility simultaneously questions how we might think about film and 

challenges us to re-evaluate what the object we deal with is when it comes to film.  
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Preface 7 

Preface 

I came to the conclusion that it would be useful to include a section as part of the 

Introduction entitled “User Guide” (or, “Readers’ Guide”). Such a guide might explain the 

limitations of this thesis, suggest how its readers should use it and understand, outline what 

to expect and what not to expect of it, and contain warnings about readers’ unfulfilled 

expectations. I want to accomplish something of what a user guide might, to state what it is 

that you have in front of you and how it came about. This clarification I feel is necessary 

because of the mixture of materials I employ and the reasonable expectations these raise in 

readers’ minds. These materials include: non-fiction films from Scotland and Sweden, made, 

approximately, between the dates 1930-1950; the films are selected from two archives, both 

stewarded by national libraries; literature from landscape studies in cultural geography, 

literature on the ontology of objects, and film studies literature on non-theatrical film as well 

as film and landscape. These materials each entail, of course, expectations as to what the 

nature of the project should be, according to the disciplinary background of a reader. 

Readers could reasonably expect, for example, a film history project. An enterprise where I 

contextualise, historicise the films in the period they were produced, address the contexts of 

production, circulation and exhibition, and pose questions around landscape’s role in 

forming notions of nationhood during a period of upheaval, conflict and reconstruction. 

This thesis, however, more closely resembles a film project at the intersection of philosophy 

and geography. Landscape features as the primary object, its forms and formation, the 

things of which it consists and their interactions. The concern lies with the material actuality 

of landscape, not landscapes per se, understood as framed objects such as photographs, 

paintings, postcards, television programmes and films of “nature,” “scenery,” or 

“landmarks” — bounded views that set landscape at a distance. Earlier examples in the 

same vein include the use of the Claude-glass — named after Claude Lorraine, painter of 

idyllic landscapes — in relation to Grand Tours and the picturesque movements, the use of 

black mirrors by landscape painters and visits to nineteenth-century panorama (Maillet 
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2009). Today, such landscapes have spawned, other, more specific designations such as 

cityscapes or seascapes. Landscapes connote, then, spectacle, genre, something from which 

the complications of actual forms and materials are removed in favour of idealised scenery, 

something out-there from which human viewers are separated in a scopic regime as they 

peruse the object on the wall, backdrops whose state remains frozen, Cartesian fictions — a 

consequence of the dichotomising force of a nature-culture binary. As John Wylie (2006a, 

520) formulates it: ”As a way of seeing, landscape is the accomplice and expression of a 

classical subject-object epistemological model, whose central supposition posits a pregiven 

reality which an independent subject contemplates, represents, and masters from a position 

of cohered detachment.” 

 I began the project with these interests in phenomenology of landscape, but I also 

intended to include a broad analysis. It would concern landscape’s forms and their 

formation, its constituent objects and their interactions, but also have three further areas of 

concern: nation, walking and time period. The first of these was the idea of nation, based 

upon the comparison of two small, Northern European nations, Scotland and Sweden. They 

share similar physical geographies, strong traditions of co-operative movements and the 

welfare state but differing polities. The two film archives held by institutions designated as 

“national” was and indeed remains an interesting additional factor to explore with these 

collections of films. These aspects would lead to questions such as: how do these films, 

housed in nationally designated institutions, create a national landscape imaginary; what 

role, if any, would these films play in forming viewers as national citizens? 

 The second concern was the time period 1930-1950. It of course includes a time of 

turmoil and upheaval, change and recovery, but the period also suited well because of the 

number of non-fiction films each of the archives contain from this period. Besides these 

issues, the dates had an instrumental role in helping me to define the corpus of films I 

would take into consideration for the project. I had this time period in mind, then, and after 

searching the holdings of each archive, it showed that the contents of these archives had a 

wealth of films within that period that fitted approximately with my desired framework for 



Preface 9 

non-fiction works that may possibly pertain to landscape. There was a coinciding, then, of 

the range of films available whilst at the same time providing boundaries for the corpus, and 

thus confirmed that date range as viable. Historically speaking, the theme of nation strongly 

relates to the period where questions concerning identities, loyalties, polities, land and 

values engaged Europe — all pertaining to nation one way or another. This time period 

therefore engages the archive content and questions of nation with the additional benefit of 

limiting the project’s scope. 

 The third aspect would take up, through field work, my concern with landscape’s 

material actuality, by walking a particular subset of locations filmed within the corpus. By 

walking, observing and recording my experiences and reflections with written notes 

augmented by photographs, I would explore two aspects. The first aspect concerns the re-

enactment of the material encounters that took place with camera, operator and their fellow 

landscape constituents. For whatever else these films may be and do, they record landscape 

happening in each instant (frame of the filmstrip) — the glancing encounters taking place 

amongst different landscape objects. I just said that film records landscape happening. What 

I really mean, however, is that the camera was a unique participant-recorder, constituting 

landscape whilst simultaneously capturing those moments for replay. A unique mechanical 

printing of the imbrications taking place, a first-hand account. To walk a selection of these 

sites, then, encounter the landscapes as a fellow constituent object amongst the others, seen 

and unseen, would create another first-hand record of some of the same locations to 

compare with the filmic record. The second aspect would take forward the different levels of 

landscape at stake in the project with the filmic landscape where this re-presentation of 

actual landscape entails the raw materials gathered, the new objects that were made 

amongst the landscape at the point of various encounters, constructed into a new landscape 

object, filmic landscape. During the moments of encounters between camera and fellow 

constituents a new landscape object is produced, the film record of that encounter. Then, out 

of that landscape object another, filmic landscape is created. The other level pertains to the 

material actualities and the comparison between the records made of similar landscape 
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objects, albeit comparisons that are approximate in time and per the locations. 

 These three aspects would have formed the broader context for the project, around my 

core concern with landscape objects and their interactions through film. It became evident, 

however, that all four aspects amounted to too ambitious a project, and therefore I had to 

decide where and how to focus it. Four aspects, I decided, should be reduced to one and the 

wider context embodied in the other three considered in detail as part of my future research 

projects. I judged, in other words, that my primary concern to investigate in relation to 

landscape and film was the objects that constitute landscape and their interactions, and their 

emergence through film. That concern arises from the geography and other literatures 

whose concern was for landscape’s materiality and objects, and the contribution to be made 

to the as yet limited film-landscape literature. I thereby set aside nation, time period and 

walking as aspects which would form the scope of future research projects, but, importantly, 

I retained the film corpus which had been shaped by all three concerns. I had not only 

committed to working with a particular group of films, but I also found that these films still 

offered just as much potential for studying landscape’s emergence. 

 In relation to this reason, my further rationale for proceeding to work with the same 

film corpus and thereby to work with non-fiction, non-theatrical (and similar) films, was the 

extant film studies literature that addresses non-theatrical film, or, more helpfully, useful 

film. This literature persuasively highlights the range of these works and the potential 

research opportunities that exist in collections of such films around the world. It provided 

me with a mandate and an imperative to continue with the corpus that I had already 

defined, even though my approach would diverge from the historical and industrial 

approaches that rightly characterise the literature. This body of work, moreover, and those 

mentors who originally brought it to my attention, are the reason this project exists at all. 

Readers will see, I hope, that those aspects I laid aside remain undiminished, rich veins for 

research, as future research opportunities that arise out of my study, which focuses on 

landscape entities and their interactions through film in the first instance, out from which 

these other aspects might yet be pursued. It is on this basis, I argue, for example, that the 
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films still matter in themselves as objects, apart from, as well as within, their different 

perspectives whether historical, national, archival and so on. That is how I negotiate the 

tensions that leaving aside some initial aspects of the project creates. But by making the 

broader connections that I do in my conclusion, the value of persisting with a project whose 

design was founded on multiple perspectives is the clear reward, as I see it, for sticking with 

it. 

 This brings me, finally, to my primary research object. Neither film in general nor my 

particular corpus form that object, rather, the primary object is landscape. The project’s 

unique corpus of film provides one way, one vehicle, with which to study that object both in 

terms of film as representation but, at the same time, where the films as such can be 

understood as landscape objects. These are objects that were created during the interactions 

of different landscape objects, simultaneously forming a record of those interactions, instant 

by instant. The camera participates simultaneously, as participant and record-maker. It 

participates along with all the other landscape objects in each moment of landscape’s 

formation amongst encounters, interactions, imbrications, and collisions that give rise to 

new objects and landscape’s moment by moment constitution. It records these interactions 

on the filmstrip, whereby the film or filmstrip itself can be regarded as a landscape object — 

one of those new objects that arises from the moment-by-moment encounters. And it is to 

that object, landscape, I now turn in the Introduction, where I also describe the film studies 

literature for useful films amongst the literature that I review. 
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1. Introduction 

 

I begin by providing the working definition of landscape, then situate the project within the 

different literatures that gave rise to it and those, in turn, that the project addresses. 

Thereafter, I set out the project’s rationale and method, which includes an explanation of 

how the film corpus was derived. I then summarise the thesis’ trajectory to come and each 

chapter’s place within that trajectory. 

 My goal in this thesis — read also the original contribution, gap in the literature — is 

to explore landscape, through film, in terms of its material actuality, focussing upon the 

objects and their interactions that together make landscape. Cultural geographers have 

made a great deal of progress to address landscape’s materiality, but more often than not, 

address landscape as a whole. Film scholars have gone some way to address landscape, but 

most often in terms of scenery, backdrop and ancillary purposes. I stand between these 

literatures, giving attention to landscape’s material actuality but by way of film, considering 

particular objects and their interactions, whilst demonstrating human dependence upon, not 

dominance over, their fellow landscape constituents. 
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Situating the project — three areas 

 

I draw upon and seek, in turn, to participate in three areas of literature: film and landscape 

in film studies; landscape in geography; and some aspects of the work completed 

concerning archives in both disciplines. 

 

Film and Landscape  

 
Film studies took up landscape with two edited volumes where landscape was primarily 

considered in relation to settings, locations and backdrops for unfolding action in narrative 

feature film. Martin Lefebvre edited Landscape and Film (2006b), which presents diverse 

approaches to landscape in narrative cinema. Lefebvre’s own contributions (2006a, 2011) 

assess how landscape operates as a background to narrative action and then comes to the 

fore during temp morts and similar instances in narrative film. Lefebvre’s (2011) work 

distinguishes itself in that he acknowledges thought on landscape outside of the fields of 

film and art history, particularly with sources I myself draw upon as to how landscape can 

be formulated. He refers not only to John Wylie’s introductory text, Landcsape (2007), but 

also to Tim Ingold’s (1993) early dwelling perspective on landscape. Whilst Lefebvre’s 

concerns as a film scholar remain visual apprehension of landscape within narrative cinema, 

he considers a broader range of landscape literature than other film studies work on 

landscape hitherto. He argues that there are moments in narrative cinema where the 

narrative, in fact, serves landscape. This inverts an assumption that landscape always serves 

and augments narrative where, for viewers, there can be “two ways of experiencing the 

narrative: either as that which conceals landscape or that which may be interpreted to reveal it” 

(2011, 76; emphasis original).  

 The significance of Lefebvre’s work for this thesis, firstly, concerns the engagement of 

Wylie (2007) and Ingold (1993). I bring attention to it here, not specifically pertaining to 

what Lefebvre does with these sources, but more concerning the disciplinary aspect. His 

article convincingly shows how landscape studies – in this case, from cultural geography 
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and anthropological perspectives – can inform the study of film and landscape, particularly 

concerning the question of possible definitions of landscape. For example, Lefebvre opens 

his paper by suggesting that film responds to Wylie’s comment that landscape consists of a 

“tension” (2011, 63) around its understanding, apprehension and perception – what it is. 

With an appeal to medium specificity, Lefebvre contends that film can accommodate the 

spectrum of aspects that create the tension in and around landscape. But this also serves as a 

representative example of how the film studies-landscape dialogue has developed. 

Although some literature does draw upon other disciplines such as art history and, as does 

Lefebvre here, landscape studies, it remains safely within a film studies frame. I respond to 

that frame by, firstly, giving attention to non-fiction films as opposed to narrative feature 

films, and then secondly, giving attention to the roles and interactions of the objects that 

constitute landscape as opposed to issues of its representation and its visual apprehension.  

 Jonathan Raynor and Graeme Harper edited a volume (2010) that further explores 

landscape in film. In that collection, Tom Gunning (2010) historicises the landscape-film 

dialogue with reference to the Claude glass, magic lanterns, panorama, train travel and early 

cinema’s phantom rides. Gunning demonstrates that film shares a similar relationship with 

landscape as those other technologies of vision whilst its relation to landscape dates to the 

medium’s infancy. In that relationship, however, landscape is rendered within particular 

parameters – borne of frames, of technical creation with lenses, lights, mirrors and images, 

which assumes there are spectators to apprehend it. The presentation of landscape as a kind 

of spectacle relates, moreover, to notions of idyllic landscape fostered in the painterly 

tradition, the Picturesque movement and later, modern tourism. These perspectives have in 

common that they set landscape at a distance from its viewers, and as such it is made 

something that is for viewing, for spectators’ appreciation. I take a different tack with film, 

however, by addressing landscape’s material actualities that film records, and by assessing 

specific entities and their roles in constituting landscape. I develop this further on in the 

introduction, highlighting the work in geography and philosophy that inform my emphasis 

upon landscape’s material actuality and its constituents. 

 Continuing the work in narrative cinema and landscape, Aylish Wood (2002) contends 
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that digital effects can create timespaces rather than just serving as spectacle. This concerns 

landscape because of the kinds of objects and conditions in which timespaces emerge. A 

timespace operates where an object – created by digital effects – works to advance the 

narrative without breaking its dynamic flow. Such a timespace consists of “dynamic spatial 

elements with a temporal quality through digital effects” (2002, 375). Elements previously 

considered as spatial only are temporalised by their extension in time by serving as agents 

that change narrative by the events that they generate, just as human characters would. 

Moreover, “the characters are not only agents that affect the narrative, they are also mobile 

agents that ensure the flow of the narrative, and frequently are literally mobile themselves” 

(2002, 376). 

 Where the conditions are dynamic – “non-dynamic” (2002, 375) timespaces only serve 

to maintain verisimilitude – then, landscape objects may play a decisive a role in the course 

of events, in changing the situation. The specific implication for landscape and film in the 

present study is twofold. Firstly, timespaces created with digital effects in narrative film 

provide an important perspective regarding landscape’s actuality in general – that it is 

anything but inert, everything but a backdrop for human activity. Wood shows how, for 

example, in the film Twister (1996) that the portrayal of tornados did not only create the 

conditions for a narrative enacted by human characters. By the same token, the tornados did 

not only feature as spectacle to create a believable and credible narrative world. As dynamic 

mobile agents, rather, they bring about decisive change in the film’s events, precisely as the 

human characters do. 

 Secondly, in terms of film itself, it suggests how film’s digital rendering of a landscape 

object can verifiably represent its actuality. In this case, the digital effects show how realism 

when it comes to the study of landscape objects might complement the indexical verification 

that film offers. Whilst the representation of a digital object may not operate in the same way 

as indexical trace on film, such objects do, nevertheless, have adequate likeness so as to 

invite their study as landscape objects through film. 

 Insofar as discussions about landscape involve and borrow concepts from 

understandings of nature and the environment, Jennifer Peterson (2019) provides another 



Introduction 16 

interesting example of film studies scholarship that concerns landscape. What distinguishes 

Peterson’s work is that it considers what is stake when artificial landscapes are created 

indoors, on studio sets, exclusively for the process of filmmaking. Something to which she 

refers as “‘eco-diegesis’” (2019, 164). Peterson draws upon the urgency that the 

Anthropocene provides to examine humans’ relationship with their environment. Where 

humans’ ineluctable intertwining with and dependence upon their fellow entities comes to 

light, “film history can help us unpack the idea of nature as it developed in the 

Anthropocene epoch” (2019, 163). 

 Of particular interest in this moment is the definition Peterson offers for eco-diegesis 

as the “rendering of an environment or habitat, usually as a backdrop for a human drama 

[…] The stage of nature is the place where the nonhuman material that constitutes the 

environment is envisioned as a cinematic ecosystem” (2019, 164). Here we have something 

that is confected, artifice that alludes to actuality – in this case landscape objects. The same 

might be said of a film in its own right as a constructed object. And in that vein, filmic 

landscape – landscape remade on film, which itself is made of a film strip of images, 

landscape objects created in moment-by-moment interactions amongst a given collection of 

other landscape objects – is as much a product of filmmaking that alludes to actuality as 

stage sets that mimic outdoor locations. Peterson’s work therefore expands the potential of 

what might be considered as filmic or cinematic landscape, beyond that which I propose in 

this thesis. 

 In connection with this literature, it can be set in the broader context of Sergei 

Eisenstein’s earlier work on silent film and landscape. Writing in the chapter, “The music of 

landscape and the fate of montage counterpoint at a new stage” in Nonindifferent Nature 

(1987), Eisenstein proposes a theory of landscape and film that is altogether different than 

those more recent contributors. Landscape, argues Eisenstein, carries an emotional weight in 

silent film, making up for the job music performs to evoke emotion, feeling and the 

otherwise intangible. 

 With the “actual plastic composition of film” (1987, 216) comes an inherent musicality, 

and landscape has the “greatest share” (1987, 217) in producing that music or sound. This 
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share of the task of producing this plastic music falls to landscape, Einstein proposes. 

Unencumbered by the work of narrative, landscape is ready for “conveying moods, 

emotional states, and spiritual experiences. In a word, all that, in its exhaustive total, is 

accessible only to music, with its hazily perceptible, flowing imagery” (1987, 217; emphasis 

original). For Eisenstein then, landscape plays a role in the evocation of the ineffable. 

 As Joan Neuberger (2021) explains, in terms of his dialectic approach, Eisenstein 

understands landscape to be “both materialist and idealist”. It is, moreover, “something that 

human beings use for their own ends and dissolve into or submit to entirely” (2021). From 

Neuberger’s reading of Eisenstein it emerges that he goes further than his successors in film 

studies in relation to landscape. He not only develops his thought on landscape and film – 

landscape’s role in evoking the ineffable – but also describes an approach to landscape in 

general. This approach is the dialectic, “rooted in our ability to immerse ourselves in nature, 

to feel ourselves transfigured into elements of the natural world” (Neuberger 2021). The 

individual dissolves into its material forms through immersion in landscape, a kind of 

oneness with all things, a harmony. Neuberger point outs that with this position, Eisenstein 

is a forerunner to landscape studies of the last few decades – where landscape’s materiality 

and embodiment, amongst other things, are given due consideration. That is true only up to 

a point, however, because even though Eisenstein might avoid a possessive, modernist gaze, 

it remains a subject-centric journey of dissolution into the surrounding landscape objects. 

Neuberger also understands this as a political argument, contending “that Eisenstein took 

seriously the discursive framework of striving for a utopian world of ‘unity and harmony’ 

[…] And he found the models for this society in the ability of human beings to immerse 

themselves in nature, in landscape” (2021). 

 Chris Lukinbeal’s (2004, 2005, 2011; Lukinbeal and Arreola 2005) work as a geographer 

has brought together concerns regarding landscape from cultural geography to a variety of 

film-related concerns such as production locations, meanings and functions of landscape. 

Both 2005 citations I list for Chris Lukinbeal are published in an issue (volume 23, issue 1) of 

the Journal of Cultural Geography, the whole of which is dedicated landscape and film from 

different geographers’ perspectives. Lukinbeal (2005) states that, for example, “there is a 
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constant dialectic between the economy of production and the aesthetics of narration”, to 

describe the dual priorities of industrially produced narrative cinema where cost control 

must be weighed with the requirement for geographic realism – that the actual place filmed 

must serve the creation of a credible fictional cinematic world. The journal issue in itself 

demonstrates interest from cultural geographers to explore landscape in and through the 

medium of film as a productive exercise. It was published at a similar juncture as Landscape 

and Film (2006b) on the film studies side – a not insignificant coincidence. I suggest, 

moreover, that this journal issue dedicated to landscape and film further underscores the 

potential fecundity of a landscape studies and film dialogue and vice versa. It thereby 

provides the impetus for further work from film studies on landscape and provides concrete 

examples for future work, and this thesis forms a contribution to that work.  

 Many experimental and artist filmmakers also deal with landscape in various ways, 

such as the work of Chris Welsby and John Woodman. Laura Mulvey (2005) comments of 

Chris Welsby’s work that it distinguishes “between ‘landscape’ and ‘weather’”, an 

important distinction for him, where, “just as the cinema is a medium of movement, so the 

weather controls movement in nature”. Even though, following Tim Ingold (2011), weather 

can quite plausibly be part of landscape, Mulvey’s commentary highlights Welsby’s 

sensitivity to landscape’s materials, its dynamic formation and moment by moment 

constitution. In much of his work viewers can perceive the transitory character of the 

landscape that continually shifts; indeed, Gareth Polmeer (2015) highlights how, in Welsby’s 

work, the landscape’s transience matches film’s inherent ephemerality. John Woodman’s 

landscape works have a more contemplative tone and all share a fixed, singular perspective 

(Le Grice 2013). But that perspective reveals, though fixed, not the stasis of landscape 

painting or touristic postcard views, but the “rhythms” and “cycle” (Woodman 2013) that 

take place with the material, ongoing formation of landscape. Woodman himself spoke of 

his landscape films as an exercise in investigating observation, one that he undertook at a 

time when he was thinking about the “’phenomenology of cinematic perception’” (2013). 

What the landscape work of such film and video artists sets is an example with the attention 

that their films provide to consider landscape’s constituent objects. This focus arises 
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particularly in those films that use long takes or fixed camera positions, such that the pacing 

can be slow and camera movement limited. Whilst this filmmaking brings attention to 

landscape’s emergence by design, I show that similar moments arise in the course of other 

non-fiction films where landscape is not given as the explicit subject or narrative. 

 Each of these three areas – film studies on landscape, cultural geography engaging 

film and the strong tradition of landscape in experimental film – have their own relationship 

to this project, but taken together, they also form a film-landscape dialogue. I am 

contributing, therefore, to an existing dialogue, one where landscape is conceptualised and 

addressed in different senses and in which it is acknowledged as an important object. My 

contribution to this dialogue distinguishes itself on the basis of my attention to landscape in 

non-fiction films that for the most part were not industrially distributed, while I also attempt 

to provide closer attention to aspects of landscape’s material actuality and constituents. 

 

Landscape in Geography 

Geographers have long articulated an interest in landscape’s material actuality. John 

Brinkerhoff Jackson’s (1997) fieldwork, writing and teaching contributed to landscape 

studies’ emergence within geography. He considered landscape as something that humans 

create, to configure their environment in some way. For example, in discussing landscape’s 

possible definitions, Jackson states that landscape is “a composition of man-made or man-

modified spaces to serve as infrastructure or background for our collective existence” (1997, 

305). Jackson maintained a keen practice and desire to interact closely with the particular 

objects and places he studied. Landscape, even though human-made, is not something 

locked away in landscape paintings, but “a concrete, three-dimensional, shared reality” 

(1997, 302) for exploration. Onwards into the 1980s, Denis Cosgrove (1985; 1984; 1988) and 

Stephen Daniels (1989) offered a Marxist critique of landscape where symbolic 

interpretations reinforced notions of land ownership and the concomitant power relations – 

perceptions of land and their associated meanings. Cosgrove summarises the approach in 

new the introduction to the 1998 republication of his 1984 work Social Formation and Symbolic 

Landscape: “landscape constitutes a discourse through which identifiable social groups 
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historically have framed themselves and their relations with both the land and with other 

human groups, and that this discourse is closely related epistemically and technically to 

ways of seeing” (1998, xiv). 

 Around the work of Nigel Thrift (1996; 2006; 2008) emerged non-representational 

theory whose starting point concerns looking beyond representation, particularly humans’ 

interpretive relation to the world by representation. For example, Thrift describes that “non-

representational theory is resolutely anti-biographical and pre-individual. It trades in modes 

of perception which are not subject-based” (2008, 7). Numerous non-representational 

theories try to move on from the assumption that subject-world relation happens only with 

signification. These theories attend to entities’ activities and identify how entities’ practices 

generate interpretation and, from there, meaning (Anderson 2009). This trend informed  a 

variety of approaches to landscape by geographers such as: John Wylie (2002, 2005, 2006b, 

2006a, 2007, 2009, 2010b, 2010a, 2013), Mitch Rose (2002, 2006, 2010a, 2010b, 2011; 2011; 

2012), Hayden Lorimer (2003a, 2003b; 2004; 2006, 2010; 2012; 2012; 2012a, 2012b, 2013), Paul 

Cloke and Owain Jones (2001; 2002), and Caitlin de Silvey (2006, 2007a, 2007b, 2010). This 

varied work exceeds, in different ways, more ocularcentric notions of landscape through 

material engagement with landscape’s entities, materials, processes, places and stories. 

These lines of investigation have, to greater and lesser extents, phenomenological and post-

phenomenological characteristics. With these approaches human beings become part of 

landscape, fellow entities with the others that constitute it. Humans do not, cannot, stand 

apart from landscape as detached spectators who consume it, nor as superior to it with a 

view to ownership and exploitation. 

 Of those whose geographers’ work on landscape I just highlighted, John Wylie and 

Mitch Rose have most influenced my research during this project. They are the two principal 

thinkers on the geography side, for my part, who, in the course of developing their 

phenomenological and post-phenomenological approaches to landscape, deal with its 

material actualities. In what follows, I therefore focus in particular on their contributions 

that were formative for my approach to landscape in the course of my research. I want to 

note also that notions of materiality, embodiment, involvement and intertwining are also 
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prevalent in Tim Ingold’s work, so there are close associations with their work including his 

early article on landscape, where he concludes that landscape is “the world in which we 

stand in taking up a point of view on our surroundings” (1993, 71; emphasis original) rather 

than a detached ocularcentric totality. In addition to Ingold, I also highlight anthropologist 

Chris Tilley (1994) who also contributed to a phenomenological approach to landscape. 

Before exploring the dialogue that took place between Rose and Wylie, however, I will 

mention an essay by Maurice Merleau-Ponty, who is sometimes cited by geographers and 

others writing about landscape phenomenology and whose thought functioned as a 

reference point in my own thinking.  In “Cézanne’s Doubt”(2007), Merleau-Ponty analyses 

the artwork of Cézanne and develops a phenomenology of form, colour and painting. 

During this account, Merleau-Ponty speaks of the relationship Cézanne has to the landscape 

he engages as he paints. He reports Cézanne as saying: “’The landscape thinks itself in me,’ 

he said, ‘and I am its consciousness.’” (2007, 77). Merleau-Ponty sees in Cézanne the ability 

to perceive past human noise, as it were – as other schools of artists were in the habit of 

representing – to a shared reality that lies behind things, to perceive and represent things 

without being blinded by pre-existent human forms in the landscape (2007, 76-77). Thus, 

Cézanne strived to paint “matter as it takes on form, the birth of order through spontaneous 

organisation”, the “primordial world, […] [to] give us the impression of nature [landscape] 

at its origin” (2007, 73). Aside from Merleau-Ponty’s characteristic emphasis on subjectivity, 

this view usefully highlights landscape’s always-already quality – the material facticity of 

objects that persist prior to any human that may be thrown amongst them, who 

subsequently designates them, together, as landscape. Moreover, this inextricability, denotes 

that all of landscape’s constituent objects are of the same “stuff” – one could think of 

Merleau-Ponty’s “flesh” – of which landscape is made, where one object is as much 

landscape as the next. On this view, no one entity stands or is able stand apart from 

landscape and apart from its dynamics of movement, embroilment and materials. 

 On the phenomenological approaches to landscape, Wylie sums up their trajectories 

well: 
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[L]andscape is conceptualised in terms of active, embodied and dynamic relations between 

people and land, between culture and nature more generally. The general argument is that 

landscape comprises the totality of relations between people and land. These relations are 

seen as ongoing and evolving rather than static, they constitute an embedded and engaged 

being-in-the-world that comes before any thought of the world or of landscape as merely an 

external object. Body and environment fold into and co-construct each other through a series 

of practices and relations. (2007, 143-144) 

 

Where the above describes the general trajectory of landscape phenomenology, involvement 

and embodiment amongst landscape has featured prominently in Wylie’s research on 

landscape. Narrating his ascent of Glastonbury Tor (2002), Wylie deploys Merleau-Ponty’s 

work as a way of understanding the experience of body amongst the landscape and 

visibility (the seen and seer, and the seen seer) beyond binary modalities of subject and 

object, seer and seen. He offers a practised model of intertwining between body and its 

fellow landscape. Wylie develops his ideas also in coastal walking (2005). He warns that 

“landscape-as-dwelling [perspectives] run the risk of presenting subjects and landscapes 

always already conjoined” (2005, 240). Wylie cautions against the notion of the dissolution 

of a self, somehow melting into an other – here, landscape. Rather, he goes on, “[i]n the 

midst of things, in the thick of earths and bodies, the self is pressed up against the 

landscape, at one and the same time part of it, emergent from it and distinct from it” (2005, 

240). The “milieu of dwelling” is of limited use to landscape, in that it cannot serve as a 

means to understand the practice of self and landscape, but rather in this sense “landscape 

might best be described in terms of the entwined materialities and sensibilities with which 

we act and sense” (2005, 245; emphasis original).  

 Moreover, this intertwining involving materialities and sensibilities has implications 

for vision, which is often associated with conceptions of landscape. Deploying Merleau-

Ponty and Deleuze, Wylie rethinks processes of depths and folds – how self and landscape 

are actualised – to augment his description of landscape (2006b). So, “landscape refers to the 

entwined materialities and sensibilities with which we see” (2006b, 533) rather than 
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landscape as a way of seeing the world, or indeed something for detached spectators to look 

at. In this view, depth becomes “the very medium and vibrancy of lived spatiality, and it 

constitutes an anonymous, immanent topography that is productive of visual sensibilities”, 

so that landscape is actualised by the “generative […] process of folding and unfolding in 

depth” (2006b, 532). In this dynamic process, materialities and sensibilities are folded 

together, producing the sights, the perceived. To sum up, then,  

 

[L]andscape is a seeing-with; an act which precipitates and distributes subject and objects, 

selves and worlds. 

 

[L]andscape precisely denotes the tensions through which subject and object, self and world, 

find their measure and balance, their coil and their recoil, their proximity and distance. 

(Merriman et al. 2008, 203)  

 

Fellow geographer, Mitch Rose, reached a broadly similar position to Wylie, articulated in 

their co-authored editorial article “Animating Landscape” (2006). There they describe their 

position, reached by quite different means, as post-phenomenological. Whereas Wylie 

employs Merleau-Ponty’s depth and Deleuze’s fold, Rose (2006) approaches the notion of 

cultural landscape from the point of view of a call to care that results from the processes of 

deconstruction. It is his and Wylie’s “assumption that the landscape is not an object whose 

presence needs to be explained but a presence whose object-like appearance needs to be 

thought” (2006, 538). Rose uses the Derridean term “dreams of presence” which “mark both 

an imagination of, and movement towards, presence” (2006, 538) to collapse the terms 

culture and landscape and move to a position where these terms are engaged directly, not 

symbolically as existing “’theories of culture’” (2006, 539) do so. Such dreams of presence 

provide an alternative means to relate and think landscape, subjectivity and presence 

together. Ultimately, this reframing shifts the analysis away from landscape as “systems of 

presence”, and conceives landscape as dreams of presence, meaning, as “intimate collections 

of material sensations where other dreams of presence (dreams of who we are, of where we 
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belong, and of how we get on with life) are consigned” (2006, 539). This conception 

recognises culture as something which is processual, that continuously unfolds – not of fixed 

structures. Understood in this way, culture becomes a “‘moving towards’” as opposed to an 

“‘arriving at’” (2006, 545). It is this movement towards that characterises dreams of presence 

– no desire, no thing longed for, ever arrives, it is always already slipping away. 

 

[D]reams of presence, like all dreams, are impossible possibilities. They signal things named, 

invested in, nurtured, and cared for through a moving towards, rather than through a 

holding of. Thus, culture, as a dream of presence, is only present from a distance. It presents a 

set of possibilities held out towards us, clear from afar but always-already unattainable. To 

talk of dreams of presence, therefore, is to talk about the work of culture—that is, the 

movement of holding and caring, the performance of closure and encirclement, and the 

inclination to turn away from alterity. It is the ‘again and again’ desire for full presence that 

never arrives. (2006, 545) 

 

Rose then takes this re-conception of culture as a dream of presence forward with landscape. 

With reference to Wylie’s ascent of Glastonbury Tor (2002) and to Deleuze and Guattari 

(1983, 1987), Rose argues that thought comes through direct encounter with the world, that 

those sensory encounters stimulate thought. Thus, the possibility of subjectivity exists 

“through its embeddedness in the world” (2006, 546). However, such a contention requires a 

manoeuvre to deal with the problem of existence of the subject, its consciousness, and the 

possibility of the severance of subject from the world. In this case, landscape becomes an 

object made in the image of the subject, something that articulates the construction of the 

self-conscious mind that registers the object of landscape. Rose’s solution, then, is to contend 

that dreams of presence are not signs interpreted by the subject, but rather,  

 

[t]hey are orientations that allow subjectivity to occur. Conceptualising the cultural landscape 

as a dream of presence means understanding it as an unfolding plane of sensory, affective, or 

perceptual markers registering and, thus, effecting the emergence (‘miraculation’) of 

subjectivity. Yet, critically, it is also an active depositing of those markers through the 
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movement of care. (2006: 547) 

  

Thus, the movement of care (movement towards) effects the cultural landscape by the 

movement. Landscape’s presence (as a dream of presence) is symptomatic of a wish to be in 

touch with and find a position in the world, in the face of its constant change and perpetual 

becoming. Framed in this way, the task, then, “means developing an awareness of how the 

landscape engenders becoming. It means exploring the landscape not as something that 

represents or reflects identity but, rather, as something that makes identity possible” (2006: 

548). In this, Rose directs readers away from the traditional study of landscape’s effects 

(concerning cultures, symbols and power) and their presence, toward the processes that 

allow these presences to exist; their basis. In this sense, the forms of presence which have 

been traditionally studied are no less pertinent, but this framing allows for the dynamic 

unfolding of the cultural landscape and an understanding of landscape’s role in becoming. 

 Wylie (2009) further develops his approach where, this time, he engages landscape 

with the themes of love and absence, reflecting upon memorial benches at Mullion Cove, 

Cornwall as his research object. At the heart of his approach he develops “geographies of 

love” (2009, 275). These are embroilments of love, absence, memory, and landscape which 

amount to absence being at the centre of our experiences of landscape. Geographies of love 

names the fissure that love creates between self and world, it “forbids phenomenological 

fusion of self and world entails a simultaneous opening-onto and distancing-from” (2009, 

285). Wylie refers to Derrida to critique Merleau-Ponty to thereby underscore that co-

incidence is impossible, and it is the longing for that, the dreaming after that, that landscape 

phenomenologies “remain wedded” to (2009, 283). More broadly, Wylie, in contrast to 

Rose’s emphasis on (dreams of) presence, focuses upon absence, loss, things slipping away. 

The benches at Mullion Cove, by definition, speak of absence, not just as they tangibly mark 

the memory of someone; as empty benches, they speak of an absence of an occupier, a 

person who is not there to be “enrolled into quite a particular way of seeing” (2009, 277). At 

the same time, as someone who comes across these benches at Mullion Cove, Wylie is 

enrolled into a scopic regime, of “visual contemplation” (2009, 277) which the benches 
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invite. For Wylie, their effect is greater, however, explaining that as one sits on a bench, one 

is “looking with” (2009, 277) those whom the bench commemorates and the perspective it 

invites is “theirs” (2009, 281). A “looking at” those commemorated takes place 

simultaneously. Those remembered are projected “outwards” – the object, its inscription 

and context – “and so become the view itself” (2009, 281). 

 Wylie suggests that Rose comes close to the kind of intertwining that his article, 

following Derrida, seeks to move past. Rose responds by attending to Wylie’s emphasis on 

absence distinguishing it as the “work of absence”, inherent and signalled in the benches, as 

centripetal movement, as distinct from the gathering work, the centrifugal “work of 

landscape” (2010a, 142; emphasis original). The benches are like graves, tombs, the gravity of 

which draws in. The subject is not dissolved by the benches, but, says Rose, “give us, as 

subjects, the language to be subjects. The language to mark ourselves as mourners, as 

remembers, and as lovers” (2010a, 142). Moreover, whilst agreeing on the impossibility of 

ontological coincidence, Rose highlights that the desire nevertheless appears as an 

impossible possibility, as a dream of presence. In this sense, the benches at Mullion Cove 

“stand for the desire, the yearning, the ache for presence” (2010a, 143).  

 Replying to Rose, Wylie (2010b) suggests that their differences stem from contrasting 

temperaments, himself more pessimistic than Rose. He contextualises this difference by the 

different traditions which have surrounded and inescapably influenced their trajectories – 

Wylie existing in a more European frame and Mitch Rose drawing upon a tradition more 

commonly associated with North America. Wylie further cautions against the assumption 

that there is any kind of “stable and firm ground from which we look” in reference to Rose’s 

image that they stand “back to back” in terms of their approaches to landscape (2010b, 146). 

For Wylie, this assumption implies the errant notion of “a stabilised sense of ‘place’, ‘location’ 

and ‘perspective’” (2010b, 146; emphasis original). Perhaps most significantly, Wylie makes 

explicit his shift from working theoretically at a nexus of the phenomenology of Heidegger 

and Merleau-Ponty to the post-phenomenological work of Derrida, Nancy and Levinas 

(2010b, 145). Along with Rose, Wylie cites work by Paul Harrison (2007a, 2007b) as an 

influence on their position as well. Rose describes Harrison’s work as indicative of the 
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common approach that he and Wylie share (2010a, 142). 

 In slightly later work (2012), having established the centrality of presence and dreams 

of presence to landscape, Rose addresses the issue of dwelling. He departs from Ingold’s 

(1993) work on dwelling, pointing out that for Ingold dwelling precedes building, whereas 

for Rose, building precedes dwelling. By engaging the work of Heidegger (more extensively 

than Ingold does, but that was never Ingold’s aim (2011, 10)), Rose argues that, in the face of 

an ever-changing, unfolding world, humans never really have something they can call their 

own, for it is ever slipping away. Thus, dwelling becomes an event: a process of marking 

and claiming whereby humans create (build) a world to call their own. In this, Rose takes 

Dasein as a response to what is presented to it by the world, a response in which humans 

deploy manufactured objects to appropriate and make something of what Dasein has 

received from the world. The result, of course, is building.  

 At this point in his argument, Rose distinguishes again a difference between this 

approach and Ingold’s. Rose adds what he feels is lacking in Ingold’s approach in which he 

outlines Ingold’s concept of taskscape where “the relations inherent in dwelling are put to 

task” (emphasis original), but this leaves landscape as exhibiting the immanent, what is 

“pre-established” (2012, 759). What is missing then, in Rose’s view, is the element that is 

unique to human beings – that of perspective. 

 

The building of a landscape is not only the unfolding of an immanent topology; it is also its 

spacing before mortal eyes. Landscape is not simply imminent to our situation, it is also 

something that is marked out—that is, apportioned and set apart. (2012, 759) 

 

That which is demarcated, then, is made to be visible with perspective, from a distance. The 

nature of the building that takes place is to enable it to be seen by humans from a distance. 

Dwelling as building consists not only of the building of a world in which humans are 

already inhabitants, but a particular way of building. Says Rose, ‘[d]welling, as building, is 

(in short) to mark and claim’ (2012, 759). 

 As I highlighted beginning this discussion, Wylie’s and Rose’s work, and their 
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dialogue, were pivotal for me in opening up the way to materially anchored explorations of 

landscape. In this section I have identified contributions in human and cultural geography 

that bring to landscape studies a concern for, and attention to, landscape’s facticity, that it 

consists of entities that interact to produce landscape. Whilst bringing to light the breadth of 

approaches to landscape and some possible definitions, the emphasis on material actuality 

also builds the case, I contend, for why landscape matters at all. It matters because it is 

something that exceeds picture frames, oil painting, glossy postcards and the Claude Glass, 

landscape is about, and is, the objects that constitute it, including humans.  

 

Archival emphases in film and geography 

Both film studies and human and cultural geography have seen emphases that concern the 

use and study of archival materials. On the part of film studies, this includes but extends 

beyond the volumes on different kinds of useful film that I described above such as the 

project Colonial Film: Moving Images of the British Empire1 headed by Colin McCabe and Lee 

Grieveson and the resulting two edited volumes, Empire and Film (2011a) and Film and the 

End of Empire (2011b).  The World in a Cube (see Christie et. al. 2017) project was based upon 

the serendipitous re-discovery of Tate & Lyle’s film collection. Part of the criteria of the 

funding received for this project was that it should “demonstrate the potential ‘use value’ of 

such a collection to a variety of audiences” (Christie et. al. 2017, 46). The project’s mixed 

methods approach also invited creative responses from aspiring filmmakers: what new film 

objects might they make from these archival materials, shedding new light, opening new 

connections to other histories, communities and media? Another aspect that places emphasis 

upon archival films’ (re-)usefulness. Orgeron, Orgeron and Streible (2012) edited, moreover, 

a volume that studies instructional film which emphasises not just the diversity of 

instructional films and their contexts, but the instructional nature of many useful films. They 

also neatly encapsulate the range of terms that are used for the kinds of film to which I have 

already referred: “educational, instructional, informational, practical, useful, pedagogical, 

 
1 See http://www.colonialfilm.org.uk/home. 
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nontheatrical or nonfiction” (2012, 3, emphasis original). Ken Smith (1999) surveys, more 

specifically, films that were shown to young people in US schools, directing them towards 

sober living and scruples deemed wholesome. I owe a debt to this body of work as one of 

the drivers behind this research project even if it does not sit directly alongside them in a 

film-historical mode. This literature often highlights that useful films may reside in some 

kind of archive, whether public or private, and that pattern guided the research path I 

undertook in arriving at the film corpus that I work with. So, in addition to the inspiration 

for the research project, the thesis also has the kinds of film in question that set it in relation 

to this literature. 

 Geographers have, similarly, been exploring archives, often in new and creative ways. 

Sarah Mills (2013) reviews, for example, the different approaches to archives undertaken in 

cultural and historical geography where, “in recent years ‘the archive’ has been variously re-

defined, its material re-imagined and its inhabitants resurrected” (2013, 701). Mills sees these 

approaches “as ‘animating’ the archive” and structures her analysis in terms of fragments, 

objects and ghosts. The article remains live to the political aspects of the archive in terms of 

who creates archives, the versions of the past archives tell, and how much researchers can 

conclude from fragments of archival objects. To animate the archive, it could comprise 

handling or using objects, travelling to specific sites, or undertaking a specific activity 

described by or related to an object. Jamie Lorimer and Sarah Whatmore take such an 

approach as they study the work of nineteenth century hunter Samuel Barker and others 

who hunted elephants in Ceylon, whose family archive is housed by the Royal Geographical 

Society. They relate the archives, documents and artefacts to embodied and situated 

practice. For example, they describe an artefact, the hunter’s rifle, “Lifting, swinging and 

carrying this rifle in the present you get a sense of the physical challenges involved in 

elephant hunting — both for the huntsman and the unfortunate gun bearers. Through such 

recreations we began to learn to be affected by the rifle” (2009, 676). Their research also 

involved fieldwork in the places, situations where elephant hunts took place to appreciate 

the variables, the environments, the entities with which the hunting took place. Such 

“mimetic experiments and re-readings of the key texts in the field brought this archived 
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material to life, helping to develop a richer feeling for those past practices, which still haunt 

present landscapes, politics and ecologies” (2009, 676). Likewise, Hayden Lorimer presents 

his findings from a field course designed at once to engage the field — in this case, 

landscape, as I see it — and to archive that experience, whilst simultaneously drawing upon 

documents, photographs and personal narrative to relate to place, in situ, a “cultural 

geography in, and of, the field” (2003a, 299). This exercise narrated (recorded, archived) the 

encounters with sites, with landscape objects by the formation of a new archive and those 

encounters were embellished with an archive of memories, in various forms, of Glenmore 

Lodge and the landscape of which it is one constituent. 

 Such interest in embodied explorations with and through the archive are significant in 

that they relate to my approach to landscape. With the emphasis upon landscape in its 

material actuality, in the same way as archived objects have formed a gateway for embodied 

explorations of place and practice, so I relate the film corpus, held in two archives, as a 

means to bring attention to landscape’s constituent objects. 
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Phenomenology and Objects 

 
The phenomenology I draw upon comes mostly from Heidegger concerning equipment (or 

tools) and also of thrownness. But phenomenology in a Heideggerian frame concerns 

ontology and the status of entities and on that point I follow Graham Harman and Timothy 

Morton in their object oriented ontology — borne, at least in Harman’s case, of a post-

Heideggerian character. I use the words object and entity entirely generically and 

interchangeably to mean any definable thing. 

 Before providing some relevant background to Heidegger – his definition of, and 

approach to, phenomenology, and about thrownness and equipment – I describe, first, what 

Heidegger offers to landscape studies and how this relates to my research. With Heidegger’s 

ontological framing of phenomenology, it brings inquiry into the nature of things, an 

inquiry which takes place with specific, identifiable things. This in itself serves as a call to 

examine what landscape is and what we understand it to be. That task of examination, 

requires, in turn, attention to the particular entities of which landscape is composed. The 

questions that motivate Heidegger, at least in Being and Time (1962) speak therefore to the 

priority I have to attend to landscape’s material actuality by its constitutive objects. There is, 

moreover, the connection to dwelling I cited above concerning Tim Ingold’s 1993 essay 

wherein he analyses the forms which humans bring forth amongst landscape as they dwell. 

Ingold takes into account Heidegger’s essay “Building, Dwelling, Thinking” (2001a) and 

which I take up in Chapter 2 on dwelling.    

 Heidegger characteristically takes an etymological approach to the Greek parts of the 

word phenomenology. He defines it as “to let that which shows itself be seen from itself in 

the very way that it shows itself from itself” (1962, 58 [34]). The phenomenon is that which 

shows itself from itself, the manifest. Not an appearing of an entity per se but that which is 

prior to and attends its occurrence. As logos (as apophansis) can be understood as discourse, 

its role is to let something be seen and to be seen as something (1962, 56 [32]). This is the 

definition he provides in Being and Time where his stated aim is to explore the “meaning of 

Being in general” (1962, 31 [11]) and this must be carried out with the analytic of Dasein, 
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which is the “manner of Being” (1962, 32) that a human has. Dasein has a “special 

distinctiveness” which arises from the fact that: 

 

there is some way in which Dasein understands itself in its Being, and that to some degree it 

does so explicitly. It is peculiar to this entity that with and through its Being, this Being is 

disclosed to it. Understanding of Being is itself a definite characteristic of Dasein’s Being. 

Dasein is ontically distinctive in that it is ontological. (1962, 32)  

  

That distinctiveness, Heidegger proposes, makes human Dasein uniquely qualified to 

access, to know, other entities – to access other entities’ being. This ability of Dasein to 

transcend others, since “Being is an issue for it” (1962, 32; emphasis original), enables Dasein 

access to Being, in order to reveal that which is ordinarily hidden – Being, the ontological. 

 What Heidegger identifies as the operation of logos provides a way of considering the 

operation of film. When film records entities, then displays them, it instantiates a letting-

things-be-seen, a form of disclosure that removes entities from their hiddenness. This does 

not consist, however, of superimposing Heidegger’s analysis of logos onto the idea of visual 

apprehension of film images. Film offers, rather, a re-presentation of entities that is a 

temporalised reanimation. This filmic, temporalised reanimation makes film a tool — useful 

for those who engage in phenomenological investigation into the nature of things, a resource 

to attend “‘[t]o the things themselves’” (1962, 58 [34]). Film grants another means to the 

phenomenologist to consider entities by means of this material which can be brought to bear 

alongside other sources of, and ways of accessing, experience in time. This provides a cogent 

grounding, I argue, for this film-landscape project. 

 Heidegger speaks of “equipment” (1962, 97 [68]), the entities or tools with which 

human Dasein have “concernful dealings” (1962, 96 [68]) in the course of their daily 

interactions. Entities form part of a “totality of equipment” (1962, 97 [68]) that are “ready-to-

hand” (1962, 98 [69]), which describes how, in the normal course of events, these tools that 

humans rely on for a particular end “withdraw” (1962, 99 [69]) into the background as they 

have their place in the totality of equipment. Humans use tools “‘towards which’” and “‘for-
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which’” (1962, 114 [83]) the particular ends they have. Human attention is devoted, 

however, to “the work—that which is to be produced at the time” by means of the tool, not 

the tool itself. In a similar way, the approach to film I propose amounts, moreover, to an 

equipmental view of film, in terms of what it, as a tool, enables humans, the 

phenomenologist, me in this project, to do. Here the task concerns the for-which of film, the 

end to which humans direct it, whereby the phenomenologist deploys it as a tool to 

interrogate landscape. Such an approach places film at the centre of the thesis – my use of 

the word tool is not to abrogate film’s place in the project. Rather it strikes to the core of the 

project’s character which, by now, I hope readers will recognise contains three senses of 

use/using/usefulness: using (in this project) useful (to the investigator of things) useful film 

(those non-fiction film objects that show landscape). I extend this equipmental use also to 

landscape, for it marks out landscape the idea, the hermeneutic, as that which directs my 

exploration of landscape as material actuality. It usefully describes, furthermore, the fact 

that as something ready-to-hand by using it, landscape the idea recedes from view as I 

proceed to give attention to material entities, to return to the things themselves. 

 Then there are the notions of thrownness and dwelling of Dasein, but also the 

thrownness of the filmic apparatus. Heidegger’s thrownness (1962, 383-423 [334-372]) 

expresses that the world into which Dasein, or indeed the filmic apparatus, becomes thrown. 

A world of entities that determine one another’s existence, which has an always-already 

given state of affairs. Dasein becomes thrown into a particular state of affairs and to which 

Dasein finds itself subject. In a similar way to Dasein’s thrownness, viewers 

(phenomenologist enquirers) might gain a sense of thrownness through that of filmic 

apparatus, for it becomes subject to the state of affairs, or landscape, that it participates in. 

But film also throws viewers, formally speaking, into particular times, spaces and places, 

into a given landscape because it always must start some particular where and lead viewers 

amongst other distinct situations according to the landscape amongst which the camera is 

thrown. 

 From Heidegger’s later work comes the notion of dwelling (2001b, 143-159). As 

humans dwell they dwell with their fellow entities, they make (or build, as Heidegger 



Introduction 34 

would put it) new entities from other entities and these contribute to the ongoing formation 

of the landscape. He notes that building and dwelling have an intrinsic relationship, humans 

make things as they dwell. Heidegger’s dwelling relates specifically to Chapter 2 on human 

dwelling but also connects with thrownness which, in turn, relates to the overall trajectory 

of Chapters 2, 3 and 4. Human Dasein must dwell amongst the state of affairs they inherit 

from the givenness of what was, already. Thrownness and dwelling thus shape the 

trajectory of these chapters. Water, trees and rock – the entities at stake in Chapter 4 – play a 

fundamental, structuring role in the constitution and ongoing formation of landscape. Ways 

– Chapter 3 – also fundamentally impact how landscape forms and re-forms whether those 

primordial or anthropogenic. They have a part in determining the landscape into which 

human Dasein is thrown. These aspects of Heidegger’s thought thus underlie the project’s 

trajectory. 

 To give attention to specific entities that compose landscape, and in connection to 

Heidegger’s ontological approach, the question of the status of objects arises. My concern 

arises where humans have a privileged role in Heidegger’s scheme — they, and they alone, 

can transcend the limits of their own being in order to know, to access that of another. This 

concern stems from the object oriented ontology of Graham Harman (2002, 2005, 2007, 2010, 

2011), Timothy Morton (2013) and Levi Bryant (2014) who propose an ontological flattening, 

where, according to Harman, 

we are finally in a position to oppose the long dictatorship of human beings in philosophy. 

What emerges in its place is a ghostly cosmos in which humans, dogs, oak trees, and tobacco 

are on precisely the same footing as glass bottles, pitchforks, windmills, comets, ice cubes, 

magnets and atoms. (2002, 2) 

To reach this ontological position, Harman interprets Heidegger’s thought through the lens 

of the well-known tool analysis used to explain ready-to-hand and present-at-hand, as 

something that creates a new ontology of objects — not an analysis to describe human’s 

privileged access to objects, where they could, in Heidegger’s scheme, be released from their 

withdrawn being and brought to presence, known, revealed as the thing (in its being). 
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Harman clarifies that human  

Dasein does not really stand outside the opposition between tool and broken tool, but 

oscillates between these two poles as much as any hammer ever did. On the one hand, Dasein 

executes [vollzieht] its own existence no less than drills and bridges do; its essence is nothing 

more than to exist, to exist as a tactical reality. (2002, 134)  

The restrictive reign, Harman posits, of human Dasein ends with Heidegger’s theory of 

equipment, exposing the ontological break in all objects (2002, 46). All entities withdraw, 

then, humans included, “there are only two principles at work in the cosmos: […] tool and 

broken tool. These never exist in isolation, but compose two dimensions in every object” 

(2002, 46). Each object is therefore subject to the intersection of two realms, one of 

appearances, of present-at-hand, the ontic, where the surfaces of objects present themselves 

as such. The other is the withdrawn realm of being, of reality, the ontological, where objects, 

discreet and autonomous in their own being, execute their own existence. Objects are as 

much unknown to themselves as they are to one another – an object’s possibility, by 

definition, cannot be exhausted by another. The as-structure applies, then where one object 

encounters another “is already to encounter a ‘deficient’ mode of the system: tool as tool 

rather than tool pure and simple” (2002, 68; emphasis original). This privileged, 

transcendent human subject access to objects also relates to correlationism, “the idea 

according to which we only ever have access to the correlation between thinking and being, 

and never to either term apart from the other” (Meillassoux 2008, 5). Meillassoux debunks 

this notion, that, amongst other things, ascribes humans the place of being the only entities 

that have the capacity to realise the being of other entities. 

 What emerges from Harman’s ontology is a renewed impetus, a fresh focus on specific 

entities. I draw on this in relation to landscape, where I give attention to landscape’s 

constituent entities, their interactions and the new entities that result from those. This 

provides me with a focus that has sometimes been lacking in the both the geography and 

film literatures I mention above. But besides the renewed focus upon specific objects, Levi 

Bryant argues in his Introduction to Onto-Cartography for the renewal of materialism against 
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a contemporary materialism hollowed out by its obsession with “discursive practices” (2014, 

1). Bryant contends that, “[w]ith the ‘materialist’ turn in theory, matter somehow completely 

evaporated and we were instead left with nothing but language, culture and discursivity” 

(2014, 2). There needs to be, he contends, a recovery of the material, of the tangible, of the 

objects that have power and that structure social relations, these objects have direct political 

implications. He also reminds his readers that ideas, too, have their material imbrications, or 

to put it another way, are objects inside other objects, “thought and concepts only exist in 

brains, on paper, and in computer data banks, and that ideas can only be transmitted 

through physical media such a fiber optic cables, smoke signals, oxygen-rich atmospheres, 

and so on” (2014, 6) — and indeed the result of the interaction of photons with emulsion to 

record and mine a moment of time, not to overlook a Bazinian (Bazin 1967-1971) realist 

position. 

 I want also to highlight, however, as I cited above, the work of Bruno Latour. His work 

which has become known amongst that of other contributors, to the field of actor network 

theory. Whilst he has addressed the field of sociology, proposing a new sociology, a 

“sociology of associations” (2005, 9), he articulates an approach which has relevance well 

beyond that discreet field. He argues that objects, all things, act on others to various effects 

in the course of any given action that changes a particular state of affairs. This proposal 

comes in the wake of traditional sociology (the “they” in the quotation that follows) that has 

neglected to account for manifold actors that are at work, in play, in human activity that 

produces particular social arrangements.  

 

They begin with society or other social aggregates, whereas one should end with them. They 

believed the social to be made essentially of social ties, whereas associations are made of ties 

which are themselves non-social. 

[…] 

They believed the social to be always already there at their disposal, whereas the social is not 

a type of thing either visible or to be postulated. It is visible only by the traces it leaves (under 

trials) when a new association is being produced between elements which themselves are in 

no way ‘social’. They insisted that we were already held by the force of some society when 
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our political future resides in the task of deciding what binds us all together. In brief, the 

second school claims to resume the work of connection and collection that was abruptly 

interrupted by the first. (Latour 2005, 8; emphasis original) 

 

Here Latour details his “second school” approach that gives attention to all the interactions, 

the associations between objects, not just those between humans or those initiated by them. 

A focus upon the social, either as a realm to invoke or as ineluctable social forces that act 

upon humans, has obscured an analysis of those entities whose associations can be traced, 

the traces in which the social is to be found. The tendency for humans to privilege human 

concerns and actions more generally relates back to landscape, in that humans very often 

treat landscape as the inert backdrop for human action. Latour highlights then, that, 

 

Social action is not only taken over by aliens, it is also shifted or delegated to different types 

of actors which are able to transport the action further through other modes of action, other 

types of forces altogether. At first, bringing objects back into the normal course of action 

should appear innocuous enough. After all, there is hardly any doubt that kettles ‘boil’ water, 

knifes ‘cut’ meat, baskets ‘hold’ provisions, hammers ‘hit’ nails on the head, rails ‘keep’ kids 

from falling, locks ‘close’ rooms against uninvited visitors, soap ‘takes’ the dirt away, 

schedules ‘list’ class sessions, price tags ‘help’ people calculating, and so on. Are those verbs 

not designating actions? How could the introduction of those humble, mundane, and 

ubiquitous activities bring any news to any social scientist? (Latour 2005, 70) 

  

With this declaration, Latour acknowledges how seemingly non-social objects can and do 

act. All entities act, participate and change courses of action, play into the paths of events 

that decide particular states of affairs. He explicitly proposes the inclusion, study and 

significance of all objects, not only “limited a priori to what ‘intentional’, ‘meaningful’ 

humans do” (Latour 2005, 71). From here, the goal becomes to start the right way around, 

tracing the associations that arise between objects, their actions, as a course of events 

unfolds. This alternative perspective comes from a quite different direction from object-

oriented ontology, then, but stresses too, clearly and cogently, that there is no good reason at 
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all not to consider, not to include all objects connected with particular courses of action and 

states of affairs.  

 The notable implication that arises, however, is that Latour essentially posits a kind of 

relational ontology of objects, where we can trace the networks of associations, of effects 

present in actions and courses of events. Objects, whatever they are, including humans, are 

always considered in terms of their associations with others. This contrasts with Harman’s 

object-oriented approach of where objects are autonomous, they cannot relate in the way 

Latour outlines, given objects’ unknowability. Only glancing, superficial interactions are 

possible, at best. Nevertheless, both approaches have informed my position on the authority, 

centrality and parity of objects, including humans, and I take that forward in relation to 

landscape, further, of course, to the phenomenological and post-phenomenological work 

already completed in landscape studies. If this project was a philosophy thesis, however, 

that I mention the influence of both Harman and Latour would be somewhat problematic. 

They offer differing, conflicting views on objects and that would be a philosophical 

challenge to reconcile, if anyone set out to do just that. Whilst I draw, sometimes heavily, on 

object-oriented ontology, there is certainly nothing philosophically pure in my application 

thereof, which ebbs and flows, where my chief goal is a consideration of landscape that 

includes objects and materials, on the basis of their sharing an ontological parity. This is also 

directly reflected, too, in the thesis title in which I deliberately omit framing the thesis as, for 

example, “an object-oriented ontology of landscape through film”. Readers will find that 

there are analyses and arguments I make that do not adhere to, for example, an aspect of  

Harman’s object-oriented scheme, where I might over- or under-mine, or, where I invoke 

Deleuze (2007) to talk about the movement-image or Deleuze and Guattari (2013) to raise the 

possibility of haecceity. 

 

 

Landscape 

 

As I mentioned in the Preface, my project takes up landscape as its primary research object. 
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Having now situated the project in relation to the relevant literature and those sources that 

describe my emphasis upon entities, I proceed to summarise how I therefore conceive of 

landscape. Following that task, I shall address the theme of power and its relation to 

landscape, for, whilst it is not a theme of this thesis per se, it is a factor that further 

contextualises conceptions of landscape that have arisen over time. 

 

 
 
Defining Landscape 

Landscape connotes a plurality of ideas, meanings and definitions that differ by audience 

and context. It exists, first, as a human notion, where it is used to understand and describe 

environments; to account for the interactions that happen between environments’ 

constitutive entities. I propose, moreover, that this includes humans’ interactions with any 

landscape entity, but I do not place any limitation, of course, on the countless interactions 

without human involvement or witness. In other words, landscape objects and their 

interactions exist independently of humans. Materials’ and entities’ actuality, their being, 

form the heart of my approach to landscape as I seek to a take a less anthropocentric 

approach to that of more traditional understandings of landscape. My position recalls 

anthropogeny’s relative youth amongst countless, more established entities. Landscape 

encompasses rivers, trees, tarmac, cliffs, cows, fences, bridges, hay bales, traffic lights, 

bricks, iron ore, Sergelstorg in Stockholm, Muckle Flugga lighthouse in Shetland, the British 

Library, train tracks, grasshoppers, waves crashing ashore and humans, together, as 

landscape entities. These fellow landscape participants imbricate together to produce 

landscape. 

 My view of landscape combines a range of emphases from the phenomenological and 

post-phenomenological geography literature I have highlighted and the approaches to 

objects I have discussed in this section. I draw from approaches in geography that have dealt 

with landscape’s actuality, material encounters and processes. Jessica Dubow sums up these 

approaches to landscape in more-than-representational terms, saying: 
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It’s not just about an optical sight or symbolic mediation, but about all those more hidden 

sensory and affective processes that allow a view to “come into being” […] all those 

embodied practices which, prior to representation, allow for its realisation. (DeLue and Elkins 

2008, 104) 

 

Dubow alludes to the question of subject-world relation that phenomenology takes up but 

also articulates the concern with material encounters between entities from which landscape 

arises and comes into view. This non-representational or more-than-representational view 

remains concerned with the investigation of that same subject-world relation and therein 

shares the concerns common also to phenomenology, at least its existential branch (Husserl, 

Heidegger and Merlau-Ponty, onwards). 

 A question arises, however, if landscape exists as a human notion, it could well carry 

anthropocentric concerns. I propose, however, that humans do not necessarily privilege and 

prioritise themselves over other entities by speaking of humans being human. So long as 

humans remain as such, it is the only condition from which they can address any other 

thing. The approaches of geographers also acknowledge this tension, insofar as it always 

will involve the limits of human capacity interacting with the other entities that materially 

constitute landscape. But Latour and Harman also balance, each in their own way as I 

summarised, the anthropocentric concern that my assertion of landscape as a human notion 

raises, in their emphases upon entities and their possibility to be considered in their own 

right. 

 There are also the expressions “a landscape” and “the landscape”. I use the indefinite 

article mostly to refer to a specific instance of the landscape, whether actual or exemplary. A 

particular landscape instance means, therefore, a part of the (otherwise unbroken, 

continuous) outdoor environment – this in itself is the kind of limitation I mentioned above, 

humans have but their own limited position from which to address everything else, and, 

therefore, cannot encapsulate landscape all at once in order to study it well, so specific 

moments are required for that. When I (or anyone else, for that matter, in this scheme) 

invokes landscape, I give attention to what unfolds there, to explore the constituent entities’ 
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effects, interactions and materials. ”A landscape” draws attention to its participating, 

constituent entities and the forms, configurations and places these produce. ”The landscape” 

refers to the same thing but allows me to speak in general terms of landscape as a material 

actuality and a notion. To approach landscape this way acknowledges, furthermore, that 

although only humans care about this notion and naming, they too, constitute it like any 

other object. 

 So landscape comprises notion, a naming and, finally, an identification (or 

recognition). When humans invoke landscape they not only name a collection of imbricated 

entities but signal a concern with what happens. It marks an inquisitive intent of human 

landscape participants to identify entities’ activities and the new entities those activities 

create. This mode applies on at least two possible occasions: when humans analyse their 

fellow landscape entities and processes whilst they co-constitute the landscape; and when 

they explore documented landscape(s) after its constitution has passed. Humans document 

landscape in the very same moment they belong to it as a co-constituent entity whether they 

write, speak, paint, memorise, photograph or film. 

 

 

Landscape and power 

Power and power relations are concomitant with different ideas and understandings of 

landscape. As such, any consideration of landscape should acknowledge the power relations 

that play out as part of it and that to some extent may also define it. It must be addressed to 

fairly represent the complexity of landscape, even though this thesis does not consider the 

matter of landscape and power as a primary theme in itself. I begin from a cultural studies 

perspective, including cultural geographers such as Cosgrove and Daniels whose work I 

mentioned earlier, as well as John Berger (2008) and Raymond Williams (2016). For my 

purposes here, however, feminist geographer Gillian Rose (1993) provides a way in to those 

perspectives. 

Rose addresses the work of new cultural geographers, such as Cosgrove and Daniels, 

on landscape relating it to perspectives on landscape painting, such as those of John Berger. 
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In terms of landscape and the power relations at stake, the new cultural geographers 

highlighted with a neo-Marxist critique that land ownership and the concomitant questions 

of class and wealth were notably part of the cultural landscape. Rose adds to this approach 

by pointing out a significant conceit not articulated by the figure of the white male 

geographer, nor by influential critics such as John Berger.  

The analysis first of all draws attention to the emphasis on the visual perception of 

landscape and understanding it in those terms. Rose proceeds to remind readers that “the 

visual is central to claims to geographical knowledge” and further contends that “[s]eeing 

and knowing are often conflated” (1993, 95). With this form of geographic knowing in view, 

Rose recounts that some cultural geographers understand it as a “sophisticated ideological 

device that enacts systematic erasures” (1993, 95) — not only a means to study objects and 

their interactions. Moreover, those doing the looking, the one takes up this geographic gaze, 

is implicated such that a “specific way of looking” (1993, 95) is at stake. Rose’s treatment of 

the cultural geography approach summarises that landscape becomes “gaze which itself 

helps to make sense of a particular relationship between society and land”(1993, 96). In this 

scheme, “landscape is a way of seeing which we learn” wherein “the gaze of the fieldworker 

is part of the problematic” (1993, 96). This problematic means that the look, the visual, is not 

value-free or a neutral posture for observation for the fieldworkers that take it up. It is a look 

that re-enforces power relations rather than one which brings them to light in the course of 

the fieldworker’s analysis. 

Rose’s analysis that proceeds from omissions made by the new cultural geographers 

also applies as much to the landscape and power aspect here. “Questions of gender and 

sexuality have not been raised by this newer work” (1993, 96), says Rose. Cosgrove 

establishes an important critique of landscape as a visual ideology, Rose notes, a way of 

seeing that encodes social hierarchies of class and land ownership. Rose also points out how 

Berger’s analysis of Thomas Gainsborough’s Mr and Mrs Andrews emphasises how the 

painting speaks of land ownership.  

 

The absence in the painting’s content of the people who work the fields, and the absence in its 
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form of the signs of its production by an artist working for a fee on a commission, can be used 

to support Cosgrove’s claim that landscape painting is a form of visual ideology: it denies the 

social relations of waged labour under capitalism. (1993, 100)  

 

Of Gainsborough’s painting, however, Rose suggests that the painting is not such a 

straightforward story of land ownership and class. Only one party – Mr Andrews – Rose 

recalls, was the landowner, making Mrs Andrews an accessory to her husband, another 

possession as an extra element of the Nature on display. But Rose also argues that there is a 

pleasure in looking when it comes to landscape, one that “is for straight men’s eyes only” 

(1993, 106). This arises as women and Nature are conflated together and “Nature and 

Woman are represented through masculinist fantasies, and that makes looking pleasurable” 

(1993, 106). Whilst cultural geographers such as Daniels (1989) did consider pleasure in 

landscape images, Rose argues that there’s nevertheless a consistent denial by cultural 

geographers to “address the pleasure which marks this cultural geography as masculinist” 

(1993, 107). 

To bring this back to landscape and power, then, at the same time as the new cultural 

geography offered a critique of power in terms of class and ownership of land, there was a 

more complex set of power relations at stake in the course of their analysis. The gaze 

occupied by male geographers draws on a background that conflates woman and nature – a 

patriarchal manoeuvre that objectifies woman as something for visual apprehension as well 

as robbing them of their human agency, just as with Mrs Andrews in Gainsborough’s 

painting. That gaze is peculiar to male geographers – a masculinist gaze that takes pleasure 

in looking given its objectifying, sexualised operations from the conflation of the feminine 

and landscape. 

To now come to Daniels and Cosgrove, further to the summary provided from Rose’s 

work already. In The Iconography of Landscape, Daniels and Cosgrove (1988) outline a textual 

approach to landscape, where, without the representation of the environment, of a particular 

material actuality, there is no landscape to speak of. For “landscape”, they contend, “is a 

cultural image, a pictorial way of representing, structuring or symbolising surroundings” 
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(1988, 1). It is not immaterial, but rather its materiality is representation of one kind or 

another, “in paint on canvas, in writing on paper, in earth, stone, water and vegetation on 

the ground” (1988, 1). For Daniels and Cosgrove, landscape is an economy of representation, 

one in which “every study of a landscape further transforms its meaning, depositing yet 

another layer of cultural representation” (1988, 1). This symbolic, textual approach to 

landscape as something to be read enables the critique of power relationships inherent 

within its representation. 

On that critique, and most pertinent to the topic of landscape and power is the sense in 

which Social Formation and Symbolic Landscape (Cosgrove 1998) identifies landscape as “a 

common way of appropriating the world through the objectivity accorded to the faculty of 

sight” (1998, 9). I selected that quotation since appropriation is one through line with which 

to understand the case that Cosgrove makes. Landscape captures the appropriation, a frame 

in which to understand land as a resource to be exploited. Cosgrove relates the period of 

fifteenth to nineteenth centuries to a transition from feudal, agrarian structures to capitalist 

structures in which ownership and uses of land also changed. The land appropriated via 

landscape was something that someone would take up a view upon. This viewer might be a 

landowner who owns a means of production and appropriates the land for the extraction of 

value, where wealth is created for the landowner by others. Landscape as a framed, 

delineated packet of land, could show how land operated as a form of capital – something to 

be appropriated in terms of its exchange value, to be bought and sold. These socio-economic 

relations, Cosgrove argues, are traceable in European landscape painting in the same period. 

The illusion of detachment, of an objective bystander that representation of landscape 

provides, converges with those who owned land, who extracted value from it, or had the 

means to interpret it as scenery in their touristic curiosity. This is a gaze, then, characterised 

by a sense of mastery, control and aesthetic enjoyment and is itself enabled by the 

representation of landscape. The gaze thereby exemplified and re-enforced the power 

relations at stake for those in power – landowners, corporations and the wealthy. Landscape 

is not exempt from the power relations that it exemplified and helped to re-enforce in and 

through its representation. Rather, landscape during this transition period was borne of 
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those socio-economic power relationships of land, ownership and capital. 

Raymond Williams also touched upon land ownership and class. In his work Town and 

Country (2016), Williams reviews English literature from a similar analytical perspective as 

that of Cosgrove. The power relations at stake with humans and land recur regularly: 

ownership of land; land use; commercial interest; planning; the contrasts of rural and urban 

environments. All of these topics have to do with land and thereby landscape. When 

Williams directly addresses landscape in the chapter “Pleasing Prospects” (2016, 172-182), it 

is analysed in terms of a particular English ideal. As such, his rendition of the thing he calls 

landscape is culturally specific but relates to the power of landowners. Williams attributes 

the notion of landscape in the English imagination to have been influenced by Dutch 

landscape painters. Landscapes were something manufactured by landed gentry – those 

who owned estates for views that were consumed from certain vantage points. Such views, 

whilst aspiring to realise idyllic landscapes depicted in painting, at the same time 

deliberately occluded the productive, agricultural land and its workers. In the specifically 

English case that Williams’ describes, the power that comes from land ownership and class 

are interwoven with landscape. Moreover, power relations also present themselves 

elsewhere in his account. In recounting his experience of the relationship between country 

and city (2016, 1–11) – both of which are factors in landscape – he notes that, for example, 

 

[the road where he lives], too, is different now, but whenever I consider the relations between 

country and city, and between birth and learning, I find this history active and continuous: 

the relations are not only of ideas and experiences, but of rent and interest, of situation and 

power; a wider system. (2016, 10) 

 

Profit, ownership, growth, location and indeed power – that wider system with which ideas 

of landscape, too, have an intractable connection. 

To Rose, Daniels and Cosgrove, and Williams I also add John Berger’s criticism – on 

class and gender in landscape art. John Berger critiques the accounts, and the attitudes that 

have produced those accounts, of the history of art in the West. Berger draws attention to oil 
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painting and its role in shaping the post sixteenth century discourse on Western art in 

general. The contention is that “every image embodies a way of seeing”, and that viewers’ 

“perception or appreciation of an image depends also upon [. . .] [their] own way of seeing” 

(2008, 10). In terms of power, it means that images have a role in setting up humans’ relation 

to others and the things around them, which would of course include understandings and 

perceptions of land. 

Added to the possible the influence of which images are capable are the accounts that 

grow around them. Berger addresses the way in which modern means of reproduction 

undermined the authority of the original artwork, especially painting. Critics and historians 

create “mystification” whereby they engaged in a “process of explaining away what might 

otherwise be evident” (2008, 15-16) in art, especially painting, in preference for narratives 

that continued to serve an elite, ruling class. This tendency, he says, is “the esoteric approach 

of a few specialized experts who are the clerks of the nostalgia of a ruling class in decline” 

(2008, 32). Along with that,  

 

[o]il painting celebrated a new kind of wealth — which was dynamic and which found its 

only sanction in the supreme buying power of money. Thus painting itself had to be able to 

demonstrate the desirability of what money could buy. And the visual desirability of what 

can be bought lies in its tangibility, in how it will reward the touch, the hand, of the owner. 

(90, 2008) 

 

Berger posits that oil painting became implicated in the system of wealth, status and 

accumulation. As oil paintings became symbols of wealth, so they became items for 

accumulation, which in turn characterised the subjects depicted by the medium. In this 

sense landscape and its representation is implicated with this system – land as something to 

be owned, to be traded, to signify wealth and to control its use. 

 

The point being made is that, among the pleasures their portrait gave to Mr and Mrs 

Andrews, was the pleasure of seeing themselves depicted as landowners and this pleasure 

was enhanced buy the ability of oil paint to render their land all its substantiality. (108, 
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2008) 

 

Berger’s discussion of the Gainborough’s Mr and Mrs Andrews exemplifies how land and 

landscape are implicated in that system of wealth, property, and accumulation. It is not only 

that, as Berger emphasises, the Andrews’ pleasure seeing themselves depicted as 

landowners, or oil painting’s vitality in representation. This painting serves as an example of 

just that system in action where the thing depicted, owning land, was made desirable. 

Landscape is made the subject – depiction of wealth, status, and power, as well as the thing 

itself to be acquired (land) – and the object, where a landscape painting is the product to be 

acquired that was to convey desirability of acquisition.  

 

Power and institutions 

Before I proceed with a description of the research process, there is a link between power 

and the institutions where the films in the corpus were housed. Of the different senses of 

power that might be considered, I am not so much concerned here about the curation of the 

archives or their artefacts so much as the power of the institutions themselves. 

The two archives exist under the auspices of national library collections as the 

following section elaborates. There are a number of variables that come to mind with the 

mention of so-called national institutions. Such entailments might include that: these 

institutions have a connection to representing nation-states; they are state institutions, 

subject to political and public policy goals; if they are of the nation, perhaps they articulate 

something about the nation’s story; they are financed by the public purse; they are state 

institutions, part of a complicated set of other state actors. Even by considering a few 

possibilities, it becomes clear that the film archives, from which I derived the film corpus for 

the thesis are in the custody of unique actors. Actors with power, entrusted with 

custodianship of a national story, of a nation’s memory – who decides what story is told; 

what political priorities decide what materials are collected and preserved; how does the 

funding affect acquisition of materials, their curation and accessibility; how does being 

subject to policies of successive governments affect the ability of such institutions to serve 
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their given purposes? 

Questions of power appear therefore around the institutions that serve as custodians 

for the films in question in this project. Whilst the archival film collections nor the films 

included in the corpus are not about special topics, including landscape per se, the motives 

for their acquisition and the collections’ future stewardship hang on questions of power. 
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Framing the corpus 

The corpus itself consists of around 300 non-fiction films drawn from two archives. The 

Moving Image Archive resides in Glasgow under the auspices of the National Library of 

Scotland (NLS). The archive started out as the Scottish Film Archive and became the Scottish 

Screen Archive from 1997. The NLS took over the collection in 2007 and rebranded the 

archive as the National Library of Scotland Moving Image Archive. The Grängesberg 

collection of films resides within the broader media archive managed by the National 

Library of Sweden.2 The films consist of company films, private home films, promotional 

films, educational films and government funded information films. Most of these have a 

duration of less than feature length and did not receive theatrical distribution. 

 The two archives have a fairly general remit. The Grängesberg collection of films has 

grown for the purpose of preserving a filmic record of life in Sweden. This remit means that 

the collection features many different kinds of film acquired from a plethora of sources. The 

Moving Image Archive similarly exists to preserve and promote a moving image record of 

Scotland and people that live there. Most of the archives’ acquisitions come by donation 

from individuals and organisations. 

 I decided whether the films became part of the corpus by using a set of criteria.  These 

criteria arose out of my engagement with the various literature I have discussed so far, and 

with a view to explore, to rule more things in than out. I defined and then applied these 

criteria to guide my database searches in both archives. These requirements allowed me to 

derive the corpus and also, on a very practical note, to critically sift through thousands of 

records. I applied the following criteria to films from the period 1930-1950 approximately, 

the time period that the project’s original context drew upon, as discussed in the Preface. 

The criteria I defined and used are: 

• Does the majority of the footage take place outside (human interiors)? 

 
2 https://smdb.kb.se/smdb/om-smdb/ 
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• If not, does the outdoor footage have particular significance or a specific point of 

interest? 

• Does the film have any other significant factors (subject matter, sponsorship, 

historical events, particular locations) that merit attention? 

• Does the film exclusively (or in its majority) feature Scotland or Sweden? The 

footage should exclusively feature these actual locations at the moment of pro-filmic 

capture. 

• How does the record describe the film’s formal aspects? Does it contain any 

details that would rule the film out? A film composed, for example, mostly of close-

ups of a labourer’s hands because the film describes a manufacturing process falls out 

of scope.  

 

These criteria have various corollaries:  

• All of the senses of landscape I include in my approach concern outdoor spaces 

and entities that exist outdoors. I do bend this somewhat as I also examine films that 

record underground mining activities in Chapter 4, which deals with materials and 

the foundations of landscape. Human interiors, of course, lie out of scope partly 

because it limits the scope of the films and footage in question and also the fact that 

this would be a drastic departure from the literature and understandings of landscape 

that prevail, besides the fact that it falls outside the project’s scope. 

• Only two requirements make a film Scottish or Swedish, bearing in mind, again, 

that this was significant by way of the original project design and indeed provides its 

own indicative insight into that. The film should reside in a Scottish or Swedish film 

archive and have footage exclusively or in the majority of either country.  

• No requirement exists for: funding sources; the nationality of filmmakers; or any 
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stated objectives by sponsors, producers or filmmakers. 

• These criteria would rule out, for example, an amateur film that featured a 

Swedish family holiday to Norway and entirely shot there, or a Scottish film about the 

supply of raw materials for industry from Empire colonies shot on location in those 

various countries. It is true that this effect appears somewhat arbitrary, but at the 

same time, parameters must sometimes be so, due to their nature to include or 

exclude. 

 I wish to emphasise, moreover, that I applied these criteria at the stage of sifting 

through the respective archives’ database records. These constitute an instrument that 

determined the films that I then identified. Appendix A presents a graded classification – a 

traffic light system of red for less relevant, amber for somewhat relevant and green for most 

relevant – of the films themselves that indicates my decision about each film’s relevance, 

taking into account the emergent themes and the goal of exploring landscape’s entities and 

their interactions. 

 Having outlined the steps as to how the films were selected, I now turn to how I 

accessed and viewed the films. The first aspect relates to the kinds of available media with 

which to watch the films – none of the films I viewed were on film. There was a combination 

of media made available to researchers in digital formats and VHS. In the case of each 

archive, I attended in person for several weeks between Glasgow and Stockholm, where 

items for viewing had to be ordered in advance. 

 In the case of the Scottish Screen Archive (as it was known at the time), it was located 

on an industrial estate – which made for a stark contrast during lunch breaks in the July sun. 

This made viewing films in a small, windowless room with carpet tiles that had seen better 

days all the more concentrated. In Stockholm, the national library - Kungliga Biblioteket - is 

based in the central part of the city. Films requested for viewing from the archive were 

digitised - if not already available digitally - and made available for viewing in a media lab 

at the library. The media lab was located in an annex that extended from the rear of the 
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original library, that was formed of underground levels. It was at the lowest of these levels, 

accessible via a long staircase, that lead to where the workstations designated for viewing 

films were located. 

 Working with films was a process of initially watching each item – whether a 

recognisably edited film or unedited footage – either at regular speed, or one and half times 

regular speed in the case of films with a longer duration. Some items in the Scottish archive 

were provided in VHS format. Besides going back to films that prompted particular interest, 

the ability to watch again at will was instrumental in exploring the corpus according with 

the criteria I had previously defined in mind, to see how different objects, locations and 

interactions unfolded. Both in the Swedish and Scottish case, that parts of the collections 

were already digitised or available locally enabled making dynamic connections between 

films much easier and served as another way to spontaneously explore films that were not 

on my initial lists. For example, there were instances where a film was part of a series that 

was not apparent until during my time at the archive, or, there were other connections 

worth exploring like more films from the same family collection or by the same director. 

 Whilst I described above the factors that guided the selection of films that compose the 

corpus and those that I, in turn, highlight as examples for discussion in the thesis, there was 

another practical limitation concerning the films’ availability. The selection of examples was 

limited to those that could be accessed online or lent, to allow time for further study, 

reflection and reference. Having the ability to refer to the examples, however, was also 

necessary not only for reference to those films in themselves. These examples also 

functioned as an important aid for me in the writing process, both in considering the kinds 

of objects and their interactions but also in how they, as examples, represented other films 

more broadly in the corpus. 

 The films fall into the second of the two instances I described above in the Landscape 

section with regards to the exploration of documented landscapes, where the human 

operator along with camera and filmstrip, create documents of the landscape that they 
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participated in as co-constituents with other entities. Even though photographs and film can 

share the same status as records of landscape as, say, writing and painting, they differ 

considerably in terms of medium specificity (Barthes 2000; Panofsky 1974; Bazin and Gray 

1960). Photographs and film result from a mechanical reproduction compared to the human 

gestures that compose a painting, for example. But photography offers a still image and film 

offers the illusion of movement and possibility of reanimation. Photography can also 

provide a series of instants somewhat similar to film, but these do not present movement or 

offer reanimation in the same way. 

 The corpus allows landscape exploration through a medium that temporalises and 

reanimates the landscape as it unfolded with the camera and its human operator. We have a 

record of landscape that not only brings us an animate, re-presentation of a landscape, but 

one that the camera also constituted at the same time as recording it. This record becomes, 

then, more than a record of the landscape and those specific moments of its constitution. The 

film provides a record of the camera’s participation as a landscape constituent in those 

moments. This record verifies, therefore, the camera’s presence there and the camera’s 

imbrication with the other entities it captures. With these dynamics film exceeds, therefore, 

just a record of landscape. Film presents landscape re-animated and temporalised, that in 

which the camera participated, and thereby viewers encounter the moments that gave rise to 

the production of this landscape object, the film itself, even though film cannot mediate the 

very same encounter to viewers. The entities amongst which the camera was thrown and the 

camera’s imbrication with them, their encounters, become accessible replayed as landscape 

continues in its formation, in motion – its only real state. 

 Film offers, moreover, a form of deixis. Viewers only ever have a framed, pro-filmic 

cut-out of actuality re-presented to them. When the camera captures any given collection of 

entities, it constitutes a pointing gesture that directs viewers’ attention to those entities. 

Placing film in a phenomenological perspective, the very act of filming directs us back “‘[t]o 

the things themselves’” (1962, 58 [34]); Husserl’s exhortation that Heidegger then takes up in 

Being and Time inheres in the medium’s practice. The attention that film thus provides for 
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specific objects, complements the project’s focus upon landscape’s constituents, their 

interactions and the new entities they produce. 

 The first collection of literature that gave rise to the project relates to non-fiction and 

non-theatrical film that, as I mentioned in the Preface, provided the inspiration for the 

project in the first instance. Whilst the corpus of films would largely fall under non-fiction 

film, that is not always true in the case of, say, public information films or instructional films 

that deploy a fictional narrative for the purpose of communicating a particular message. In 

fact, as far as classifications go, the kinds of film in question vary in their genre and scope. 

But they do include films made for a specific purpose, particularly where businesses, 

organisations or public institutions sponsored films to address specific audiences or achieve 

particular goals related to their operations. These also have varying modes of distribution 

and exhibition, and, with regards the latter aspect, not all necessarily have non-theatrical 

exhibition contexts. One aspect all the films share, however, is that these have remained 

relatively understudied within the academy and that they often reside in collections or 

archives, whether official and named as such, or a forgotten, uncatalogued collection in a 

company basement. Due to the slippery nature of defining the films in question and the 

sense in which the corpus does not conform to a particular set of genres, I draw upon the 

works Useful Film (Acland and Wasson 2011) and Films that Work (Vonderau and Hediger 

2009). Acland and Wasson’s term “useful cinema” much better represents the kinds of film 

and scholarship that inspired the project than specifically non-fiction or non-theatrical, per 

se. As they state: 

We offer useful cinema as a provocative paradigm that is meant to be neither theoretically 

nor ideologically unidimensional. The concept of the useful frames a dispersed body of texts, 

contexts, and practices. It overlaps with, but is not equivalent to, similar terms such as 

“functional film,” “education film,” “non-fiction film,” and “non-theatrical film.” […] The 

concept of useful cinema does not so much name a mode of production, a genre, or an 

exhibition venue as it identifies a disposition, an outlook, and an approach toward a medium 

on the part of institutions and institutional agents. (Acland and Wasson 2011, locations 57-60) 
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Not only do Films that Work and Useful Cinema demonstrate the scale of the myriad film 

resources housed by institutions and organisations, public and private, they bring to light 

the variety of work and thereby a dormant potential for film studies and beyond. This 

potential includes studying the social, economic, cultural and national significance of such 

work, as well as the film objects themselves in their formal aspects and the questions 

connected with their production, distribution and exhibition – if, indeed, those categories 

remain pertinent for such films. Claire Thomson (2016) comments, for example, following 

her study of just these kinds of films, produced by Dansk Kulturfilm during the period 1932 

to the mid-1960s, that: “in ways that we yet barely apprehend, Dansk Kulturfilm served, 

mediated, and shaped Danish society, framed Denmark’s image abroad, and transformed 

filmmakers’ careers. This is ‘useful’ cinema indeed, and deserves a place in the film history it 

helped to weave” (2016, 93). 

 Hediger and Vonderau (2009, 10-11) highlight alternative possibilities for cinema 

studies in respect of industrial film, suggesting that not only does the nature of the film 

materials — at least as far as industrial film is concerned — require new approaches beyond 

auteur-based analysis, but that the such approaches fail to address the vast array of these 

materials on their own terms. Thomas Elsaesser proposes an approach, using “the three 

A’s”, which come from the German where the questions posed to non-fiction, “utility film” 

are: who commissioned the film, what were the reasons or motivations for its production, 

and how was it used or which audiences were addressed (2009, 23)? Questions, he points 

out, that histories of documentary film have often sought to sidestep. Moreover, Vinzenz 

Hediger and Patrick Vonderau identify that, in the context of industrial modernity, 

“organisational practice is always already media practice” and therefore propose three 

aspects to which scholars should attend in terms of media, film included, and its role in 

organisations’ “establishment and government” (2009, 40). These are three Rs: record, 

rhetoric and rationalisation. Record, where film or other media document a company’s 

operations; rhetoric, where media are used to convince employees of the company’s goals 

and to participate in them; and rationalisation, where media play a part in optimising and 
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further shaping an organisation’s performance and processes. 

 On the same topic of applying different lenses to useful film, in conversation with 

Patrick Vonderau, Rick Prelinger advocates that there could be many different approaches 

to how useful films should be contextualised, as well as suggesting approaches other than 

auteur theory. Prelinger is an archivist, writer and filmmaker who, from the early 1980s, has 

collected, preserved and studied useful films as he assembled an archive.3 He argues, in 

connection with how ephemera contextualise film objects and their interpretation: 

Why do we have to have just one context? Why can’t we have a whole number of them? I 

resist any assertion that there’s only one way to present these films. I think it would be 

wonderful, and in fact I’ve done it with CD-ROMs, where films are presented with a great 

deal of contextual material, with essays, with period evidence, with collateral, printed visual 

materials that explain the conditions around which the film was produced. It’s great but it’s 

not an obligation. The point is, every generation needs to reinterpret the cultural heritage 

over again. And it isn’t just the substance of the interpretation but the form in which it’s 

interpreted that’s going to change. (2009, 57) 

 With this comment Prelinger underscores the important, necessary and careful work, often 

undertaken by the film historian or archivist, of obtaining and using the extra-filmic 

documentation to understand as well as possible, the film object. He simultaneously 

stresses, however, the latitude that exists for the reinterpretation, for the reuse, even, of 

useful films in different ways for a variety of goals. This aspect is largely where my project 

sits in relation to the film studies literature concerning what I, following Acland and 

Wasson, refer to as useful film. As these two volumes attest, much of the work around 

useful film takes place, understandably, within a film history frame, but this project sits as a 

testament to the way in which useful film might be further used and proved useful, in my 

case, as a means to trace landscape’s emergence.  

  

  
 

3 See http://www.prelinger.com, https://archive.org/details/prelinger, and the resources available 
at https://www.loc.gov, where the films acquired from the Prelinger Archive are catalogued. 
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Chapter Summary 

The thesis begins broadly and proceeds to narrow through the three key chapters. I 

consider, in Chapter 2, landscape and humans’ dwelling amongst their fellow landscape 

constituents, those with which they dwell — who they simultaneously imbricate with as 

they compose landscape moment by moment, but upon which they depend for their 

dwelling (their very existence) and that determine the conditions of humans’ dwelling. The 

interactions that take place within this perspective of human dwelling, I argue, show that 

humans are, contrary to any impression of mastery over other entities, totally dependent 

upon them. These interactions are called dwelling acts, what humans do as they dwell, one 

of which I identify as the act of filmmaking itself. Place, whilst an idea that humans use and 

talk about, does not just arise, because one or more humans point to a group of objects, 

identify it as one object, and then name it. Places arise, rather, with humans’ dwelling, the 

rhythms they create going out from and returning to collections of entities, various kinds of 

dwellings, in addition to the agglomeration of various manufactured entities together.  

 Chapter 3 focuses upon ways. This chapter stands as the middle ground, in terms of 

the project structure and these chapters’ content, where the focus narrows, most 

significantly away from direct human activities amongst landscape. To be clear, this shift in 

no way mandates a greater or lesser emphasis upon manufactured entities. As I explained 

above, I follow an approach that gives attention to objects by placing all things on an even 

footing and in that vein, I explore different kinds of ways, because ways form, structure and 

produce landscape. I elucidate three aspects of ways: they link together, they draw in and 

they form massive objects. They are veins connecting objects, places, forms and formations 

together, holding them together, even — no ways, no landscape. I show also how ways 

draw in other entities to them, to interact with them and where those encounters produce 

new entities, using the example of rivers. They pervade landscape, forming networks, as 

with road networks for example, as massive objects. I analyse these using Timothy Morton’s 

(2013) hyperobjects. The camera becomes the talisman for these aspects, as it experiences 

different ways in varying locations amongst the landscape.  
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 The fourth chapter proceeds to focus in on three entities of which there are an 

abundance amongst landscape: water, trees, and rock.  These entities may have no particular 

association with one another, but they are, each in their own way, prevalent objects amongst 

the landscape. Water in its entirety may seem quite generic, but I deal with bodies of water 

and in particular, the points of transition between water and land, shores that give land its 

definition. It is ubiquitous, of course, as the primordial basis of all other forms of life. Rock, 

or stones, with their mineral crystalline structures are hard, strong, sometimes brittle. These 

sturdy, long enduring entities support, literally hold up, other landscape entities and the 

forms they constitute. Trees’ roots, they hold earth together with extensive and complex root 

systems, whilst earth provides nutrients for the trees. As with water and rock, trees also 

endure as entities, not perhaps as long, chronologically speaking, but from a human 

perspective they often exceed their lifetime several times over, or at least have the potential 

for that kind of lifespan. The films in this chapter show the different processes and 

instrumental roles of these objects. I liken the mining of rock fragments to the act of filming, 

as the mining of filmic fragments of landscape – as the rock fragments are fragments of time, 

so the film frames are temporal landscape fragments. The fragility of film presents itself as 

well where its breakdown mirrors the change that happens with these three entities even if 

the processes that change them are not apparent to the human eye during the course of a 

film.  

 The conclusion discusses three elements. It firstly draws together the exploration of 

landscape and its constituents together. Landscape’s movement, vitality, ongoing formation 

is landscape, exemplified by film, and clarified with a broadly, but as stated not a strictly 

adherent, object-oriented approach. Whilst at the same time showing how little is outside 

the gift of humans to control, this study of landscape also serves as a case study in how 

productive a category landscape can be, without negating the breadth of the senses and 

understandings it already holds. It secondly draws upon these core conclusions to suggest 

the ramifications of this approach to landscape’s materiality, harking back directly to Levi 

Bryant’s cri de coeur that I outlined earlier – his call for a return to materiality, to the power 
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of objects. It thirdly and finally circles back to the original project design and circumstances 

out of which the project developed, where three of four aspects were set aside to better focus 

the thesis. I address each aspect in turn in light of my conclusions, proposing how the 

elements of: a film-historical approach rooting the film in the period 1930-1950, the films as 

archival materials and walking a subset of the sites filmed to create a new record, provide 

for future research opportunities.
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2. Dwelling: filming dwelling, dwelling as 

filming 

Introduction 

People cross the river Clyde by boat, tram, train, car, and horse and cart in The Port of 

Glasgow (1936). Bridges and tunnels unite both sides of the city over the river that runs 

through it. The streets teem with traffic as vehicles, animals and people jostle for position as 

they navigate Glasgow's streets, hemmed in with buildings on either side. A policeman 

gestures as he tries to coordinate the flows of these different road users. Boats follow the 

river's course up and downstream. Shipbuilders make parts and fit them together to make 

new ships, before they sail down the Clyde to the sea. Goods converge from all over — 

Spanish oranges, Australian meat, chemicals from Liverpool, chalk from Devon. The docks 

bustle with the unloading and loading of items, ready for distribution elsewhere. A boat 

dredges the river on behalf of other vessels to ensure their safe passage through the channel. 

Movement, wayfaring, making, bustle — these activities characterise the course of human 

dwelling. The short film shows Glasgow as a centre of international trade and industry, 

along with the human activities that characterise a place where people become concentrated, 

situated together. It shows, in short, acts of dwelling, those activities that dwelling 

encapsulates and the new entities that arise from it, which are my concerns in this chapter.  

Dwelling relates to landscape specifically in the way that humans’ dwelling acts result 

in new and changed entities. Acts where human activity effects changes to landscape as 

humans interact with their fellow entities, amongst which they dwell. Dwelling with entities 

has, here, a dual meaning. The first concerns that manner in which humans cope (see 

Dreyfus 1991) with the basic fact of their being ‘there’ (thrown), with others – people and 

other objects –who determine the conditions of their being (for example, Heidegger 1962, 

174-175 [135-136], 188 [148], 236-237 [192]). The second meaning describes that in order to 

dwell, build, make, humans do so with other entities — they appropriate materials (other 

objects) and direct these towards particular goals. These two senses of dwelling with also 
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show how those things other-than-human determine human comportment — a 

comportment of dependence. Each act of dwelling shows up — ontically, at least — human 

beings’ comportment of dependence for their ongoing existence. 

The nature of this dependence signals the broadest point of the thesis’s trajectory I 

described in the Introduction: when humans become part of landscape (dwell), it always 

happens relative to other entities, those that their being depends on. This articulates an 

ontological priority that specifies that human being depends on others’ being, but which 

does not diminish or venerate any entity in particular. This applies at the level of their sheer 

execution and also in the realm of appearances where, presenting as humans, their 

interactions are glancing encounters — the only possible kind of surface-level encounter for 

all objects in their withdrawn state — with those other objects they exist amongst. This story 

reads contrary, therefore, to more anthropocentric narratives in which humans place 

themselves and their interests ahead of other considerations. As such, they tend to 

understand their fellow objects in terms of their perceived use-value. The ethos of humans’ 

comportment to others revolves around their own interests, not a mutual flourishing, where 

care could manifest with, for example, a desire to minimise deleterious effects on others. 

Dwelling concerns human beings’ being — this is what is at stake — and as I  

mentioned in the Introduction, I draw upon Heidegger’s later work on human dwelling, a 

period in which he wrote ’Building, Dwelling, Thinking’ (2001a, 143-159). Dwelling 

describes an attitude, posture, relationship that human beings have with other entities and 

what arises from their interactions in the course of their dwelling. It does not function to 

ontologically explain human being but provides a framework with which Heidegger’s 

readers can account for what happens with its ontic manifestation, in the realm of 

appearances (the as-such). Unlike Heidegger, I understand humans to be, like all entities, 

withdrawn, inaccessible even to themselves, following the object-oriented approach of 

Graham Harman (2002, 2011). Dwelling takes forward the possibility of human beings in 

their sheer execution, drawing attention to how humans present as humans to other entities 

at an ontic level. In this context the ontological and ontic levels summarise the inaccessible 

realm of withdrawn being and the realm of appearances respectively. The realm of 
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withdrawn being describes the withdrawal of objects from one another – and therefore 

unknowable – which exist in their sheer execution; the realm of appearances describes the 

mode of entities encounter with one another, where glancing, superficial interactions are 

possible between objects’ appearances.  

As Heidegger contends in his essay, building has always been associated with 

dwelling. But more than that — to build is to dwell. Making, Heidegger argues, is integral to 

the course of human being as it works itself out with the other entities it encounters. I 

understand building in the broadest sense — it encompasses the making, manufacturing, 

crafting, assembling and producing that humans do, with the other entities they are 

amongst. These entities evidence how it is that humans interact with and relate to their 

environment, as defined by the entities in any given context at any time. Heidegger’s 

dwelling also evinces an ethos, an ethic, even, as to humans’ approach to their relations with 

others (any entity). The manner of humans’ relation to other entities could be characterised 

by care, as those concerned with their own being. Heidegger represents human 

comportment in Being and Time as human beings caught up with their own being, as “Dasein 

is an entity for which, in its Being, that Being is an issue” (1962, 236 [191]). This raises a 

question as to whether, in Heidegger’s analysis, human Dasein can act, relate at all to others 

in a way that cultivates harmony, as “[t]hat very potentiality-for-Being for the sake of which 

Dasein is, has Being-in-the-world as its kind of being”, that is, it is for itself, “Being-free for 

his ownmost possibilities” (1962, 243 [199]). Dwelling nevertheless articulates a “looking 

after”  (1962, 83 [56]) of those entities – that compose humans’ “world” – to which they are 

given over in their “thrownness” (1962, 243 [199]). 

Entities do not only world Dasein – form that totality to which they are given over – 

but, more specifically, create the conditions of their dwelling. These not only determine the 

manifold contextures, configurations, involvements and positions with which humans must 

dwell but, by that very fact, they decisively determine the possibilities for human being. 

Dwelling helps to explain, as I show with the films in this chapter, how the relationship 

between humans and their fellow entities is one where humans need other entities  to dwell 

and flourish, but such a need is not reciprocated by those entities who determine humans’ 
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dwelling. Dwelling describes how humans relate to other entities and suggests that the core 

output for human activity is what they produce, but it exceeds care and making that I have 

hitherto outlined. It also concerns, for my purposes, the inter-related themes of the dwelling 

and place. Buildings themselves and dwellings specifically are markers, marks of human 

activity amongst the landscape — part of the range of objects produced by humans’ activity 

as they come up against other objects. Insofar as dwelling connotes abiding, the dwelling 

serves as one site, one locus for dwelling. Not that dwellings bind any entity to one locale 

instead of another, but they join – without tethering – the comings and goings, the dwelling 

activities of humans with a locale, besides providing shelter.4 It seems straightforward, 

furthermore, to understand the dwelling as one of the primary, perhaps first, kinds of 

building that humans engage in, given their need for shelter – a basic requirement that 

enables all if their dwelling activity amongst the landscape. 

As Jeff Malpas (2006) comments, place has often played a secondary or derivative role 

to space and spatiality. He reads Heidegger’s philosophy through its various phases as one 

concerned with place, and one indeed structured around the topos of the clearing (ereignis), 

the space in which entities can be revealed as present-at-hand and the place from which 

philosophy in general should be conducted. But dwelling also concerns place due to two 

complementary factors. First, the things that humans build or make in the course of their 

dwelling often become concentrated together, as humans do, amongst particular situations 

with the landscape. Second, along with the emergence of such groups of similar objects, 

humans name these entities amongst the landscape as various accretions of meaning 

accumulate over time. I mean, then, that human dwelling acts often happen together within 

the same locales. People name places or things that compose  landscape to suggest 

belonging, or a claiming of place – to inhabit and possess it. To possess could carry with it 

ideas of colonisation and ownership. I use possess, however, to express a familiarity that 

humans, by habitual daily interaction, develop with particular objects and collections of 

 
4 To ensure clarity here concerning the vocabulary of binding and tethering, I do not intend to refer to 
any notions associated to the Heideggerian clearing that concerns closedness, boundaries and 
consequential impermeability. By invoking language of the locale, how I understand and use locale 
does not necessarily entail the notion of boundary or closed horizon. 
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objects concentrated together. Dwelling encompasses home (and homes), after all – what it 

means for humans to try to be at home, take their place, amongst other entities. 

My mention of claiming in relation to dwelling echoes the language that Mitch Rose 

(2012) uses about dwelling when he theorises Heideggerian dwelling in two aspects: 

marking and claiming. Marking is the building that Dasein carries out, making its worlds, its 

landscapes, in response to those particular worlds to which it is given over. But the marking 

may only ever have an illusory sense of permanence, such that it only ever constitutes a 

claiming in the face of the unfolding of worlds, over which human Dasein has no control – 

their existential fate in the face of death. Whereas in Rose’s analysis the subjectivity of 

Dasein remains at stake, I use claiming or possessing as I seek to describe how humans, as 

objects amongst others,  relate to those objects. I speak to humans’ daily familiarity with 

particular groups of objects, therefore, not of a Heideggerian world where Dasein’s 

subjectivity is at stake with the language of possession or claiming. 

I address two themes in this chapter, first making then place, and consider the 

dwelling as part of place. Heidegger argues that building and dwelling are inseparable, and 

indeed he considers building as dwelling. 

We do not dwell because we have built, but we build and have built because we dwell, that 

is, because we are dwellers. (Heidegger 2001a, 146)  

The old word bauen, to which the bin belongs, answers: ich bin, du bist mean: I dwell, you 

dwell. The way in which you are and I am, the manner in which we humans are on the earth, 

is Buan, dwelling. To be a human being means to be on the earth as a mortal. It means to 

dwell. (Heidegger 2001a, 145) 

Heidegger makes the same assumption, however – about human mastery over all other 

entities, as the only entities who transcend their own being to know the being of others – in 

’Building Dwelling Thinking’, as throughout his analysis in Being and Time. This is because 

dwelling cannot contain an ethos of mutual flourishing, of looking to the care of the other.  

Real sparing is something positive and takes place when we leave something beforehand in its 

own nature, when we return it specifically to its being, when we ”free” it in the real sense of 
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the word into a preserve of peace. To dwell, to be set at peace, means to remain at peace 

within the free, the preserve, the free sphere that safeguards each thing in its nature. The 

fundamental character of dwelling is this sparing and preserving. It pervades dwelling in its whole 

range. (Heidegger 2001a, 147) 

 

As he describes it in the above quotation, he works on the same assumption that only 

human beings have access, in their transcendence, to the being of other objects, a fact which 

brings the being of the other entity to presence, out of its withdrawnness. This assumption 

breaks down if humans themselves are also withdrawn objects. This assumption is what 

Graham Harman (2011)has called the philosophy of access..  

With these themes in mind this chapter consists of two parts, where I explore first 

making then place, as I mention above. In terms of making, filmmaking becomes as much a 

dwelling activity as any other amongst the landscape entities that the camera and operator 

film. The term making, moreover, constructively encompasses the human activities and their 

results amongst the landscape. I also stress that making concerns all living humans, 

anywhere. As humans dwell they must move, their movement, their action necessarily 

begets interaction with other landscape entities, producing new entities amongst the extant 

landscape objects. I contend, then, that as much as the films I look at illustrate human acts of 

dwelling that making sums up, so they also evoke filmmaking as a dwelling practice itself. 

These films situate filmmaking with the dwelling acts they record. At the same time, 

dwelling captures the fundamental human comportment towards their fellow objects as one 

of dependence. As such those entities group together, places emerge and thereby making 

leads into the second topic of place. As dwelling proceeds, the infrastructure that dwelling 

creates – that humans make – groups together and places form. With place, then, it has its 

ultimate origin in dwelling, and as such it happens within the context of human dwelling. I 

engage this concentration of dwelling infrastructure with the dwelling as one such entity 

that groups together. These are the entities around which dwelling become anchored, they 

create rhythm of a going out from and returning to as the base for human dwelling amongst 

the landscape. Not only does the dwelling shape dwelling activity but it shows ultimately 
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how, also, place is something that is also not made only from objects. Places do not consist 

only in entities grouped together. It is the dwelling that happens amongst them, with them, 

and that they support, that makes place. To that extent place also find its origin in dwelling.   

 

Making 

I consider the theme of making first, for, at its most fundamental level, dwelling consists of 

humans’ movement amongst their fellow objects. As they move humans make ways, the 

entity that they create first through movement and the entity which therefore predicates 

their dwelling. They make ways both in the sense of making their way amongst fellow 

objects in the first place, in order to do anything else, and also any kind of way designated as 

such, whether etched into the land or manufactured and placed onto the land. Whilst I 

consider ways themselves in Chapter 3, however, I make mention of them here as the 

primeval entity humans make. As they move, then, humans make things – ways – and this 

becomes the means by which people make anything else, the basis for dwelling amongst the 

rest of their entities. 

Humans make, however, not only because it seems to be inherent in their dealings 

with things, but because this comportment describes how they dwell. But what of the 

relation between dwelling and landscape? The intersection of dwelling with landscape is 

twofold. Landscape firstly describes the configurations, materials and forms — objects — 

that provide the constraints and the possibilities for human dwelling. I argue that this aspect 

of the relation between dwelling and landscape means that landscape is effectively a verb, 

where entities landscape humans. The second aspect of the dwelling-landscape relationship 

concerns how humans’ making shapes their fellow entities into configurations, forms and 

new entities as they shape and configure the environment — how these entities contribute to 

landscape’s ongoing formation. This second sense evidences the interactions, and their 

results, that humans have with the entities they live amongst. Film also plays a dual role, 

however, with respect to making. It documents landscape’s constituents, their interactions 

and the camera’s experiences with those. But it also landscapes in the act of filming or 

filmmaking itself. The activity of filmmaking is a dwelling act that humans, along with the 
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camera, undertake amongst their fellow landscape constituents. Acts of dwelling comprise 

anything that involves humans’ dealings with those  — any object, tangible or intangible — 

they are amongst. Dwelling comprises filmmaking, then, as one of the many different kinds 

of activities, dwelling acts, that affects and effects landscape. 

Along with film’s dual role in making, however, it also relates to the second aspect of 

the dwelling-landscape intersection I mentioned above, where humans configure landscape 

as they dwell. I am concerned with two aspects here, where the camera’s meeting with other 

objects and the exposure of the filmstrip produce in those moments a new landscape object, 

in situ. The second aspect concerns filmic landscape, distinct from, but related to, the entities 

amongst which it was shot and recorded. I return several times to the idea of a filmic 

landscape composed with at least one of the very objects — the raw, film footage — that was 

created during the encounter with the others that the camera recorded. But here I elaborate 

further to say that the act of filmmaking that produces the finished film object, whose raw 

material was produced through landscape encounters, further brings landscape and 

dwelling together. The link lies not so much in the fact that filmmakers craft the final film 

object from a landscape object, but that the end-to-end filmmaking process, a dwelling act, 

concerns landscape: the landscape entities recorded, the filmstrip produced from those 

encounters — a new landscape object, and the filmic landscape constructed on an editing 

table. That link extends, moreover, to the further landscapes that could emerge in viewers’ 

imaginations, and also to the possbility that, in turn, the films could play a role in future 

human dealings amongst their fellow landscape objects. 

 

Human-made Entities 

Before I turn to the first of the films in this section, some further clarification is required 

around two elements that pertain to the human-made entities that making produces. There 

are tangible entities such as buildings, bridges, roads, fences — things that tangibly and 

practically shape land and create new landscape forms. These objects break down further 

into those that provide the infrastructure for ongoing dwelling and those that perform roles 

other than that which further facilitates or supports dwelling. So, for example, the dwelling 
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fulfils a basic human requirement for shelter even though it itself arises from dwelling, but 

once in place, the dwelling supports further acts of dwelling. Another example that I discuss 

in the next chapter is manufactured ways. Whilst acts of dwelling establish these entities, 

they subsequently facilitate movement, via designated routes, amongst the landscape, 

thereby supporting ongoing dwelling. For these ways to continue in their support function 

and remain as ways, they must be maintained through further dwelling acts. Dwelling’s 

infrastructure, those objects it creates to sustain itself, is initially produced through dwelling 

and then maintained by it. These form a distinct group or class of entity amongst the 

landscape that exists to further support ongoing acts of dwelling. 

But what of other human-made objects, that do not form a part of dwelling’s 

infrastructure? These might exert considerable influence amongst the landscape but not 

form part of dwelling’s infrastructure, such as a quarry where sandstone is blasted and 

mined from rock deposits. Sandstone and anything — whether dwelling infrastructure or 

not — that humans may build with it do not necessarily have the same quality of necessity, 

as say, any type of human-made way. There may also be entities, such as tools, that confer 

certain advantages upon their users. For example, how might a human move amongst the 

landscape from one place to another by a means that takes less time than on foot? A bicycle 

could meet that requirement, using the infrastructure already provided by preceding 

dwelling acts. The bicycle was made with acts of dwelling and facilitates further dwelling 

acts, but does not effect a similarly extensive (re-)configuration with its surrounding 

landscape entities as those entities established as dwelling infrastructure. 

I provide these examples so as to distinguish between the different kinds of entities 

that arise through dwelling and to highlight the important implication for my purposes 

here. Dwelling infrastructure performs a profound structuring effect for the humans that 

made them. Dwellers’ movements, places, interactions and relations with other entities are 

decisively shaped by these infrastructural objects. Just as the broader landscape of 

unmanufactured entities sets the bounds and possibility for human dwelling, so the 

possibilities for human dwelling are determined yet further by the infrastructure that it itself 

sets down. This determination amounts to more than just an ordering of fields of possibility 
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for human dwelling as laid down by those unmanufactured entities. I say ”determination” 

to bring out how each of those entities, yes, has its own field of possibility and how together, 

moreover, they form a horizon for dwelling. But given their permanence and the way they 

condition human activity to dwell in certain ways, they also preclude possibilities for 

dwelling that may not be realised. So, whilst there is of course a field with an unknown 

number of possibilities, that field is curtailed, and further limited by human dwelling 

infrastructure. 

 

Aberdeen 

I therefore address dwelling’s infrastructure as the primary manifestation, the chief manner 

in which dwelling affects landscape. The films I consider in this section evidence how 

ongoing dwelling takes place around and amongst the dwelling’s infrastructure. I begin, 

then, with Aberdeen and its surrounds. Two films, Granite (1949) and The Granite City (1936), 

show the extraction, processing and resulting structures that humans build. Whereas 

Chapter 4 deals with the extraction of limestone and iron ore in Sweden, I am concerned not 

so much with the onward flows of materials amongst the landscape, as with those issues I 

just outlined above — of making, building and placing. The materials remain integral, but 

right now, what becomes of them — what humans make with them in the course of their 

dwelling — is my primary concern. These two films together tell a story of how, as they 

dwell, humans and granite imbricate and thereby produce new entities, make place — 

Aberdeen — and index human dwelling. 

Humans have, since the eighteenth and then nineteenth centuries, quarried granite in 

Aberdeenshire at various sites. Aberdeenshire’s granite industry quickly developed over the 

course of the nineteenth century. The volume of stone extracted increased with demand, as 

did the number of actual quarries (Cotta 2008,  33). Canals and new railways enabled 

entrepreneurs to establish new quarries further from Aberdeen itself, given the increased 

speed of transportation and lowered costs (Donnelly 1979, 234-236). Changes in technology 

also allowed for increases in production when larger proprietors, who could afford the 

capital costs, purchased steam-powered cranes. Such equipment allowed the further 
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exploitation of the existing quarries at a greater depth than was previously possible. The 

cranes could safely bear greater loads to the surface than horses on treacherous paths 

(Donnelly 1979, 230-233; Cotta 2008, 34). 

The industry that grew up around Aberdeen, feeding on granite’s abundance, formed 

the city’s reputation as the Granite City. But the stone, furthermore, permeates the city’s fibre 

— it has a rock core. Human dwelling imbued Aberdeen with the materials that lay 

proximate to it. Human dwelling built the city with granite, bringing landscape objects to 

bear on one another, forming and reforming landscape. The course of human dwelling, then, 

does nothing more or less than what happens between landscape objects — they imbricate 

or co-mingle or combine to form and reform the larger object, landscape. Dwelling describes, 

on that account, just another object, or in fact series of objects, that contributes to landscape’s 

formation and constitution. If humans understand human dwelling differently to any other 

landscape activity between different objects, then, that remains quite superfluous to 

landscape’s formation. 

 

 

Figure 1 [00:00:02] 

 

 

Granite (1949) was likely an educational film, made by SEFA — the Scottish Education Film 

Association. The SEFA was formed to encourage the use and the teaching of film in schools, 

not only to promote the use of instructional films but to recognise the value of film in 

general, in an educational context – see, for example, Williamson (1956, 273-280) and Powell 

(2015, 212-229). The film shows granite extraction and how humans transform it for different 



Chapter 2 – Dwelling 71 

applications. The material’s transformations and its applications articulate the course of 

human dwelling. The Scottish Travel Association sponsored the making of The Granite City 

(1936) — it concerns Aberdeen’s residents, history and local attractions. The colour film 

stock brings out the city’s grey structures, the hard edges and sheer faces of its buildings, 

assembled from the quarried stone. The film achieves, as I read it, an overview of human-

granite interactions in the course of human dwelling. The significant aspect within this is 

that the film expresses the continuity between the granite’s initial extraction and the city’s 

structure — the sites and the forms differ but the material and humans persist as objects. 

Also central to the quarry-to-city trajectory is that the granite travels to dwelling places and 

thereafter facilitates that dwelling.  

 

  

Figure 2 [00:04:43]    Figure 3 [00:04:54] 

 

  

Figure 4 [00:05:06]    Figure 5 [00:05:14] 
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Figure 6 [00:00:12] 

 

The film executes this trajectory by showing the extraction process in the midst of its official 

task to, quite literally, show off Aberdeen and its environs. It differs to Granite — aside from 

the obvious questions around sponsorship, original objectives (its official task and 

narrative), length, style and so on — in its cursory glance toward granite itself in extraction 

and uses. But the above sequence (figures 2 - 6) of less than a minute intimates enough 

without detracting from its promotional character. These figures (2 - 6) show both the raw 

material exposed at surface level and below (4), recently extracted stone (2), labourers 

working with the granite (3) and a glimpse of a processing plant (5). This short sequence sits 

juxtaposed to this film’s predominantly touristic orientation. This direct encounter with 

granite also alludes to how, in the rest of the film, granite serves as Aberdeen’s threefold 

foundation — the city’s substance, its literal foundation as well the stone’s economic and 

social significance over time. These three aspects, in turn, suggest how Aberdeen as a place 

developed an inseparable meaning, a story attached to the stone. The opening inter-title (6) 

tells that story, highlighting aspects of substance — “a city of massive grey granite” — and 

foundation — “an impregnable rampart”. I shall refer again to these aspects as the quarry-

to-city trajectory unfolds. 
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Figure 7 [00:00:53]    Figure 8 [00:01:06] 

 

  

Figure 9 [00:01:16]    Figure 10 [00:02:30] 

 

 

Figure 11 [00:02:37] 

 

The film offers high angle establishing shots (7 - 9) and medium shots (10 - 11) of the city’s 

granite structures. Such overviews (7 - 9) of the city validate the impression that the city is of 

granite, that its structures’ substance evidence how humans shaped, built with and applied 

the granite they first excavated. These shots evidence, furthermore, how the quarry-to-city 

trajectory consists of more than a simple movement from the periphery to the centre. They 
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express how the trajectory consists of the pieces of granite, broken away from the greater 

rock mass, then transformed as objects to form others; how dwelling produced these 

buildings and, consequently, how the stone saturates the environment with which, the 

granite amongst which, humans dwell. With the medium shots (10 - 11), however, the 

camera tilts up to scrutinise specific buildings, giving itself the time to capture examples of 

Aberdeen’s granite objects, to record transformations that human dwelling creates in 

addition to the environment these create for dwelling. These encounters between the camera 

and the granite-suffused dwelling milieu also suggest that the quarry-to-city trajectory 

extends along a vertical axis. Whereas humans quarry for granite from the ground level 

downwards, the city rises from the ground up. The camera’s upwards tilt in this sequence 

testifies to just that. Situated at ground level, the camera traces this building upwards. 

In Tim Ingold’s (2011) scheme, the ground is not a solid boundary between earth and 

sky, ground and atmosphere, materials and climate. He argues, rather, that the ground is 

point of interface in the ongoing processes and forces with which materials move in 

perpetuity between different states. No entity is solid, finished and sealed, nor protected 

from these processes. I want to argue slightly differently here, to say that the ground 

(ground level), as this sequence shows, also serves as an interface, a nexus in dwelling terms. 

Human dwelling happens, the entities that they dwell amongst are at, on or around, ground 

level. Even if the camera’s motion began with a low-angle shot that tilted vertically 

downwards, the significance would be the same. The gesture of the camera here is not just 

towards the buildings, and its granite constituents, but also to dwelling in and of itself. For 

the act of filming, operator and camera working together, is itself a dwelling act, thereby 

showing it from within — that filming, capturing dwelling is a part of dwelling itself. To 

dwell, or acts of dwelling, comprises the activities that humans undertake amongst their 

fellow entities as they (humans) dwell (“are”, exist). It is possible that such acts are the ontic 

appearances of humans to those other objects whom they encounter. Here the camera and 

operator are placed precisely where we would expect them to be, dwelling, at ground level 

— that is why dwelling must account and be taken into account, for its role in landscape’s 

ongoing formation. 
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Figure 12 [00:01:54]    Figure 13 [00:02:17] 

 

  

Figure 14 [00:02:22]    Figure 15   

 

  

Figure 16 [00:03:25]    Figure 17 [00:17:30] 

 

 

But the quarry-to-city trajectory means not just the substance, the fabric of the city’s entities, 

composed with various granite objects. It concerns people’s interaction with the various 

granite entities, and the entities they compose, which continue with the city. Take the high 
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angle long shot of the street infigure 12, for example. Trams trundle along the centre of the 

road, passing cars, pedestrians and shops. All of those entities denote acts of dwelling with 

them: people driving, riding, walking, buying, delivering. Activities that in turn mean 

interactions, the coming up against one another between objects. Figure 13 and figure 14 

show more closely a busy public area. People congregate in this eye-shaped area around a 

statue of King Edward VII where Union Terrace and Union Street meet. The photograph 

(figure 15) from around the same time provides a different perspective on the site. It shows 

Union Terrace stretching back, from where the tram has just come — a position 

approximately ninety degrees anti-clockwise and lower angle than that of figure 12. Granite 

constructs the environment here with the granite statue and the terrace in front of which sit 

the park benches. As people congregate, mill around, and pass by this thoroughfare, this 

scene reveals how granite entities – and those other entities they compose – structure 

people’s conditions of dwelling. The encounters between people and granite continue not 

only in the course of people’s dwelling amongst the city, but the encounter plays out in 

humans’ conditions of dwelling — how this granite place, built in the course of dwelling, 

determines humans’ ongoing conditions of dwelling. 

Figure 16 shows another street, this time from pedestrians’ point of view. This shot, 

taken from a fixed camera position, emphasises, again, how dwelling, for the most part at 

least, takes place at ground level. The advancing and receding pedestrians give rise to 

perhaps the most fundamental and simultaneously elementary aspect of what it means for 

humans to dwell. That observation is what makes this image quite unremarkable to a 

human viewer, a plain fact such as it is. Humans have bi-pedal form and, as such, a basic 

part of their existence is ambulatory movement amongst landscape entities. I highlight this – 

despite its apparent banality – to be careful take note of, not overlook and take for granted, 

that dwelling happens on the ground. In so doing it clarifies a decisive aspect in humans’ 

mode of encountering their landscape – a parameter that makes dwelling what it is. I 

contend, therefore, that such movement is the most innate form of human dwelling, a 

primary mode of encounter with other entities and indicative that movement has a central 

place in what human being entails. The camera’s on-the-ground position also refers to 
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ground level as itself an act of dwelling – filming, human with camera – a situation, plane of 

orientation with which humans encounter other objects. 

Figure 17 provides one example, towards the film’s latter stages, not just of the film’s 

clear tendency towards a picture postcard aesthetic in keeping with its touristic bent, but it 

shows how granite also shapes dwelling in the periphery of Aberdeen rather than centrally 

as the previous shots have depicted. Three figures wander carefree by the river’s edge, 

approaching the arch of the grey, granite bridge. For the camera and operator, the bridge and 

its arch prove a convenient framing device, but this obvious pictorial aspect portends that 

the arch does something similar for these human figures. Even though I cannot, of course, 

tell how each figure experiences this configuration of entities, it nevertheless factors as an 

entity for these figures. The granite bridge configures — as a dwelling infrastructural object, 

something of dwelling and for dwelling — the pedestrians’ environment no less than those 

structures at Aberdeen’s centre. But even if the filmmakers included this footage for its 

apparent touristic undertones, this shot also functions symbolically within my present 

argument. The arch suggests the very same (environment-shaping) role, as it places various 

entities into a specific configuration with one another as did the framing of the shot. If they 

wish to proceed along the riverbank, these pedestrians must walk under the bridge. As they 

do so, they become subject to its weight, its bearing down, its bearing up, and thereby the 

bridge determines, in part, these particular conditions of dwelling, even outside the more 

urban context of central Aberdeen where entities made of granite, as I have shown, 

determine human dwellers’ ongoing dwelling. But the symbolic value derives also from the 

sense that this is a statement about the occurrence of entities composed of granite that arise 

with dwelling. Whilst the shot does not show vehicles or pedestrians crossing the bridge, it 

nevertheless denotes dwelling activity. 

The bridge alludes, furthermore, to the quarry-city trajectory. I explore in the next 

chapter how bridges support and constitute ways. It seems significant that the bridge, 

figuratively at least, does the same here. A granite structure found on the way to Aberdeen 

which may have, in turn, facilitated other granite entities’ onward route to the Granite City. 

It describes the woven-togetherness of city and quarry with granite strands, one mark of 
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which is the bridge. It suggests how, moreover, the trajectory does not necessarily require 

granite to move great distances from the quarry site in order to be transformed and 

constitute other entities. The trajectory includes, rather, that in the beginning of quarry sites, 

the granite lay exposed, at ground level. The initial quarrying undertaken was therefore 

easier than that undertaken later, at levels significantly below ground. Those granite objects’ 

transition from ground level constituent to on-the-ground dwelling object shows a 

continuity with its origin. Dwelling objects like this bridge must rest on the ground, 

regardless of the dimensions — to that extent, there is a material connection between granite 

entities prior to their extraction and the bridge which stands on the ground that its material 

constituents once composed. I mean, therefore, that human dwelling does not make granite, 

in its various forms, more or less a member of landscape amongst which its other entities 

persisted. Dwelling does not, by the same token, perfect or improve upon granite objects as 

they are found in the ground — such human judgements regarding entities and materials do 

not make sense. What such dwelling activity does reveal, however, is the presence of 

materials and granite objects, and sets them, humanly speaking, in much more visible, 

usable and encounter-able forms. Dwelling here certainly increased the incidence with 

which people encountered granite objects. In this way the granite structures suggest, again, 

how humans’ fellow entities do not only determine the conditions of their dwelling but 

humans’ dependence upon them for their ongoing dwelling. So, humans ultimately do 

dwell with their fellow entities but — and this is the crucial point — the manner of this 

“with” is in subjection to and in dependence upon — an ontic comportment — not mastery 

over, their fellows, nor any human value judgement. Another way to say this is that 

dwelling increases the numbers of encounters between human and granite entities, and that 

dwelling created new configurations of granite amongst the landscape in the course of 

dwelling’s dependence upon the Aberdeenshire landscape. 

Whilst The Granite City articulates something of the quarry to city trajectory that 

dwelling charts, Granite concentrates upon the stone(s) itself, and the myriad 

transformations and objects it comes to compose and what granite objects those are, both as 

part of a larger granite-something (a structure, for example) and smaller element granite-
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something (a brick, for example). When I use the term ”material”, that is not to undermine 

or dispense with its object-ness. Granite highlights a wide range of forms to which humans 

have applied it. It stands to reason, of course, that an instructional film, aiming to provide an 

overview of humans’ granite use, covers a broad spectrum of applications. That very facet 

allows, furthermore, my reading of it. I recognise this as a film that discusses the various acts 

of dwelling that take the granite entities from their “resting” state in the ground and changes 

them fit for specific dwelling purposes. Granite also brings out film as a dwelling activity 

again, the filmmaking that produced this film, a dwelling object, because it was motivated 

by other dwelling acts — namely those connected with granite extraction. I could say, then, 

that granite-related dwelling acts begat film-related dwelling acts that produced the object, 

Granite.   

 

Extracting Granite 

  

Figure 18 [00:00:11]    Figure 19 [00:00:14] 

 

  

Figure 20 [00:00:17]    Figure 21 [00:00:20] 

 



Chapter 2 – Dwelling 80 

  

Figure 22 [00:00:24]    Figure 23 [00:00:27] 

 

  

Figure 24 [00:00:29]    Figure 25 [00:00:32] 

 

 

These images come from Granite’s opening sequence. The camera follows a crane’s turning 

wheels (figure 18) as it lowers its load (figures 19 - 20) to the base of the quarry for reception 

by the quarriers (figures 21 - 23). The descent is marked by a cut from the camera pans to 

follow the early stages of this load being lowered into a processing area, to a shot where the 

mobile camera itself is lowered to the same area, showing an aerial view of the granite 

processing that takes place directly beneath (figures 21 - 22). It is not immediately clear 

whether this sequence shows the descent into the quarry proper, or just to an adjacent work 

area at a similar sunken level. Whatever the precise part of the quarry, the direction is clear 

— downwards, emphasised by the shot taken by the descending camera. The descent of the 

opening sequence provides the orientation for the extraction of the granite — that it comes 

from ground level or below. The downwards travel also emphasises not only the granite’s 

origin but also the site and starting point of the dwelling practices that take granite entities 
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and transform them. 

Labourers already have that process underway at the bottom of the quarry, moreover, 

when the load arrives at the bottom (figures 23 - 25). Larger, pillar-like granite pieces are 

worked into smaller pieces. These smaller blocks sit in piles in the central and left-hand 

thirds of the frame (figure 23). The camera pans right slightly (figures 24 - 25) where stone 

masons break down the stones into smaller elements. These images provide, firstly, the point 

of origin for human dwelling’s interactions with granite. Consider the framing of the 

various granite pieces in figure 25, where the large pieces lie in the foreground, then beyond 

those and to the left lie the piles of smaller blocks. This graduation tells a story: how humans 

loosened the large granite pieces from a larger mass, moved them to this processing area, 

filled the crates to the back right of the frame, then lifted and transported the processed 

granite blocks elsewhere. Each stage, every transformation signals and arises from acts of 

dwelling. But in figures 23 - 25 three workers measure, examine, feel, and chip away the 

granite’s surfaces. Their activity and presence present a reminder that the transition from 

one kind of granite entity to another involves work, energy, time, skill and judgement as 

inputs from humans who dwell. I want to underscore, however, that this point matters 

beyond itself, where film images like these show a highly — narratively and 

spatiotemporally — compressed account, which I attenuate further by selecting just a few 

sample images to present to readers. The medium itself — verisimilitude — and my 

presentation thereof could as easily misrepresent as faithfully represent the transitions of 

granite objects from one to another, and thereby occlude, downplay or miss out altogether, 

the gradual series of interstices that arise when humans interact with objects such that other, 

new objects arise as a result. The stone masons’ presence counsels against any such 

supposition (from viewers or readers) or representation (from filmmaker or me as author) 

that suggests that transformations take place without encounters between different objects, 

and here those highly specific interactions that belong to dwelling. A further symbolic 

corollary exists here between the fact that one granite entity becomes another. The three 

workers, whose encounters with granite (not to mention also various other equipment) 

motivate the production of new granite entities. Their visibility here stands in for, then, the 
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totality of their interactions that result in granite objects transforming from one to another. 

But what other dwelling acts happen in accordance with the uses to which various granite 

entities are put? 

 

  

Figure 26 [00:01:25]    Figure 27 [00:00:14] 

 

  

Figure 28 [00:01:36]    Figure 29 [00:01:37] 

 

 

Figure 30 [00:01:37] 

 

The film then briefly outlines various forms of craft, of working with the stone in relation to 
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how humans’ dwelling acts apply the stones to various aspects of dwelling. Stones are split, 

the process that these initial images (figures 26 - 30) can only allude to, sawn, sculpted, 

shaped and built — acts of dwelling, for further dwelling. But first, quarriers blast (similar, 

as will be seen, to the film AB Strå Kalkbruk, discussed in Chapter 4) the granite mass to 

create separate granite pieces. The film cuts from the close up (figure 26) of the hand that 

cranks the detonator and connects it directly to the massive explosion from the rock face. 

That edit relates the hand’s movement to the rapidly moving projectiles as they shoot out 

from the granite mass. As much as this sequence shows how some granite objects begin, it 

filmically identifies the blast and its products as an act of dwelling. The hand that turns the 

handle evidences work — a dwelling act, undertaken in the course of dwelling, for ongoing 

dwelling.5 

 

Preparing Granite 

 

  

Figure 31 [00:01:25]    Figure 32 [00:00:14] 

 

 
5 With this quarry — I consider another in AB Strå Kalkbruk in Chapter 4 — my concern is with what 
humans do, what their dwelling entails, whereas the priority in Chapter 4 is rock itself. 
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Figure 33 [00:01:36]    Figure 34 [00:01:37] 

 

 

Figure 35 [00:01:37] 

 

This sequence (figures 31 - 35) continues the preparation of the stone that makes possible its 

dwelling applications. It details the steps required for splitting a larger granite piece in two. 

A mason drills holes lengthwise down a stone’s centre (figures 31 - 32), into these holes he 

places metal pegs (figure 33), which the mason then hammers in (figure 34) to break apart 

the stone (figure 35). This further processing is significant, required to enable humans to use 

and apply granite entities for dwelling. Although humans undertake such preparations as a 

preamble to granite entities’ specific dwelling applications, they nevertheless continue to 

make new objects within this process, as happens here. But this sequence contains particular 

significance because it articulates how, in the totality of their dwelling, humans dwell 

dependently, upon others. The mason uses a drill, metal brackets, metal pegs, a 

sledgehammer and a metal lever. These tools occupy a significant position. The current 

enterprise – the preparation of granite objects for further dwelling applications – would not 

happen without them, nor would the making of new granite objects with that quarried 
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granite. The fact that these are manufactured tool also underscores this point – that humans 

made tools for the task valorises this dependence on other entities. Human dwelling would 

be rendered impossible, but for humans’ fellow entities, upon which they intimately 

depend. These tools and humans’ dependence also encompasses, of course, the film 

apparatus being used to record the stonemason and thereafter make the film itself. 

The tools allow the stone mason to exercise considerable precision. The images show the line 

of empty holes (figure 32), the metal pegs (figures 33 - 34), the split in the rock created by the 

hammered pegs (figure 34) and the grooves revealed in the facia of the split rock. The kind 

of precision the tools confer upon the stone mason speak simultaneously to their human 

origin and also the mason’s dependence upon them. It seems, on the one hand, consistent 

with the tools’ origin, that humans designed and manufactured them for particular tasks 

such as those that this sequence depicts. But the images show, equally, the resulting objects 

from what turns out to be a fairly complex series of interactions between different objects. I 

do not mean, however, that the tools are the de facto interface or conduit between human 

and granite block. The images record, rather, a complex series of interactions between 

multiple entities — even speaking at the rudimentary level of what was visible to the camera 

and remains so to the film’s viewers. Each interaction that produces a change involves the 

interchange between human, tool and granite block. Whilst the human entity here 

inaugurates the gesture to tool and granite, it also articulates the sheer embeddedness of 

human dwelling, a dwelling amongst — a dwelling wherein human entities are, inseparable 

from their fellow entities. Although humans clearly do set out to accomplish various tasks, 

therefore, whatever their reason, their activities must adhere to their fellow entities’ fields of 

possibility. 
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The uses of granite 

 

  

Figure 36 [00:03:59]    Figure 37 [00:03:59] 

 

  

Figure 38 [00:04:05]    Figure 39 [00:04:07] 

 

 

Figure 40 [00:04:09] 

 

The discreet applications to which prepared granite objects are put, which create other 

granite objects, take place with adherence to the fields of possibility by which — the other 

entities amongst which — humans dwell. The first such application (figures 36 - 40) 
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addresses humans’ aesthetic concerns, with surfaces and their textures. The machine’s metal 

bolt oscillates rapidly and pounds the stone’s surface as its operator directs it (figures 36 - 

37). The granite block becomes “dressed”, an inter-title intimates. The human dresses the 

stone with a mechanical address, the agitating hydraulics deal out vibrating energy to 

stone’s crystalline structures and the operator’s body. Minute transformations occur, 

birthing new objects, not just with the granite block’s surface in the face of each blow, but 

each of the displaced shards and particles, and the haze that they together form. 

Another machine rotates a buffer, which the operator guides over the stone’s surface 

(figures 38 - 40). The granite’s surface gleams in response to the touch of the buffer’s 

revolutions (figure 38). But close-ups (figures 39 - 40) of the surface show that its reflections 

also derive from the wet, coarse solution — apparently an agent whose collaboration 

smooths the stone. These interactions leave the stone smoothed to human touch, but 

achieved by machine, revolving buffer, body, polishing agent and prepared granite surface. 

The objects’ interactions produce the smoothed, polished granite, and dressed granite. 

All the participants in these dwelling acts evidence human concerns with surfaces, textures, 

touch — appearances. What manifests through human dwelling priorities also symbolises 

the level at which dwelling and its interactions take place, the level to which humans are 

bound — the realm of appearances. Perhaps it comes as no surprise, then, that human crafts 

and skills operate with the level of appearances, providing humans a false impression of 

mastery over particular entities. Stonemasons who work closely with granite, for example, 

may master their craft, be good at their job — but that should not be confused with knowing 

or encountering an object itself, rather than its outward appearance as it presents itself to 

them.  
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Figure 41 [00:04:16]    Figure 42 [00:04:19] 

 

The inter-title that precedes these two shots reads, simply, “Sculpture”. The first specific 

application that the film identifies. The mason prepares ornamental details on a stone block 

— with the different sized masonry drill bits and a brush head in view (figure 41), to work 

with the stone block’s surface into the desired design (figure 42). Sculpting, shaping the 

stone, continues to evidence humans’ concern with surfaces, textures and appearances. The 

film identifies this dwelling activity, an application of granite by dwelling and for further 

dwelling, as a craft or artistic endeavour. Its focus lies, moreover, on the end result, on the 

object produced by clearly showing viewers the completed design (figure 42). Figure 41 

includes, however, some interesting details, such as the brush head which the mason uses to 

— presumably — clear away the debris that the work produces. Even though the brief 

sequence does not show how the mason specifically uses the brush head to dust off the 

residue from grinding out the stone, its presence and inclusion in the frame nevertheless 

points to the displaced parts of the stone. It firstly recalls that, with each point of contact and 

each movement of the drill on the granite, the mason produces new entities — particles of 

varying sizes, of granite. But it suggests, furthermore, how such human dwelling activities 

rely upon excess — a surplus of resources, a tolerance for waste, a value in extravagance. 

Note, additionally, the texture of the granite block. This block has a smooth, even polished 

surface, consistent with human concerns from the dressing and polishing of stones, to their 

further decoration manifests where stone’s smooth texture also becomes overlain with the 

sculptor’s ornamentation. 
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Figure 43 [00:04:29]    Figure 44 [00:04:39] 

 

  

Figure 45 [00:04:42]    Figure 46 [00:04:43] 

 

  

Figure 47 [00:04:48]    Figure 48 [00:04:50] 
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Figure 49 [00:04:52]    Figure 50 [00:04:56] 

 

  

Figure 51 [00:04:58]    Figure 52 [00:04:59] 

 

Road building becomes the second discreet application, which comprises multiple dwelling 

acts. A stone mason makes granite setts, builders lay these setts, the setts together form a 

road — which takes place in a street. This first image series shows how the mason prepares 

the setts to be placed into the ground. The mason halves one stone into two similarly sized 

pieces and halves each one of those (figures 43 - 49). The stone he starts with here is — not 

unexpectedly — smaller than that which the film shows at the beginning with large stones 

in the quarry. The different activities show, again, the extent of the human labour, time, 

human concentration, tools and practice that granite objects require in order that particular 

transformations take place — here that granite blocks become setts, suited to road building. 

The tri-partite structure of encounter that these transformations entail continue between 

stones, manufactured tools and body. What distinguishes this sequence from the preparation 

of the large stones earlier in the film, is that these dwellings acts pertain to a specific, larger 

dwelling activity that produces an object — in this case road building. The broader 
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significance of this is that the structure of dwelling acts depends upon collections of other 

acts of dwelling. An object-oriented view offers, however, an explanation of this structure. 

Where sequential series of dwelling acts generate further objects, these are themselves 

objects. It seems that, then, just as objects contain other objects, those constitutive objects 

include also acts of dwelling, not just those that materially structure a given object — in this 

case setts that compose roads. 

I have raised the possibility of dwelling acts as objects, and it seems appropriate, 

therefore, to consider dwelling as an object. Given the nature of dwelling, however, it is not 

something massive that lurks intangibly, elusive, where localised instances indexically 

reveal it, which would be a hyperobject (Morton 2013), which I discuss further in Chapter 3 

in relation to ways. Dwelling simply means acts of dwelling, and acts of dwelling containing 

further acts of dwelling and so on. These acts entail human interactions with other 

landscape entities, in the course of their dwelling — human initiated interactions that 

produce other objects, which often tangibly alter the landscape. But if a dwelling act can be 

composed of other dwelling acts, so what? It suggests once more, first and foremost, that 

humans’ condition is intractable relative to other entities. Dwelling requires human 

interaction with their fellow landscape entities, amongst whom they dwell. It describes, 

ontically at least, human comportment to landscape and more broadly, their situation that 

their already extant fellow entities determine. It recalls, secondly, that each dwelling act 

produces new objects and effects, that do not necessarily tangibly manifest to the humans 

that participate in their creation. 

A mason further hones the resulting setts (figures 50 - 52). Using a specially shaped 

hammer, he fashions them carefully to approximate size. Hands, hammer and granite sett 

interact but the sequence also emphasises, particularly figures 50 - 52, the role of hands in 

such work — handiwork. In Ways of the Hand (2001) David Sudnow writes about how the 

hands, interacting and working with other objects, have a life, a mind, even, of their own.  
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It wasn’t that a layout in advance was needed to match the available fingers to the number of 

notes. It was that the hand was on a way where “it knew” that an order of fastness could be 

soundfully managed. 

 For the hand knew its ways so that, say, entering this diminished bunching with one sort 

of unfolding, it could up or down with one range of speeds. (Sudnow 2001, 114; emphasis 

original) 

 

The mason’s right hand grips the hammer’s shaft and the left pushes on the block’s side 

(figure 50). The sequence cuts to a close-up of the sett (figure 51), the hand touches the stone, 

aware of the block’s temperature, textures and shapes. The hammer drops, knocking off 

some pieces, where figure 52 shows the end of its downward travel and the hand that holds 

it. This series reveals two things, firstly that these interactions comprise a degree of intimacy. 

The interactions entail touch, impact, breaking and holding which the camera’s framing 

intensifies within a close-up, which points to the camera’s complicity as a fellow participant. 

The conceit of the camera’s presence breaks down in the face of these intimate interactions, 

given its close familiarity with these other participants, but also in that these participants 

become captured by its attention as the framing suggests. The hands act, secondly, 

independently — they interact as much with one another as they are the other objects this 

dwelling act encompasses. Whilst these hands might belong to the same humanoid body, 

they do not necessarily belong to one another, acting independently as entities, as if with 

minds of their own. 
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Figure 53 [00:05:02]    Figure 54 [00:05:03] 

 

  

Figure 55 [00:05:03]    Figure 56 [00:05:04] 

 

  

Figure 57 [00:05:05]    Figure 58 [00:05:07] 

 

Once honed, the builders place the setts together to form the roadway. The series above 

shows how the setts are worked into place to form the road surface. I treat this series of 

images in terms of their different planes. The three builders form the initial plane at the 

images’ forefront, who stand amidst the way of setts they build. The second plane comprises 

another section of ground, in darker greys on or beside which the onlooker stands and the 
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slowly advancing horse and cart, with their human-in-charge whose attention the first plane 

also grabs. The gazes of these two observers emphasises the first plane and the actions 

unfolding there. Whether the road building draws their attention specifically, the images do 

not reveal. But they could direct their attention, of course, past the workers and their 

activity, to the camera and operator or indeed to some other entity out-of-frame. That 

possibility in itself draws attention to the camera and operator, alluding to its filming 

activity. This reminder also suggests that these onlookers observe a more complex set of 

interactions than the conceit of these (and indeed any) images suggest. They observe the 

camera and its operator in addition to the workmen building the road. The onlookers’ 

awareness of the camera-operator object here, does emphasise its presence there and its 

possible role in the interactions with the setts, the forming road, builders and so on. The 

third plane comprises the pavement, the shopfronts with their awnings, a tree and other 

visible buildings. The horse and cart’s slow movement parallel to the road helps to define 

where the second plane graduates into the third and also the direction in which the road and 

its two other parallel planes lie. 

Two builders lay the setts, to the left and right, respectively, of the third in the middle 

who pounds the setts, securing their position. The images show how the downwards swing 

of the post ends up between the workman’s legs on the follow-through (figures 54 and 58) as 

he secures the setts in place. His two colleagues labour with the setts themselves, placing 

them alongside those already laid. Each image captures their postures, gestures and 

positions as they work. Left hands touch, hold and press the granite setts, test their 

positioning and feel if the sett sits correctly. Right hands wield the same tool as their 

colleague used to prepare the setts, cajoling them in to place. Their work shows, too, that 

there was no sense in which the setts were “finished” or “completed” objects in their form. 

They continue to shape the setts as required, knocking shards off in order to create the best 

fit for each sett’s new fellows. 

The front plane also comprises the road itself as well as its constituent parts, the setts 

most of all, that the labourers’ activities direct viewers to consider. Whilst the road may not 

prove as yet suitable solution for those entities that will use it, the images of its construction 
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provide a picture for the fact that once the road is ready to facilitate travel, it, like any other 

object, has no final, finished form. Completeness is relative to the road’s readiness for use. It 

will continue to change in the course of its interactions with its fellow entities. But such 

incremental changes do not of course mean it ceases as a road in its road-ness, particularly 

when it presents as such to fellow entities. The first plane, moreover, comprises the entity 

that the film highlights as the current application for the granite stones. 

The second and third planes, however, contextualise the road. Taken together, the 

three planes, the pro-filmic object which presents in this sequence, form a street. I 

understand a street, here, to comprise a way that other entities, such as pavements and 

buildings flank, who together form a street.6 The setts and the road, who arise from dwelling 

acts, both participate in the street’s constitution — itself a place of and for dwelling. In this 

sense, again, the granite entities that dwelling produces, support further dwelling. These 

images bear that out, too. Shop front awnings, onlookers, horse and cart, homes, barely 

visible tram tracks (in the second plane) and the pavement all evidence the dwelling 

happening in the street. 

The street represents the convergence, as a landscape object, of dwelling’s multiple 

aspects I have noted thus far. Acts of dwelling among the landscape, the entities that arise 

from them — new landscape forms, configurations and places — and the site and facility for 

further dwelling. The street distinguishes itself as a kind of place, which suggests how place-

making forms part of what dwelling does. I note that I have, however, made numerous 

assumptions to invoke “place” in relation to the street depicted or indeed any other street. I 

discuss place below and its relation with dwelling, but for now, I point out the close 

relationship between place (and places) and dwelling, and that dwelling makes places.  

 

 
6 I develop a more detailed definition of street in the next chapter, Ways. 
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Figure 59 [00:05:17]    Figure 60 [00:05:20] 

 

  

Figure 61 [00:05:31]    Figure 62 [00:05:34] 

 

The dwelling acts have, to this point, concerned humans who carry out dwelling acts with 

assorted granite blocks and other tools. Granite was also used in road surfacing whereby 

humans used heavy machinery to transform heavy granite blocks into gravel for making 

roads. The image series above describes the process for the gravel creation, another granite 

application and series of dwelling acts. This process’s distinctive difference lies in humans’ 

reliance upon heavy machinery to achieve their goals. The framing underscores the 

machinery’s scale as it and the materials fill each frame edge to edge. Figure 59 shows, 

firstly, the entry of large granite pieces into a machine’s mouth. A worker’s feet show in the 

frame’s upper right. The worker holds two metal prongs with which he prods, coaxes and 

cajoles the stones into the grinding process. The stones that the worker ushers in end up on a 

conveyor belt (figure 60), they pass through a machine, into a rotating chamber (figure 61), 

which in turn produces regularly sized small granite chips (figure 62) for use in road-

surfacing. 
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The final image (figure 62) shows a mass of granite chips, ready for use and a grasping 

hand. The hand’s grasp marries together the human concerns bound up within the 

mechanical process. Heavy machinery’s greater role suggests how, with acts of dwelling, 

entities other than humans carry out dwelling acts. The machinery participates in a series of 

negotiations with humans, other tools and granite entities. Its particular dwelling acts partly 

constitute the dwelling act of making granite gravel. The grasping hand suggests, 

furthermore, for what purposes humans created the granite chips. That human hand grasps 

them indicates the chips’ ongoing involvement with dwelling. The meeting of hand and 

granite gravel also realises the two-sided aspect that I previously mentioned, that as much as 

humans use different tools to accomplish their goals, it is an ontic depiction of ontological 

dependence upon their myriad fellow objects. Here humans depend upon the granite gravel 

for creating roads surfaces. The hand lays hold of the gravel, moreover, symbolising how 

humans seize and enrol their fellow entities into their manifold purposes. 

 

  

Figure 63 [00:05:42]    Figure 64 [00:05:49] 
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Figure 65 [00:05:57]    Figure 66 [00:06:07] 

 

  

Figure 67 [00:06:15]    Figure 68 [00:06:25] 

 

  

Figure 69 [00:06:27]    Figure 70 [00:06:31] 

 

 

The second to last application of granite the film highlights concerns the granite’s role in 

bridges and sea walls. The sequence stresses the qualities of granite stones of various sizes 

but also how dwelling places the granite in relation with water. Humans join different parts 

of the land together — it recalls how human entities dwell, perhaps above all, with the land, 
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which suggests their desire to build bridges over water. Bridges could, additionally, stand 

for humans’ interest in water for ongoing dwelling. 

The first three images (figures 63 - 65) sit together. The bridge (figure 63) seems, at first 

glance, complete, but a slight dip in its top edge tells otherwise. The film then cuts to some 

building activity that appears — because of the logical continuity the cut suggests — to take 

place on the bridge itself (figures 63 - 65). To the right centre of the frame (figure 64) sit 

granite blocks, which await their placement into the structure. The film proceeds to shift its 

attention to the blocks themselves, where, in figure 65, a labourer helps another load a 

granite block onto his back (figure 65). This transaction between two labourers shows how 

such granite blocks present as dense, heavy objects to human bodies. The worker carrying 

the block bends to forward and grasps the block’s upper edges to balance its weight on his 

shoulders (figure 66). 

The sequence proceeds with a shot of the Forth rail bridge, a structure that seems 

bereft of granite entities (figure 67). The film’s concern lies, however, with the bridge’s 

foundations that support its more visually striking structure. Figure 68 shows the round 

foundational support for the bridge’s iron girders, which illuminates the resilience, 

robustness and strength of granite structures. It also emphasises granite entities’ 

foundational role in structuring other entities, such as this famous iron bridge. The apparent 

corollary here is that granite structures, such as these bridge supports, resist weathering and 

erosion well — an effective countervailing, structured mineral resistance to sea water.  

The final three images in this bridge and sea wall sequence address the granite 

structure as resistance to water’s effects directly. As the camera-operator moves closer to the 

sea wall, the film focuses upon the entire structure — this is not a case of a whole-to-parts 

trajectory. The film firstly shows the granite sea wall as a whole (a portion of it, at least) 

(figure 68). But even this initial view of the wall contains not one, but two receding lines or 

edges. There is the top of the wall, but also the comparable (albeit uneven) line where the 

water meets the granite barrier. Even at this point the moving line of sea, brings out the 

meeting of two objects prior to the narrowing of the frame through figures 69 to 70. If the 

emphasis only concerned the wall’s granite blocks, then there is ample scope to serve that. 



Chapter 2 – Dwelling 100 

Figure 70 instead attends to the meeting of the two objects, how one, the sea water, pushes 

up against the other, the granite structure, which resists the water’s flow. Further evidence of 

that resistance comes from the section of the wall closest to the right of the frame. The area of 

darker coloration suggests previous meeting(s) between the entities where the water sprang 

up against the granite wall, and from there ran down the face, leaving its wet, darkened 

trace along with the frothy white of the sea in a crevice. I address later, in Chapter 4, how the 

sea meets the land, where the meeting itself is in question. At this juncture, however, it is the 

fact that dwelling instigates this particular meeting of water and granite. Structures like this 

sea wall signify, of course, dwelling’s marks, forms, amongst the landscape, at the same time 

as they support ongoing dwelling. But here the sea wall does more than repel water along a 

certain coastal trajectory. I propose that the entities created by human dwelling acts, such as 

this sea wall, also dwell. This forms another aspect to how entities present to others amongst 

the landscape and what dwelling comprises. It makes sense that the sea wall dwells (that is, 

to carry out dwelling acts), here as it stands as a sentinel, guarding the coastline, slowing the 

weathering and eroding effects of the sea. Its actions amount to dwelling because these link 

to the chief human comportment to their fellow landscape objects, amongst whom they 

dwell. I mean an aspect of Heidegger’s analysis I return to in later chapters, the idea of “for-

which”. Humans manufactured the wall for a specific end — but the ultimate end, the object 

within which it was created, and the object in whose ongoing constitution it participates, is 

dwelling. As much as the sea wall follows a particular trajectory (figure 68) of coastline and 

its shapes, it also follows dwelling’s trajectory. Just as those humans and the tools they used 

manufactured the sea wall with acts of dwelling, so the sea wall continues to dwell, resisting 

and repelling then the water for dwelling. 
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Figure 71 [00:06:52]    Figure 72 [00:06:55] 

 

  

Figure 73 [00:07:03]    Figure 74 [00:07:13] 

 

 

The final and perhaps most obvious application of granite leads to buildings. The dwelling 

acts involved in constructing buildings support further dwelling and play an instrumental 

role in defining settlements as they agglomerate around ways. This sequence (figures 71-74) 

shows, very much like The Granite City, samples of different architecture from Aberdeen. 

That dwelling produces buildings seems perhaps the most elementary thing to say of it. But 

I wish to underscore that acts of dwelling, such as building, produce these structures just as 

in each of the other granite applications that the film highlights. This sequence also shows 

that humans make dwellings, and those of different kinds. Whilst a dwelling may connote 

the idea of housing or home, physical dwellings and the dwelling, it could as easily apply to 

any of those structures with which humans dwell. I mean “with which” in a twofold sense. 

Such buildings are indeed those landscape entities — regardless of size, location or function 

— amongst which humans dwell, alongside countless other entities too. These buildings 
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also function as tools, things that human beings use to dwell. Like other landscape entities 

that arise through dwelling, they also support ongoing dwelling. Touching upon buildings 

here, now leads to my consideration of the dwelling with regard to place, to understand 

places within dwelling and evaluate what dwellings themselves do. 
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Place and the dwelling 

 

I offer a reading of place in terms of dwelling, where I take Jeff Malpas’s (2006) topological 

reading of Heidegger as my point of departure. Malpas cogently interprets Heidegger such 

that place, or topos, characterises the whole of his philosophy. I do not necessarily follow 

Malpas’s reading of Heidegger and dwelling in relation to the fourfold, however, as part of 

his topological exploration. He interprets dwelling in relation to the fourfold, where place 

happens as an event, which in turn opens up space. The fourfold, “earth and heaven, 

divinities and mortals” (Heidegger 2001a, 153), are those elements whose combination 

opens up the space in which an entity can appear. Dwelling becomes, in this scheme, 

poetically linked to the fourfold, a matter of belonging to it. Malpas understands the 

fourfold where Heidegger “places the thing at the centre of the gathering of the fourfold” 

(2006, 267). He notes further that, “the way in which mortals are themselves gathered in and 

through the thing ought to indicate that there can no longer be any possibility of thinking of 

the gathering of the fourfold as something that is accomplished, or grounded in, the human” 

(2006, 267). Whilst this bolsters Malpas’ topological approach, it similarly privileges humans 

– their unique transcendence which gives them access to the being of other beings – in the 

whole of Heidegger’s thought. Nor need Heidegger’s thoughts on dwelling be tethered to an 

interpretation of the fourfold. Malpas does, however, helpfully insist that with Heidegger 

place and dwelling are inextricable. Humans dwell and as they do so, they make place. 

The notion of ”origin” at issue here is that origin to which we already belong, that which is 

the unity of all difference, the difference of all unity; it is just that place or ”abode” in which 

we already find ourselves. The return to the origin that is at the heart of Heidegger’s topology 

the return to the ”place,” the proper ”topos,” in which we already find ourselves, and in 

which philosophy itself arises. (Malpas 2006, 57)  

Malpas here addresses the fact that questionability comes forth from a position and that this 

includes philosophical thought itself “as a mode of questioning” (Malpas 2006, 56). It goes in 

hand with the questionability of being via human being that Heidegger makes and of course 
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that humans question their existence. Essentially the “’being-there’” (Malpas 2006, 56) of 

humans’ existence comes  from the same place as that of being in general and the origin, 

ground of philosophy. Origin appears also as ground in Heidegger, the ground for 

philosophy, the ground of being, but, as Malpas notes, these can be read topologically, the 

ground, the place where humans already find themselves. The return to origin proves 

interesting for dwelling because it raises the idea of abode and the return to it, as place. 

Now, I contend below, that the dwelling provides a base, and bases humans amongst their 

fellow landscape objects as they go out and return to it. That pattern of dwelling, then, 

emblematises, ontically, in the realm of appearances, the topos of humans’ already being-

there to which Heidegger attempts to return. 

In explicitly drawing the connection between place and dwelling, Malpas naturally 

looks to Heidegger’s essay “Building, Dwelling, Thinking” – to which I refer more below – 

and makes a connection that being human incorporates standing in relation to a place 

(Malpas 2006, 276-277). Malpas also refers to other work by Heidegger’s like Being and Time 

and the essay “Letter on ‘Humanism’” wherein Heidegger seeks to address ethics in his 

work. Malpas highlights, here, how Heidegger makes a connection between ethos’s meaning 

as dwelling place, as ’the bringing to light of the proper dwelling place of human being’ 

(Malpas 2006, 276-277). Malpas concludes, furthermore, that the ethics that Heidegger 

speaks of finds its form, not in structures for regulating behaviours, but as dwelling (Malpas 

2006, 277), which in turn feeds into how I refer below to dwelling as describing humans’ 

comportment to other objects. 

Like dwelling and landscape, place is something that humans make — but not 

necessarily an exclusively human concern. Specific, enumerable places, objects that humans 

make, arise as they dwell. I draw upon the sense articulated by Malpas in the edited 

collection The Place of Landscape (2011), where he outlines the continuities between the ideas 

of landscape and place. A landscape painting, for example, depicts a place and also how the 

human artist interacted with objects at that place and time, and thereby produced the 

painting, a new object. This example assumes that the artist paints outdoors, whereas the 

film apparatus mechanically captures the images. What makes the film images distinctive is 
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just that, their mechanical production, moments captured by one participant in the 

landscape’s constitution at the moment. But my contention is not so much about landscape 

and place but how dwelling sums up human beings’ comportment to their fellow landscape 

entities. Humans make place, moreover, as they dwell — it is another product of dwelling. It 

is to that extent, then, that I think that landscape and place hold together. 

There are semantic differences involving place and different senses in which I  have 

already referred to it. Everything, from its inception, has place relative to its immediate 

neighbours at any given instant, but here I attend to humans making places. A problem 

arises, however, because of place’s human origin. If a human can bracket out any group of 

objects and call them or think – not necessarily name – of them as a particular place, does 

that not undermine any attempt I make to think about place with film? Do not paintings, 

photographs and film frames enact the same bracketing out to make places by precisely the 

same principle? What distinguishes one configuration of objects from another that makes 

one a place and the other not, beyond any human’s decision? I seek to answer by holding 

place and dwelling in relation to one another, as inseparable. Humans do not just name 

places or designate these objects as a place and not those over there. Places develop and 

grow up over time as humans make the objects that compose them. Dwelling infrastructures 

— that dwelling produces —  concentrate together of particular to from these places it as I 

have mentioned previously.  

I do not dispute that humans might decide that a collection of objects amounts to a 

place, but those places that dwelling produces have a peculiar character. These places 

pertain, moreover, to landscape where dwelling describes humans’ relation with their fellow 

landscape entities. Landscape remains, of course, the context for my discussion, and that 

which distinguishes the kind of ”place” I discuss here from its other possible meanings and 

usage. Places therefore constitute a mark amongst landscape, of humans’ dwelling — an 

index of how the interactions amongst their fellow entities work out. These agglomerations 

of related entities have their provenance in human activity. The nature of these entities’ 

relation to one another does not just derive from the fact that they arise from human activity, 

however. They share a for-which: each supports, promotes and otherwise sustains human 
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dwelling. These entities’ shared trajectory provides the ground for their concentration 

together as places arise. 

The dwelling — what humans use for shelter — forms part of such dwelling places, 

one entity that shares as its ground, the for-which of human dwelling. The dwelling gives 

the possibility for human dwelling, a cornerstone that enables humans to go out and return, 

interacting with their fellow entities along the way. Whilst it provides a locus for dwelling 

activities, it also provides a site for multiple trajectories for interactions with other entities 

amongst the landscape. It moreover establishes the human activity within the landscape by 

providing a base that shapes daily rhythms for human interactions with their fellow 

landscape constituents. It comes as no surprise, furthermore, that other dwelling 

infrastructures arise in relation to the dwelling, where concentrations of human-made 

objects form around these. These human-made landscape objects function also as landscape 

representations for the manifold ways in which humans live, work, dwell together. 

I therefore approach place within its irreducible context of dwelling, through the 

dwelling. As I have already said, human beings need somewhere to live, that is, a physical 

shelter — preferably warm, windproof and water-tight. The rest of their activities amongst 

landscape flow from that point. Nomadic cultures, for example, have mobile dwellings that 

characterise their relationships with the other entities amongst whom they dwell. Nomads 

who live in Mongolian-style yurts, keep time using the position of the sun’s rays — both 

internally and external to the structure — to regulate their ongoing dwelling activities 

throughout the day (Mauvieux, Reinberg, and Touitou 2014). Activities which take place as 

inhabitants go out from even their mobile dwelling to interact with their fellow landscape. 

Even the sun’s rays that Mauvieux et. al. (2014) highlight form part of these landscape 

interactions — the dwelling and the sun interact to bring about rhythms and tempos to 

humans’ dwelling activities. Moveable dwellings seem no less dwellings where humans 

reside than those whose position is fixed amongst the landscape. 

There is also merit in setting place in a broader perspective to that of Heidegger and 

an object-oriented viewpoint. Place also concerns objects’ collision and creation of new 

objects, consists of trajectories that cross, meet and diverge. Splintering, fracturing, 
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’infinitely proliferating division’ (Massumi 1992, 35, 10-46). These words do not seem 

particularly positive, creative – words that add, augment or build. But that is precisely what, 

I contend here, Deleuze and Guattari’s work brings to dwelling. Haecceity, for example, 

whilst a designation of an object as such, dwelling’s encounters, crossings, comings, goings, 

have their basis in longitude and latitude: 

We must avoid an oversimplified conciliation, as though there were on the one hand formed 

subjects, of thing or person type, and on the other hand spatiotemporal coordinates of the 

haecceity type. For you will yield nothing to haecceities unless you realise that that is what 

you are, and that you are nothing but that. [...] You are longitude and latitude, a set of speeds 

and slownesses between unformed particles, a set of nonsubjectified affects. You have the 

individuality of a day, a season, a year, a life (regardless of its duration) – a climate, a wind, a 

fog, a swarm, a pack (regardless of its regularity). Or at least you can have it, you can reach it. 

A cloud of locusts carried in by the wind at five in the evening; a vampire who goes out at 

night, a werewolf at full moon. It should not be thought that a haecceity consists simply of a 

decor or backdrop that situates subjects, or of appendages that hold things and people to the 

ground. It is the entire assemblage in its individuated aggregate that is a haecceity; it is this 

assemblage that is defined by a longitude and latitude, by speeds and affects, independently 

of forms and subjects which belong to another plane. It is the wolf itself, and the horse, and 

the child that cease to be subjects to become events, in assemblages that are inseparable from 

an hour, a season, an atmosphere, an air, a life.  (Deleuze and Guattari 2013, 306) 

 

Dwelling takes place – if it is anything at all, it is its events. Trajectories, forces, entities 

happen together in the movements that define dwelling. People walk, hammer, ride, work, 

go, build, eat, grow — in these things, these events, they are their direction, they are their 

movement, they are their encounters and trajectories. Deleuze and Guattari’s explanation 

matters here because dwelling plays out in terms of haecceity, of “longitude and latitude, by 

speeds and affects”. Longitude and latitude — as in spatiotemporal, not cartographic — 

pertain to place in particular because haecceity aptly sums up how place arises in the context 

of everything else. The entities, forces, trajectories, their interactions and collisions, that give 
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rise to place, as well as every other entity that constitutes the immediate landscape. As I 

mentioned above, a place has many constituents, but it is also its constituents, perhaps an 

assemblage in itself — each individuation inseparable from its place-context assemblage. In 

this case, “[s]patiotemporal relations, determinations, are not predicates of the thing but 

dimensions of multiplicities” (Deleuze and Guattari 2013, 306). What makes this even more 

intriguing is that — as one would expect of Deleuze and Guattari — haecceity “has neither 

beginning nor end, origin nor destination; it is always in the middle. It is not made of points, 

only of lines. It is a rhizome” (Deleuze and Guattari 2013, 307). By casting place in this light, 

and considering its occurrence as inseparable from dwelling, as I see it, then people make 

place (that is, places) as they dwell. Places’ contingency lies in human action, dwelling acts, 

dwelling. People do go, of course, from one particular place to another — those actions are 

integral to dwelling. But in line with Deleuze and Guattari’s comments, in as much as they 

have neither ’origin nor destination’, places also have no material function as such either. I 

mean that, just as Deleuze and Guattari speak of haecceities as inseparable from the 

assemblage they populate and added to the fact that there is no material discontinuity 

between one place and another, as people move amongst the landscape, they move amongst 

a landscape composed of a continuous infinity of objects — no space, nor spaces, so to 

speak. 

 Yet more strikingly, Deleuze and Guattari describe the haecceity saying that, “[i]t 

should not be thought that a haecceity consists simply of a decor or backdrop that situates 

subjects, or of appendages that hold things and people to the ground” (Deleuze and Guattari 

2013, 306). This sentiment applies both to landscape and places. It closely mirrors my 

overarching approach to landscape, where the fundamental footing of all objects is the same, 

and the roles, impacts and effects of all objects on one another are acknowledged, rather 

than an abrogation of the vast majority to human service; rendered inert, frozen and mute, 

according to subjects’ fancy. More specifically for places, then, Deleuze and Guattari remind 

us of how places concern all their constituents, and therefore are never final or fixed, nor 

delimited surface areas and boundaries. Places, their constituents, as longitude and latitude, 

“speeds and slownesses between unformed particles” and “nonsubjectified affects”. 
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Dwellings making places on film 

 

I now turn to a film that discusses the dwelling and which evidences how place formation 

happens from the context of mid-century Inverness in Scotland. As I do so, I reference the 

aspects of place I have outlined: where place occurs with dwelling, where places are formed 

of dwelling objects and where places are their position, their longitude and latitude, and 

where the dwelling enables a going out from and return to amongst the landscape. The 

geographer John Brinkerhoff Jackson highlights this final sense where the house as an object 

is not equivalent to the dwelling, “if we are speaking of the dwelling as a house—we should 

really say, ‘dwelling place’” (1997, 210). A house becomes a dwelling when “we stay long 

enough for our presence to become customary [. . .] it becomes an element in a customary or 

habitual way of life” (1997, 210). This habitual way of life describes the going out from and 

returning to that the dwelling enables.   

Homes for a Highland Town (1950) contrasts how people have previously lived in 

Inverness up to that time, with the requirements for new housing stock in the city. In its first 

phase, the film emphasises how these houses require maintenance, lack amenities such as 

running water, and how people share cramped conditions. It surveys thatched-roof homes 

with drystone walls, homes with slate roofs and cut stone whose dwellers collect water from 

pumps outside, tenement balconies and walkways strewn with drying laundry and then an 

adjacent courtyard with playing children. A sequence showing a street of new houses 

initiates the film’s switch to its second phase where new houses are under construction, 

finished and occupied. The streets formed are lined with terraced, semi-detached and 

prefabricated houses and bungalows. This second phase contrasts starkly to the first with 

wide streets, streetlights, and front and back gardens. 
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Figure 75 [00:06:52] 

 

 

The film’s structure delineates a straightforward narrative concerning the shortcomings in 

housing for Inverness’ residents and the new housing stock that alleviates some of these 

issues. The Department of Health for Scotland (figure 75) did, after all, have a hand in the 

film’s creation and James S. Nairn was known at the time for his work with non-fiction, 

education and documentary films. As with all the films I work with, it records, suggests, 

inspires more than its chiefly structured narrative but that still emanates from its main 

theme — this time, housing, the home, and, therefore, dwelling as much as dwellings. I read 

the film, therefore, as a means that illustrates the connection, the relationship, the 

dependency between the dwelling and dwelling.  

 

  

Figure 76 [00:00:36]    Figure 77 [00:00:51] 
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Figure 78 [00:02:35]    Figure 79 [00:02:48] 

 

 

Figure 80 [00:02:55] 

 

As with many of the films in the corpus that concern particular towns, cities or places, the 

opening of the film involves a map that locates Inverness (figure 76). The sequence that 

follows displays two diagrams, which differ only in their scale. Figure 77 shows the larger of 

the two. If there were ever different means of representing the same object — the place, 

Inverness — these images certainly go some way in doing just that. With other such 

sequences I mention naming, situating a town a region or other entity and verification of 

particular configuration of landscape. Thinking about this sequence explicitly in terms of 

place, place that human dwelling constitutes, it exceeds those aspects. The same object, a city 

named Inverness, treated through different movements within the same sequence. Here the 

film makes use of different objects, within itself as an object, that provide unique 

impressions of the same place. In the same way that you may have picked up a stone to 

inspect it, feel it and turn it over in the palm of your hand, so the film, in an analogous way, 

might be said to present the town from different aspects. First of all, Inverness shows up as a 
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dot on a map — where, interestingly, no other places are named — with the outline of the 

coastline, and the Scottish Highlands to the north (figure 76). Then Inverness appears as a 

diagrammed plan of the town — figure 77 shows the larger of the two consecutive shots of 

the diagram. The film devotes fourteen seconds to the larger-scale shot of the two diagrams 

— a substantial duration when one considers there are no inter-titles in the film that may 

have merited similar durations. This duration does not in itself confirm anything, but such 

durations do leave open the possibility for either formal or informal, instructional 

commentary to accompany the images. But these two different forms show up the object in 

different perspectives, right from the beginning. It is not that the different media show up 

the same place necessarily, but the varying, changeable ways in which one place can show 

up. This seems emblematic of how place does not need to mean fixed, but rather dynamics 

that become attached to a locale. This also relates, in turn, to how Deleuze and Guattari’s 

lens of haecceity renders place — that which, here, lies in between the yet unformed 

particles, not quite yet objects of place, without being placed. I propose, therefore, that films 

such as this present place as particular, something that involves a defined but not limited 

locale, whilst accepting, highlighting, even, the in-between, the transitions that a place — a 

thing human dwelling creates — undergoes. A transition that this film demonstrates with 

the specific case of housing.  

Figures 78 - 80 show the first stage for housing, perhaps intended, in the official 

narrative, as a more traditional housing form, of thatched roof cottages. The house (figure 

78) seems uninhabited, branches run perpendicular to the worn-out thatch. The irregular 

stonework contrasts with the whitewashed cottages in figure 80, which signals the first point 

where the film suggests a going-out-from, where the house is the structure that bases 

humans amongst the landscape. Figure 79, whilst showing the upkeep of thatched roofs, 

also looks forward to a forthcoming contrast with the apparently more weather-proof tiled 

slate roofs. This raises the question of maintenance, however, the work of upkeep, the 

preservation or improvement of the shelter that bases people amongst landscape. So, whilst 

the film shows first the earlier form of housing in view of the coming changes in housing 

stock, the film also presents the house as shelter, suggests a going-out-from, and that which 
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bases humans amongst the landscape. As the house bases humans amongst the landscape, 

so it is the basis for their dwelling with their fellow landscape constituents. 

 

  

Figure 81 [00:03:22]    Figure 82 [00:03:35] 

 

 

Figure 83 [00:03:38] 

 

Water becomes interestingly thematised in a sequence which also introduces cut stone 

dwellings with (what look like) slate roofs. The phrase “wind and watertight” is a common 

expression when describing a desirable minimum for human dwellings. But with water the 

film also takes up another theme, that humans require water to dwell but the film relates it 

to the dwelling also. Figures 81 - 83 record children who have been sent out to collect water 

for the home from communal pumps, in the absence of no running water, given the period 

in which they were built. This plays to the film’s official narrative which highlights the 

problems with the current, older dwellings in the city before showing new dwellings that 

address these issues. These images show how human beings’ basic requirement of water 

manifests in relation to how the dwelling bases humans amongst the landscape. The first 
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image (figure 81) shows two young children carrying a pale of water, who walk in front of a 

house (note also its slate roof) — this places the need for water and the fetching of it from an 

outdoor source in relation to the dwelling. The two examples that follow (figures 82 - 83) 

then afford closer inspection of the pumps, flowing water and those standing around 

waiting for the pale to fill. Figure 82 shows water pouring from the tap into the pale below, 

its shadow visible on the stone. These objects, water, pale and stone provide a picture of 

dwelling that further connects water, and the dwelling together via dwelling. These entities’ 

mingling indicates the act of dwelling that these two images record — the fact that these, 

along with a human dweller, compose an act of dwelling amongst their landscape fellows. If 

I push this combination of mingled, colliding objects further, water stands for the primordial 

necessity for most other things’ being, including human dwellers. The stone stands for 

dwellings that base dwellers amongst the landscape. And the pale provides a detail that 

represents the kind of tools that humans make for their dwelling amongst the landscape. 

The following image (figure 83) therefore, which adds human dwellers — this time 

gathered around a different tap and water bucket — completes this interaction of objects. 

What I mean is that they now complete the act of dwelling, fetching water. Why this image 

holds particular significance comes from the act captured, perhaps the most fundamental 

dwelling act, to fetch water, a basic material predicate for being. Perhaps these dwellers pose 

self-consciously for the camera or maybe they just try to fetch water under the camera’s 

gaze. Even if neither of those possibilities stand, all three look down towards the water, as it 

pours downwards in obedience to gravity. Water centres the image and stands as the basis 

for dwelling as well as this localised act of dwelling — these aspects, in a sequence that also 

suggests the problematic situation of existing living conditions for Inverness residents, the 

official narrative.  
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Figure 84 [00:04:36]    Figure 85 [00:04:46] 

 

  

Figure 86 [00:04:52]    Figure 87 [00:04:58] 

 

  

Figure 88 [00:05:01]    Figure 89 [00:05:04] 
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Figure 90 [00:03:22]    Figure 91 [00:03:35] 

 

 

The final stage in the film’s discourse on the downsides of the current housing stock brings 

into focus tenement-style flats. Washing blows in the wind, children play in the shadow of 

balconies, views of rooftops that expose closely knit-together buildings. This sequence 

emphasises how people live on top of one another, to suggest that the density of buildings 

in a town centre amounts to less than desirable conditions, specifically the housing density 

of inner-city living in flats. The elevated camera positions in figures 85 and 86 show 

Inverness’ central, built-up areas, predominantly with stone buildings, but not at all unusual 

of course for an urban centre. Chimneys and their stacks clutter; sloping roofs slide into one 

another; white smoke swirls; roof slates shine grey. These aspects create a sense of dense 

occupation, of congested land. In terms of the film’s official narrative, these characterise the 

town centre as a place where, in relation to land, buildings displace people, or, in terms of 

dwellings, dwellings exceed or crowd out their dwellers, if, as this film proposes, new 

houses out of town with gardens are better. That is, whilst there might be apparent good 

reason for new, improved housing stock, there is more going on here than just that 

argument, at the very least an assumption that a suburban model should prevail.7 Not once 

does the film show, moreover, interiors of the existing housing stock but only of the new, so 

 
7 The broader context here is the removal of the unseemly, the unsightly, the ugly in the name of 
progress. Those in power, those with power frame the argument in terms of progress to achieve an 
agenda of one form of gentrification or another. Emma Street (2014, 67-88) and Loretta Lees (2014, 
149-172) present, for example, how similar agendas manifests in modern day London, ushered in 
under policies of sustainable development, social mixing and the like. 
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the argument here lacks detail and cogency, at least in terms of the story that the film’s 

images tell, absented an in-person, verbal commentary that could well have accompanied its 

exhibition. 

This environmental question brings into focus concentrations not just of buildings, 

dwellings and other amenities, it speaks also to a particular concentration of people. This is 

the concentration of dwellers who go out from, return to and move in proximity to 

dwellings, which base them amongst the landscape. Figure 84 which shows three figures 

who amble along, and of whom two push prams, perhaps in their neighbourhood, but their 

activity takes place around dwellings, these flats. Similarly in the courtyard of the flats 

(figures 87 and 88), children play and cycle past, a woman in a coat departs (figure 87), a 

toddler curiously wanders after her only to become engrossed elsewhere, two others busy 

themselves in front of a doorway, not to mention the dog who stands beside them (figure 

87). Such activity begins to suggest how the dwelling relates, as the base, for the activities 

that take place amongst the landscape. 

The camera continues to survey the courtyard (figures 89 - 91) by way of two brief left 

to right pan shots where, this time, other objects indicate human activity based around the 

dwelling. Washing lines stretch out, the items hanging on the lines and others draped over 

balconies evidence dwelling activity. They stand for activities, the sort which take place with 

the basis that dwellings provide amongst the landscape. Figure 89 shows the manifold lines 

that compose these dwellings and the courtyard they envelope. Horizontal lines produce the 

balconies-cum-walkways, and the tops and bottoms of the railings bring out the horizontal, 

whilst verticals manifest in the supporting struts between the walkways, the bars of the 

railings and the prominent lamppost. Then figures 90 - 91 show the lines which travel at 

variance to the formal, lines made from the washing lines and the garments that hang on 

them. But what if all these lines were trajectories? Accretions of lines, a remnant which 

testifies to (acts of) dwelling past — constellations composed of intersection, collision and 

fragment. These lines trace past trajectories in this Inverness neighbourhood’s formation, 

acts of dwelling that created the dwellings in the first place, then those acts that came after. 

The drying lines were put up, another preparatory act of dwelling, in order for an ongoing 
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dwelling rhythm to take place, and one that the dwelling itself enables, as the base for 

humans amongst the landscape. The fact that people have the ability to make their dwelling 

with their fellows. And these two pans themselves, though brief, add to the dwelling 

activity amongst landscape, with these bases or dwellings in the courtyard. Part of that 

activity lays more lines here in the courtyard, lines that capture these images, as the camera 

moves left to right and then left to right again. These images, this filmic record, results, then, 

from intersections with these other, past trajectories that the lines trace. These interactions 

make the images, in turn, fragments, shards even, of the encounters at the time and 

themselves new trajectories, the possibility of the image itself.  The camera’s dwelling 

activity transmutes landscape trajectories into filmic landscape trajectories, the fragments of 

which compose the film and which it consequently presents. 

 

  

Figure 92 [00:06:50]    Figure 93 [00:06:51] 

 

  

Figure 94 [00:06:52]    Figure 95 [00:06:54] 
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Figure 96 [00:06:57] 

 

 

This left-to-right pan (figures 92 - 96) shows the first sign of the film’s switch, where it 

pictures completed, new housing on a street with a wide road and symmetrical, regularly 

spaced houses, clearly contrasting with the densely populated town centre. The camera 

lands on an example of the new housing stock, appropriate to the film’s official narrative 

around new, more spacious living conditions. The medium shot of the house’s white facia, 

as yet unblemished by weathering, effectively evokes the idea of new, clean and bright 

homes. 

 

   

Figure 97 [00:07:01]    Figure 98 [00:08:51] 
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Figure 99 [00:08:57]    Figure 100 [00:08:58] 

 

 

Figure 101 [00:08:59] 

 

 

The shot above (figure 97) shows, however, that going-out-from and returning-to continues 

as residents move up and down the street, making their way amongst the landscape, going 

out from or returning to their base amongst the landscape. All the more so, in fact, because 

now this area is out of town — only those who live there have reason to be there, unlike 

those more densely populated thoroughfares, closer to the town centre. The elevation of the 

shot also is just high enough to confirm that — it is not built up, concentrated in the way 

that the earlier shots give us, prior to the flats sequence. 

The film also includes the process of housebuilding, particularly the work involved in 

some aspects of the building process. Construction workers spread out the road’s black 

materials — likely tarmac — amidst nearly finished homes and the mounds of earth, sand 

and assorted stones which line the road (figure 98). The steamroller then moves over each 

road section the workmen prepare, compressing and fixing in place the surface (figure 99 - 
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101). The road, the way to and from these dwellings is made of slow, patient dwelling acts. 

Considerable effort goes into the road’s creation. I suggest, therefore, that the labour and 

investment that the road required, in itself (the bare fact), shows how the dwelling forms the 

base for humans’ dwelling amongst the landscape. A means for accessing the new homes is 

essential for those future residents not necessarily for accessing the dwellings at all, but to 

make viable the rhythms that the dwelling, as a base, creates. The dwelling, once again, as 

that which bases them amongst the landscape, the object who creates human dwellers’ 

going-out-from and returning-to rhythms. 

I have not much mentioned the issues raised in the beginning, which relate the film 

back to the issues I outlined concerning place. They are here more usefully considered in 

relation to the film as a whole. The first and perhaps most apparent sense in which Homes for 

a Highland Town relates to the conceptualisation of place I make, is the sense in which the 

place is an agglomeration of buildings that come together amongst the landscape. These 

buildings facilitate dwelling, but the place is, at the same time, not fixed or bounded. The 

film clearly identifies the new housing area as part of Inverness, the place. New homes and 

neighbourhoods are presented as a continuity of the same entity, as an evolution of the 

town. That continuity is shown in how the film transitions from the current town to its 

newest parts, and also in the diagrams at the beginning that picture the city’s growth. But it 

is not just the film’s story that tells of its simultaneous coherence and changeability as a 

place. Place’s context as an event in the context of human dwelling is also significant: that 

dwelling itself drives the development of the new homes in two respects. The first being that 

these houses serve, as I said above, as examples of dwelling infrastructure that sustain 

further dwelling, which in turn support further dwelling. The second is that the new 

dwellings themselves perpetuate dwelling’s rhythms of going-out-from and returning-to.  
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Conclusion 

If it feels like the section about place was much shorter, it was because place’s context is 

dwelling and that this chapter concerns dwelling, not only place. Does that equate place 

with other tangible objects produced by human dwelling, like those sequences I highlighted 

to illustrate making? The answer is yes and no. Yes, insofar as dwelling produces place. It is 

one of the objects that human dwelling produces, as it does cobblestones or granite chips, 

outcomes of very practical work. But it is also an outcome of less tangible acts of dwelling, 

basic human need and the behaviours that those entail. This is why, of course, I address 

place with the dwelling. The fact that people require a shelter, a base amongst the landscape 

consequently requires that they go out from and return to. No, insofar as the difference that 

J.B. Jackson makes between the house and the dwelling which I quoted earlier. The house 

becomes a dwelling after time, following habitual ways of life, that is, continued interactions 

between the objects house and human. Likewise, collections of buildings and other dwelling 

infrastructure that together compose a larger object of village, town, city, but the acts of 

dwelling that build it and then happen with these objects make it a place, not the 

agglomeration of buildings and infrastructure alone. 

But I want to circle back to making specifically, to the dwelling acts that produce the 

objects that, in the cases I studied, supported further dwelling. Whilst the films showed 

different kinds of interactions between a range of objects, the results of dwelling acts, 

filmmaking, too, shows itself, I argued, as a dwelling practice in the course of the 

interactions camera and operator have with the entities they film. If the films themselves, the 

final products of that filmmaking process, did not support continued dwelling, compared to 

a granite sett for a road, for example, then what role do they play as objects? Or, perhaps 

more aptly, what are they? They are landscape objects: they provide a record of landscape 

events, and the dwelling activities during particular moments; they are composed of other 

landscape objects, those new objects produced by the camera’s interactions amongst its 

fellow landscape objects — the filmstrip and each of its frames; as these are composed of 

landscape as their raw material, their completed edited forms as films make filmic 

landscape.  
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There is a depth to them that comes from these layers, which have their origin in those 

original interactions amongst the landscape between camera, operator and their 

surrounding, fellow landscape constituents. Their nature, what they are, is thereby anchored 

to landscape. To bring this back to dwelling, it allows me to understand these films, at least, 

and maybe film more generally, having their origin in dwelling, that which describes 

humans’ relationship to landscape — of which they are a part, of course. These film objects 

have their ground in dwelling: made from acts of dwelling, in the course of dwelling whilst 

also recording dwelling. As they are anchored to landscape, so their posture, their relation to 

other landscape objects, is characterised by dwelling. So, these films, even though their 

connection to dwelling feels less tangible than the dwelling acts and the objects they create, 

just like a granite sett, they do sit in the same way as granite setts, as new objects that 

dwelling acts create.  

It is in these senses that landscape emerges through film in this context. It seems 

fitting, furthermore, that I turn to ways in the next chapter, because, at least figuratively, 

film could also be described as a way – a way in to, a means for apprehending, landscape. 

That serves as kind of picture for my conclusion here on the depth of film as a landscape 

object. Ways emerge, in the following  as a pervasive force amongst the landscape as the 

camera itself represents that force by the range of ways-enabled movement it undertakes in 

the films the chapter explores. 
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3. Ways 

   

  

Figure 1 [00:01:02]    Figure 2 [00:01:03] 

 

  

Figure 3 [00:03:13]    Figure 4 [00:03:15] 

 

The c.1933 amateur film Edinburgh, Scotland provides an example of how ways do not only 

lead objects amongst the landscape to other ways, but that they form the basis for human 

dwelling and its sites. Imagine a settlement, of any size, without ways – without the ability 

for different entities to move amongst its constituents, seen and unseen, tangible and 

intangible, that form the hamlet, village, outpost, town or city. It seems near impossible. 

Entities, whether humans, other animals, vehicles, water or others move and make ways by 

doing so at the same time as they require ways to move. Ways form the threads around 

which other objects concentrate, gather, in this case those that arise with human dwelling. I 

offer this more urban example, moreover, as one that follows logically from the theme of 
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dwelling in the previous chapter. Figures 1 - 4 show Edinburgh imbued with ways and the 

moving objects that use them. Ways have a structuring effect, a determinative logic that 

charts where buildings, infrastructure and so on may arise or not. 

 Figures 1 and 2 show Princes Street in the heart of the city, from the west end to east 

end. Buildings and a pedestrian-filled pavement flank the road to the left (figure 1). A 

tramway divides in two the road that the poles carrying the power lines demarcate. Cars 

and buses advance westward on the other side with trees on that flank. The linear, receding 

perspective shows how the road structures the location of other objects as well as how they 

gather around it. Further east (figure 2) the Scott Monument looms over the street in the 

frame’s central third. The overhead wires — themselves ways — hang above the road, more 

visible this time. The road-adjacent trees and buildings show how the objects on this side 

gather at the road. The power lines must also adhere to the roads’ direction, keeping the 

trams operational. The image reveals the multiplicity of ways — tramway, power lines, 

roadway, pavement. All of these objects, together with buildings, trees, vehicles and 

pedestrians, form the street. 

 The camera scans the same street from the elevation of the castle, above the street and 

gardens (Figures 3 and 4), the southern end of Frederick Street perpendicularly intersects 

with Princes Street. These images show an intersection of two ways and the high angle 

makes visible their respective trajectories. Contiguous buildings’ fasciae flank the two ways 

further showing how ways give shape to the objects that collect around them. The buildings 

on Frederick Street’s west (left) side occlude most of the actual road. The buildings flanking 

the road stop, however, visible on its east (right) side. The buildings that come after that, 

heading north, mark out a way (George Street) that runs parallel to Princes Street. These 

buildings’ configuration make visible roads unseen that simultaneously show how ways 

must pervade the city in order that pedestrians, animals and vehicles can move amongst its 

collected entities. That various entities move around at all therefore curtails how the city 

becomes configured in order that the city’s constituent elements are accessible, usable by the 

humans that built them. I suggest that what I describe here cannot simply be explained as 

elementary town planning. It concerns how the interactions between objects play out and 
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the new entities, such as cities, which these interactions produce. These four images from 

Edinburgh, Scotland show, furthermore, how dwelling cannot be disentangled from ways. 

 Just as ways saturate and shape the city, they pervade and impact the other landscape 

objects they lie amongst. And just as ways pervade the landscape in general, so they provide 

a necessary ground for dwelling. The key question for this chapter is: what role do ways 

play in landscape’s formation? How do they manifest as objects? And how do they interact 

with the other objects around them? The case of Edinburgh, Scotland above also highlights a 

number of issues concerning ways and landscape that its scope did not encompass: what of 

ways outside urban contexts, what about rivers, what about ways connecting to the ways 

and the networks they form, and what about the other ways mentioned above like power 

lines? This chapter addresses these issues that arise from ways’ interactions amongst 

landscape, but without offering a taxonomy of ways, which amounts to a far greater project 

in itself.8 At their core, these questions address the phenomenon of movement. For as long 

as there have been objects that move, there have been ways — moving things make ways 

amongst the landscape. Ways also acknowledge that landscape moves and its forms change, 

as do its members. My consideration of ways continues, moreover, the project’s trajectory 

that seeks to question anthropocentric notions of landscape: I began with dwelling, humans’ 

dependence upon their fellow entities; now in this chapter, I address ways, which are the 

predicate to, and co-extensive with, movement amongst the landscape – no ways, no 

movement; and I then consider the three particular objects – water, trees and rock – those 

whose structuring effect includes shaping the landscapes amongst which humans are 

thrown. This is to say that the assumptions around a flat ontology of all objects from 

Harman’s object orientated ontology continues to undergird the project’s trajectory. 

 Ways facilitate objects’ movement amongst the landscape. They lead objects, more 

specifically, from locations, contextures, objects, to others, in contrast to, ”from one place 

[discreet unit] to another”. That latter view does not account for what comes in between 

 
8 In addition to a taxonomy of ways being out of scope for this chapter, I also do not offer an outright 
definition of what a way is and is not. To do so, would be to fall foul of the same trap that lies in the 
pursuit of a taxonomy – namely, that deciding what is in and what is out becomes the goal instead of 
ways’ role amongst the landscape. 
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point A and point B. All ways lead somewhere, to different configurations of objects — but 

these might be any moment along any way, not explicitly, humanly sanctioned, named 

places. Human dwelling does, however, collect together similar kinds of objects to form 

settlements of varying sizes around ways — ways draw in and they precede dwelling. 

Edinburgh stands as one example among countless others of where ways can lead to as 

constitutive landscape objects, but also the trajectory from dwelling in the previous chapter 

to ways in this chapter, underscoring their inextricability, for ways predicate dwelling.  

 

Placing ways  

 

Ways hold landscape together in some sense. Not that it falls apart without them, but they 

are a noteworthy constituent. They link together different sites, and considered together, 

they also form a pervasive complex of ways — an object I shall consider object in its own 

right. They also indicate movement amongst landscape. As I said above, ways arise because 

objects move, make their way, amongst landscape. Sometimes these become tangibly etched 

into landscape’s forms, but many remain, humanly speaking, intangible. Those that become 

established, then maintained, do so with repeated use — migration routes, trails, tracks, 

tunnels and paths — or by interventions to construct ways by importing different objects 

and materials into new contexts — roads, rails, tunnels, pavements, canals and other 

infrastructure like waste and water pipes, and cables for electricity and telecommunications. 

Their tangibility and facility depend upon the persistent movement of the objects whose 

movement they facilitate. I refer to paths and trails as those ways that arise gradually with 

repeated animal movement. Sometimes these ways become visible if the materials underfoot 

compact under pressure, wear away, and the traces of repeated journeys imprint the path 

into the earth. 

 Ways need not resemble visibly or texturally tangible paths, of course. Paths created 

by consistent ambulatory movement over time must, moreover, remain used in order to 

remain open, passable and detectable. Robert Moor comments, for example, that  
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every step a hiker takes is a vote for the continued existence of a trail. If everyone decided to 

stop hiking the AT [Appalachian Trail] forever, it would become overgrown and eventually 

disappear […] Use creates trails. Long-lasting trails, then, must be of use. […] Because they 

both express and fulfil the collective desire, they exist as long as the desire does; once the 

desire fades, they fade too. (Moor 2016, 17)  

 

Footpaths do not feature so much in this chapter but, arguably, any way created by humans 

whether footpath, asphalt motorway or railway track, indicates a need to navigate and move 

through the landscape. But other animals also travel ways that do not resemble tangible 

paths that humans often travel. Wild reindeer migrate to different areas for the summer and 

winter. One study (Panzacchi, Van Moorter, and Strand 2013) tracked, for example, the 

twice-yearly migration of reindeer. Researchers tagged reindeer from a particular herd and 

then tracked their movement over a number of years to assess the impact of a human-built 

road that crosses their migration route. The GPS location data provides a trace of the long-

standing migration route that exists even though the reindeer undertake their journey 

infrequently and without sufficient number to mark their paths through the landscape. 

 Established, tangible ways form my primary concern in this chapter. I have so far only 

mentioned ways that animals create in their negotiations with landscape, but rivers should 

not be overlooked as ways either. Rivers arise where water continually flows from a source 

on higher ground to a body of water at a lower altitude and imbricates with the objects it 

passes over, through and round, on its way. These differ, then, from trails, paths, roads and 

so on, because they exist by flows of water that imbricate with other landscape objects. 

Rivers do not only stand out because flowing water makes and maintains them — inherent 

to a river as a river is its water flow; dry riverbeds, by contrast, absent of water flow, are not 

rivers, but signal what was once a river. Constant movement, without cessation, predicates 

the river’s existence — movement that other ways do not require to remain extant. Because 

the water’s flow constitutes rivers, they provide other objects with carriage as they float in 

its moving water, move along the riverbed with the water’s propulsion, or become 

incorporated into the river by the action of the moving water. 
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 Rivers have, furthermore, a primordial quality, firstly because of water’s existence that 

long precedes sentient objects, and secondly, because innumerable objects depend upon 

water as a basic element for their existence. As a unique kind of way, rivers demonstrate one 

key aspect of ways in general: they draw in other objects, both towards them physically and 

into their field of possibility. When other objects encounter that field, the meeting stimulates 

the development of new objects. I began the chapter by mentioning human dwelling’s 

inextricability from, and dependence upon, ways – dwelling assumes movement amongst 

landscape. Älven (1939) articulates how ways, specifically rivers, draw objects in, and how 

new objects arise with ways. Älven’s images do this by showing examples of manufactured 

objects that would not arise but for the river. The film takes, more significantly, an explicitly 

didactic turn and explains to viewers how humans have used rivers for their benefit in the 

course of their dwelling. I show how the film offers an account of rivers as primordial ways 

and that dwelling arises with ways. 

 Whereas Älven does not indicate specific places and sites in Sweden, the amateur 

Scottish film The Tweed (c. 1938, 1939, 1943) follows the river’s course downstream from 

source to its meeting with the sea. My reading emphasises how specific settlements, 

particular sites, all share a close connection to the river as they arise with it at points along 

its course. These tangible, identifiable sites amongst Scotland’s landscape tangibly relate 

objects’ affinity for and imbrication with the riverine landscape that the river creates. 

 Once I have explored ways’ drawing in and those objects that might arise within their 

field of possibility — with rivers in Älven and The Tweed — the next part of the chapter 

considers ways as a pervasive complex, which describes their abundance amongst landscape 

and that they amount to an object in themselves. To particularise this investigation, I 

consider the pervasive complex in terms of a somewhat smaller but no less extensive object, 

which I will call a pervasive complex of roads, at the same time following Timothy Morton 

(2013), conceptualising these objects as hyperobjects. I analyse roads in two films, and 

structure the analysis around four filmic aspects that evince the hyperobject pervasive 

complex of roads. Richard Berlins samling film nr 04 (1932) features a holiday road trip around 

Sweden, and Västerfärnebo Biltrafikförening 25 år i trafikens tjänst (1949) celebrates a bus 
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service’s anniversary by showing its various activities. The footage, journeys and road 

sections show how the roads interact with other objects as well as suggesting their 

pervasiveness. 

 

Thinking about ways 

 

Ways and their context within landscape receive attention across different disciplines and 

from numerous specialists outside the academy. I now demonstrate ways’ relevance in their 

own right and as part of landscape. To refer to non-academic sources first, I already quoted 

from Robert Moor’s On Trails (2016) in which he surveys a host of different trails and their 

meaning. He refers to his own experiences as a walker throughout his investigation and 

distinguishes trails from paths as ways that “‘sign’” (Moor 2016, 60), something that animals 

might subsequently follow in response to it. Like Moor, Robert Macfarlane writes in The Old 

Ways that “[l]ike sea channels that require regular dredging to stay open, paths need 

walking” (2012, 17). He proposes that “[p]aths connect. This is their first duty and chief 

reason for being. They relate places in a literal sense, and by extension they relate people” 

(2012, 17). Macfarlane and Moor respectively explore paths and their relation to landscape, 

and this careful work, furthermore, holds value for understanding ways. Their writing lies, 

of course, beyond the immediate confines of academy, but their concerns and practice 

closely align with other geographers who similarly study landscape’s material forms. 

 I refer again, for example, to the geographers John Wylie and Hayden Lorimer — 

whom I mentioned in Chapter 1, along with others, who approach landscape’s material 

forms and their encounters with these. A fascinating aspect of their work is how ways are 

integral to their practice as geographers, even on occasions where ways do not form the 

primary matter of their investigation. Ways provide the grounds for their movement 

amongst the landscape and their interactions with its forms. I mention briefly here two such 

studies that ways not only enable but also that evoke ways’ pervasiveness. Wylie (2002) 

recorded his ascent of Glastonbury Tor where he moves through the landscape, experiencing 

the ascent by treading his way — making a way and sustaining established ways — up the 
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tor’s terraces. In his practice he describes how he drove to Glastonbury several times on day 

trips from Bristol to visit the tor; he walked country lanes on his approach to the tor; the 

terraces form a way for those who ascend and descend. He further mentions other ways that 

draw his attention, such as the Glastonbury bypass. Ways join up and enable Wylie’s 

journeys to the Glastonbury area, his experiences amongst that landscape and its 

constitutive objects and his imbrication with them. Wherever and whenever entities – in this 

case vehicles such as cars and human pedestrians – move amongst landscape they 

constitute, it appears that they make ways. So, in addition to Wylie’s particular conclusions 

about the Tor, its gathering up of the landscape and how embodiment informs that, ways 

share an intimate involvement in all those aspects. 

 Hayden Lorimer (2013) records his search for scarecrows, objects whose presence has 

greatly declined in Britain’s landscape. He seeks out where scarecrows now scarcely occur in 

the landscape and the causes and significance of their decline. Lorimer discovers that the 

requirement to scare away seed-pilfering birds remains, but that farmers and agri-businesses 

often use automated scaring solutions. Scarecrows do remain, albeit rare, landscape 

constituents, but ways  lurk, implicitly and explicitly, through his account. They enable, 

firstly, his practice, in which he scours the landscape for the scarecrows from the position of 

traveller, by road, rail and on foot. We humans, as humans, must move — movement 

describes human being. But I do not mean here that in order to search he had simply to 

move. The enterprise — here a scarecrow search — relies upon the roads’ and railways’ 

facility to enable movement and also the requirement to cover long distances, which Lorimer 

accomplished by train and car. 

 The modes of movement that these ways afford, furthermore, made the search possible. 

Lorimer rightly notes the elevated viewpoint that trains provide their passengers with — he 

is no exception. Trains have an elevated position that often allows passengers to see over 

hedgerows and long distances from their position. Generously apportioned windows also 

provided ample scope to survey the surrounding land for any extant scarecrows. Rails’ fixed 

course curtails, however, passage amongst the landscape to fixed routes and timetables. The 

car and the roads prepared for it allowed for another spontaneous search to take place. The 
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country roads that divided up various stretches of farmland enabled Lorimer to survey areas 

where train could not take and to vary his pace as required. A network of roads made the 

landscape uniquely accessible and navigable to continue the survey. 

Ways also further merit study as objects themselves, as various literature testifies. The 

contributions I highlight to two edited volumes (Snead, Erickson, and Darling 2009 ; 

Hvattum et al. 2011) call serious attention to ways from differing disciplinary perspectives. 

The chapters in Landscapes of Movement (Snead, Erickson, and Darling 2009) set ways in 

anthropological perspective, with the ‘the shared premise that trails, paths, and roads are the 

manifestation of human movement through the landscape’ (Snead, Erickson, and Darling 

2009, xv). With the anthropological method, contributors directly engage with places, 

materials and artefacts concerning the particular landscape of movement they present. 

Snead worked, for example, on the paths of the Pajarito Plateau, New Mexico. He eschews 

Chris Tilley’s (Tilley 1994) phenomenology of paths and prefers “contextual experience” that 

accounts for “structures” produced by culture and movement (Snead 2009, 44). That means 

material engagement with the paths must be interpreted with appropriate reference to the 

culture in which they arose. With this approach he carefully engages and analyses the 

networks of paths. These were inscriptions, indices of the flows and movements of 

quotidian dwelling, but tradition and materialisation further made the trails places in 

themselves, which held meaning for those following them. The trails placed people into a 

relationship with the land and its forms. 

 

As movement through the land becomes more deeply inscribed, views and perspectives 

along the way become fixed, in effect framing the experience of the traveller. Over time this 

becomes more complex and more laden with meaning. As the relationship between 

movement and meaning becomes particularly associated with such an inscribed landscape it 

creates an opportunity for materialisation, since in effect the “signature” that has evolved can 

also be constructed. Investing labour into landscapes of movement can have the effect of 

replicating a landscape that would not otherwise have the deep associations of other 

inscribed over time. (Snead 2009, 47) 
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So materialisation results when cultural meanings and ideas crystallise in physical forms, 

created to adorn inscribed paths that themselves informed those ideas and meanings. 

Imperial powers have implemented forms such as pillars for symbolic political value, but 

Snead argues that materialisation also happens in cultures such as the one in which the 

Pajarito trails arose. Snead cites the example of staircases constructed in the instance of two 

communities. These appear to have been part of the trails at the community level but in each 

instance one stands out as especially significant. He concludes that people created these to 

mark entrance to the centre of the settlements. 

 Snead seeks to demonstrate how ways structure experience and landscape not only in 

the pattern of their networks but as places in themselves. Routes, Roads, Landscapes (Hvattum 

et al. 2011) brings numerous perspectives from historical, cultural and human geography 

and the arts more broadly. The volume includes work on a spectrum of ways including 

rivers and canals alongside roads, trails, paths and so on. For my purposes, those different 

chapters, considered together, point to an irreducible relationship between ways, movement 

and landscape — ways do not only enable and indicate movement; because animal and 

water landscape constituents move so long as they exist, so do ways. 

 David Nye (2011) locates, for example, the origins of the US road network (highways 

and interstate) with reference to the rail and canal networks that arose during the nineteenth 

century into the twentieth. He proposes, more significantly, that different kinds of way, and 

the modes of movement that they facilitate, entail a particular gaze. Different ways have 

specifically created different kinds of landscape and “embody a certain gaze” (Nye 2011, 99). 

Travel by canal was preferred for longer journeys over foot and horse drawn coach on roads, 

in the early to mid-nineteenth century. Travellers experienced smoother journeys, free from 

the often bumpy and pot-holed roads, and boats could constantly advance towards their 

destination overnight instead of stopping. Passengers could survey the landscape outside on 

deck at the canal boat’s leisurely pace without being separated from it by panes of glass that 

later characterised train travel. 

 Trains’ elevated position allowed people to see unobstructed for longer distances, and 

their attention was directed to the horizon because those objects close by blurred together. 
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Passengers’ perception of the environment was further affected by the windows that framed 

their view of the landscape they moved amongst. These factors combined to engender a 

sense of sensory separation for human passengers from the landscape they travelled 

amongst, Nye identifies, compared with canals. He then tackles highway and interstate 

roads whose development tracks the rapid growth, then ubiquity, of the motor car. 

Highways often lead to sites or views for those in search of a “natural sublime” (Nye 2011, 

104), but more importantly for this present chapter, here, highways changed the landscape 

with the infrastructure that arose with them to support motorists who moved amongst the 

landscape. The “strip” (Nye 2011, 104) comprised collections of small businesses to serve 

and sell to motorists. These initially developed on the approach to city centres but soon 

moved elsewhere. Billboards, neon lights, diners, gas stations, repair shops. Nye describes 

the strip as an unordered jumble, the “only organising principle was the pursuit of profit” 

(Nye 2011, 104). 

 The vernacular architecture may have arisen and been drawn in to highways, but the 

interstate roads that enabled high speed travel reshaped the landscape amongst whose 

objects they create routes and also respond to its extant objects. Bridges and tunnels meant 

that, for example, some of the existing landscape features did not hinder direct, straight 

routes. The space around these roads also was designed to be less distracting, more orderly 

and uniform; objects were to form a landscape that merely served as the backdrop for high-

speed driving. 

 These brief examples show how: ways have received both scholarly and extra-

academic attention; ways have an irreducible relation to water (which could include ice, too) 

and animal and others’ movement; ways form, moreover, an integral condition of human 

dwelling. The volumes and authors mentioned form only examples of others whose work 

features in this chapter, including Chris Tilley’s and Tim Ingold’s. With the presence and 

importance of ways in mind, I now turn to rivers, and the first film, Älven.  
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Älven 

 

AB Svenkfilmindustri made Älven (1938), which means the river in Swedish. The footage has 

no sound or title credits although the SMDB records the director as Nils Jerring, 

photographer as Gosta Roosling and composer as Eric Bengtson. These details indicate that 

perhaps another version of the film exists or existed, where these and others are listed in a 

title credit sequence. The footage features sites from the Norrland region of Sweden. It 

begins with images similar to those from the film Sandvik in the coming Chapter 4, showing 

the journey of logs downstream.  

 

  

Figure 5 [00:00:01]    Figure 6 [00:00:06]  

 

  

Figure 7 [00:00:12]     Figure 8 [00:00:25]  

 

The river itself amongst the landscape 

The film’s opening image (5) shows a waterway that carves through the landscape whilst 

the distant, higher ground alludes to the numerous tributaries that flow down to meet this 
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larger channel. These logs (figures 5 - 8) lead me to consider the river and how it draws in 

other objects, including the camera and its operator. The film depicts objects that occur with 

the river but also strikes a definite didactic tone. These aspects make the film an appropriate 

rubric to address this chapter’s concern about how ways draw in other objects to imbricate 

with them, and that this effect predicates dwelling. The camera meets the water (figures 5 - 

7) to isolate the water’s surface textures — apparently by boat, judging by its proximity to 

the water. Current and flow produce those textures, highlighting water’s fluidity as the 

object that makes the river. When the logs make contact with the water, the flow 

incorporates them as part of the river. From the very first moment they drift, list and roll, 

caught up in the flowing waterway. The logs co-mingle with the water and its movement to 

produce the river: the very first sign that the river draws entities to itself, this time directly 

into its flow. When the logs become constituent objects of the river, however, it raises the 

question of how objects gravitate to waterways. The logs exist and they end up with the 

river, in this case, by human means. But the question of how objects reach the river to 

become part of it, or the conditions in which they occur with it, differs to my present task; 

the river opens the field of possibility and it possesses the facility for the logs’ transport. 

 But other objects besides logs arise with the river and imbricate with it. The sequence 

soon introduces (figure 8) manufactured objects after the initial shots that isolate the river 

and logs in their surroundings. These objects that reached the river by human means now lie 

scattered across its banks. The loggers who stand by the river anticipate a gamut of further 

human activities that rely upon the river. As I already alluded to with the camera’s 

proximity to the water (figures 5 - 7), the invisible (yet not intangible) filmic apparatus also 

arrived at the river to make this record. The film’s opening images indicate, therefore, 

multiple objects’ convergence upon the river such that the waterway becomes a centripetal 

force in the landscape. It not only takes logs away downstream and incorporates materials 

that mingle with it, but it acts to agglomerate those objects – here the logs, the river’s water 

and its other, unseen components not visible in the images – that may not otherwise share 

an association. 

 



Chapter 3 – Ways 137 

  

Figure 9 [00:01:41]    Figure 10 [00:01:43]  

 

  

Figure 11 [00:02:07]    Figure 12 [00:02:08]  

 

These images (figures 9 - 12) provide a glimpse of areas which are further upstream, from 

two consecutive sequences. In Figures 9 and 10 diverted water flows along a log chute. Both 

shots capture logs splashing down the waterway, as the water spray emphasises both the 

speed and force of the motion, and the slope’s steep gradient. The slope’s angle further 

contrasts with the erect, vertical trees that grow around the chute and accentuates the chute 

as it cuts through them. The chute brings together, strikingly, a number of nearby, 

participant objects that constitute this landscape. Wood composes the manufactured chute, 

here an abundant material, with which humans made the chute when they arranged and 

fixed it together. Water flowing from upstream sources grants the chute its facility for log 

driving, but such chutes rely, furthermore, upon the existing land formation itself — slopes 

aid the logs’ descent towards a downstream section of the river below. The logs sliding 

down this makeshift watercourse, however, head for the river that will further convey them. 

Chutes exist to provide logs with an expedient route by which they navigate the landscape’s 
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different formations in order to reach the river. They become a manifestation of the river’s 

drawing in, wooden tributaries that enable other objects to gather at the river. The chute 

occurs, moreover, composed by its neighbouring objects, but only in association with the 

river — the river summons it, brings it about, provides the initial ground of its being. 

Humans assembled it, but the ground for that activity, as with the bare fact of the chute’s 

existence at all, comes from the river. The river’s field of possibility incorporates these 

nearby objects together — landform, water, humans, trees, logs and their wood — that find 

their focal point in the chute as a new object produced from their interactions. It exemplifies 

how landscape objects might interact and why they might come to do so. This chute 

provides the first substantial example, moreover, of the manufactured objects in particular 

that gather around ways. 

 The rapids (figures 11 and 12) provide one specific example as to why chutes, again, 

have their origin in the river itself. The logs can travel downstream, but for any 

impediments to their progress, such as the rapids that these shots record. During the 

Swedish logging industry’s heyday log drivers cleared such rapids of some stones to deepen 

their channels. But numerous flumes also formed part of the transportation network used in 

log driving (Törnlund and Östlund 2002). Besides the river as a way that conveys logs, 

however, it has different features that occur as it negotiates and interacts with other 

landscape objects. Rapids ordinarily occur when a river’s depth contracts and the water 

encounters sections of hard rock that create steeper gradients, which in turn increases the 

flow rate of the water. The water, rocks and the gradient combine to produce churn and 

turbulence (these rapids). This sequence evokes the rapids’ rough and unpredictable nature 

with the distinctive white foaming torrent and its spray. The rapids’ textures appear vividly 

through the grain of the images, underscoring their disruptive potential to log flotation. But 

the rowing boat exemplifies the peril that the rapids pose for any object floating amongst 

them. Figure 11 shows how the small vessel lifts up, out of the water, before it crashes down 

again in Figure 12. The oarsman’s flailing gestures match the sense of tumult that the rapids 

create and that the river’s unstoppable flow intensifies. The camera appears, by contrast, 

stable, with minimal movement in the frame — certainly nothing that matches the rapids 
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and the boat. Both camera and operator evidently stand onshore, safely on the riverbank, 

but remain close enough to capture the rapids’ ferment. The contrast evokes how the camera 

is literally grounded and whereas the river holds the boat (or anything else it might carry) in 

its flow. Objects that move amongst the landscape by the waterway synchronise with the 

moving water’s inexorable force, whether they have additional, object-specific propulsion, 

or not. 

 

  

Figure 13 [00:02:15]    Figure 14 [00:02:22] 

 

This contrast between the stability and disruption relates to Deleuze’s (2007) movement-

image in two ways. The whole of this sequence (or shot, as Deleuze calls it) concerns two 

successive fixed frame shots that together compose the shot, in Deleuze’s terms, of the river 

along with the two rowing boats that pass down it. Figures 11 and 12 only show the first of 

the two boats, an edit then follows that results in a small degree of movement in the frame 

whereupon another boat traverses the rapids (figures 13 and 14). The movement here (the 

shot) expresses both a “change of the whole” (duration) and the “movement which is 

established between parts or sets” (Deleuze 2007, 21). This movement signifies two things, 

firstly, in terms of the film, that the whole has changed, in this case the whole film, and as a 

mobile section, it expresses duration as the members of the set become reconfigured. The 

water flows between edits, one rowing boat precariously passes by, then another in the 

following shot, as well as the conscious movement that the cut creates along the horizontal 

axis. But despite that movement and rearrangement of the set, the unity of this shot also 

conforms to what Deleuze identifies as characterising the movement-image shot, 
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“multiplicity which corresponds to the unity of the shot, as a mobile section or temporal 

perspective” (2007, 27). Different objects interact, furthermore, across the planes and shots of 

this sequence-shot (mobile section of duration) and the planes within each consecutive shot 

nevertheless rearrange the set to bring about its unity again. 

 This movement-image shot does not, then, merely indicate change in the whole — the 

film — and express change between the members of the set — the boats, flowing water, the 

particles deposited and eroded and so on — relating those to the whole and expressing 

duration. In landscape terms, more importantly, it shows the camera’s interaction as present 

with the objects it films. The camera captures and forms part of a changing configuration of 

landscape whose changes register not just that some objects rearranged their configuration 

and relationships to each other, nor just that objects have and emanate their own time, but 

that their ongoing negotiation expresses that landscape has a time of its own. Landscape 

does not necessarily have to equate, here, to Deleuze’s “Open”, that intangible flow of 

becoming, but rather landscape, too, is an object, and the ongoing changes with the 

configuration of the objects it contains evidence that duration. Landscape’s time derives, 

following Morton (2013) and as with other objects, from the tension between its withdrawn, 

sheer execution and the level of appearances wherein it is only landscape’s past that shows 

up at level of surfaces, from a future of its withdrawnness. What the camera’s involvement 

records, therefore, on one reading, is the manifestation of the landscape’s time, by means of 

the movement-image. 

 

Given that it is a consciousness which carries out these divisions and reunions [ — filmic 

rearrangements of a set], we can say of the shot that it acts like a consciousness. But the sole 

cinematographic consciousness is not us, the spectator, nor the hero; it is the camera — 

sometimes human, sometimes inhuman or superhuman. (Deleuze 2007, 21) 

 

The camera as cinematographic consciousness creates the movement-image (sequence) here 

that allows the time of landscape, landscape past, to be captured as it does so. The further 

significance of this is that landscape-as-object does not cease to be such — to present, appear 
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as landscape — to the camera or indeed any of other objects that compose it and which it 

contains. So the camera’s presence in these moments with its fellow landscape constituents 

and its recording, harness the agency Deleuze describes — that cinematic consciousness to 

create the sequence (shot, in Deleuze’s terms). This dynamic further questions the camera’s 

status, however, where its function as I have described it produces a new object of filmed 

landscape — prior to any form of filmic landscape as an edited product — as each frame on 

the filmstrip is exposed and captures those moments. At that time, prior to its preparation at 

an editing table that creates further objects like a film, filmic landscape and so on, the newly 

created filmic record occupies a curious temporal relation to landscape-as-object. It recorded 

landscape’s past and moments of change, moments themselves now ontically gone, but 

preserved both, a future record of these past pasts. 

 The river and subsequently these images (still figures 11 - 14) can, furthermore, be 

usefully informed by Tim Ingold who speaks of lines (2016), identifying manifold different 

kinds of line. He offers a loose, flexible taxonomy of lines wherein he identifies two main 

kinds — threads and traces. Threads weave together to form surfaces and objects whereas 

traces add material to, or take material from, a surface. Lines certainly describe ways and, in 

the context of this chapter at least, form traces amongst landscape that could be additive, 

reductive or both. One obvious reductive example comes from paths that wear away 

surfaces to leave a tangible trace. Rivers pose, however, a different kind of issue where 

fluvial deposits build over time, where water gradually erodes and where flow carries along 

materials and objects. They subtract and add to landscape forms and therein retain the 

quality of traces, lines of water flowing amongst the landscape. But that element of continual 

movement, the flowing water that moves things amongst the landscape, marks rivers out 

vis-a-vis paths, roads and rails. Those latter ways feature intermittent or periodic use — no 

path, no road, no railway has an unbroken flow of objects that move along them — whereas 

rivers’ flows do not cease, movement being intrinsic to their existence. 

 Contrasts of stability and tumult, and the camera’s fixed position with the boats’ 

undulating travel (continuing again with figures 11 to 14), both illuminate the river’s 

relation to the land that it simultaneously erodes, builds up and passes over. When I say 
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“land”, here, I mean a collection of objects, grouped together, composed by materials whose 

structures provide them with degrees of solidity. Water imbricates with other objects it 

flows amongst, but its fluid, liquid and amorphous qualities differ distinctly from those 

objects that make up the land. The water gains speed, but it must gush over and around the 

resistant stones in its path that constitute the rapids. The camera likewise films the rapids 

from the solid riverbank, on stable ground, from a position beside the trace of the waterway. 

We learn, therefore, that the river makes its line in spite of objects, such as those rocks in the 

rapids, that erode gradually over long periods. And the contrast between the materials at 

issue, those that create the river’s possibility, and those that enable the grounds solidity, 

shows itself in the camera’s conspicuous stability as compared to the boat that the rapids 

toss to and fro.  

 This episode (figures 11 to 14) questions, moreover, Ingold’s own objection to various 

forms of object-oriented ontology (2016, 13-16). He contests an object-oriented approach to 

objects as Harman typifies. Ingold claims that, in an object-oriented scheme, objects merely 

exist, evacuating them of movement, change and perhaps life itself – whereas in his view 

objects occur. To exist is to atrophy whereas to allow things to occur lets them live and 

develop along their line. A difference in “understanding the constitution of the world” 

(Ingold 2015, 15) between the incompatible philosophies of being and becoming. Ingold 

approaches things-as-verbs, over and against existence (being), but this approach does not 

deal with temporality and that it, too, emerges from the things themselves — that they have 

temporality, following Morton (2013). For objects to exist does not somehow lift them out of 

time or except them from various temporalities. That objects exist means not only that they 

can develop, change and move, it means that they actually do so. The river, then, need not 

be reduced to its flow, to an Ingoldian occurrence. It can be recognised, rather, as a river, 

which presents as such from its withdrawn existence. It presents in the realm of appearances 

from the river’s existence in its sheer execution, the operation of the as-structure. There are 

two encounters, the first between the camera and the river, then the subsequent encounter 

between viewers and the film (itself depicting the original encounter). These confrontations 

provide only a very particular insight into the river, constrained by the perspectives of the 
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objects that encounter each other. This serves to remind us, moreover, that the river, as with 

any other object, cannot be known or exhausted in its possibility, by another. Nor can 

anyone sum it up, therefore, in terms of its flow, as a line in the landscape. The river erodes, 

deposits and flows, constantly shifting, if ever so slightly, in depth, breadth, direction of its 

course and the flow rate of its water, not to mention the other objects it carries along 

intermittently. Yet in each moment of this sequence, where the river changes in each 

moment, at no point does the river cease to be a river. In each moment the river continues to 

appear, to manifest as such.               

 The two objects I have highlighted — the log flume and the rapids — show, 

furthermore, that as the river draws in, it generates further objects, here the flume, because 

of the different objects, like rapids, that compose it. Details emerge from these sequences 

about the river’s field of possibility where a series of imbricated objects occur together. 

These objects happen together as the river draws in the timber and incorporates it into its 

flow. Whilst the river does so, some of its constituent objects come to the fore such as the 

rocks, water, gradient and channel depth and the objects these make, such as the rapids. A 

river object becomes conspicuous because it forms a barrier to some objects’ downstream 

progression, like the logs or the boat. The flume realises the rapids’ possibility where several 

objects combine to form the log flume to prevent the rapids disrupting the logs’ smooth 

passage. It transpires, therefore, that the river creates the possibility for log flotation and 

simultaneously also disrupts it, but it further provides the possibility for the flume solution 

for log flotation. The river continues to draw in, the flume arises using its upstream water 

and those of its tributaries to feed the logs back into the river further downstream, and it 

resides within the river’s field. 
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The river and other ways 

 

  

Figure 15 [00:02:57]    Figure 16 [00:03:00]  

 

  

Figure 17 [00:03:02]    Figure 18 [00:03:04]  

 

 

Figure 19 [00:03:06]  

 

 

Once the film firmly establishes the river’s flow, some of its features and the activities that 

take place around it, it proceeds to detail some encounters that take place with entities 
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drawn to the waterway. One such encounter concerns a bridge over the river, but any such 

encounter, by the nature of film, was also the meeting of the camera and these objects. An 

inter-title first signals the intersection of these ways, which itself asks viewers to understand 

the river and bridge (or the way that it supports) as ways — “here two important transport 

ways cross one another” (Här korsa två viktiga transportleder varandra). The inter-title 

conceptualises these ways in terms of transport possibilities for human economic interest. 

But it is also interesting to note how the meeting of the ways gave rise to the inter-title as 

well, which itself draws attention to the film as an edited object. The camera first points 

upwards to the bridge’s imposing structure and arcs from right to left (figures 15 - 19). Its 

low angle shows the web of steel girders’ vertical orientation, fastened together with rivets 

and welding, relative to the river. The flotation flume for the logs was the first sign of the 

river drawing in manufactured objects. The bridge’s size and materials constitute a 

substantial intervention that arises with the river even though the bridge in its entirety 

remains out of sight. The camera slowly studies the bridge with a low angle, right to left 

pan, isolating its different sections against the sky — this leaves no clear view of the bridge’s 

immediate situation relative to its neighbouring objects. Two characteristics of the bridge 

contrast with the flume. It stands out starkly from the surrounding environment. This shot 

contrasts the dark, heavy girders against the lightness of the sky, intensifying the difference. 

Humans intervened to import these metal girders and rivets into the thick of the forested 

land. These manufactured metal objects did not occur but for the prior intervention of other 

objects. The bridge’s nature differs, then, to the flume which brings together a series of local, 

surrounding objects. 

 The bridge has, or at least appears to possess, moreover, greater architectural 

complexity than the flume. As the camera moves from right to left, more of the structure 

comes into view. This movement reveals thousands of bespoke, manufactured parts; those 

parts required skilled labourers to use them to construct the bridge; and the bridge required 

engineers to design and build it. It stands in the river and above it to facilitate the passage of 

other objects over the river, so that objects’ movement can continue in a manner compatible 

with the mode of movement that the way defines, regardless of the river’s ongoing action. 
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But the bridge also provides a further example of the kind of manufactured object that the 

river draws in. This occasion differs, however, because the bridge overrides the river’s field 

of possibility as a way and means of conveyance. It represents, whatever the specific reasons 

for its origin, the requirement for another way to facilitate movement amongst the 

landscape. The bridge overrides the river’s possibility and symbolically it bypasses 

overhead, whilst introducing its new possibility to the landscape for movement amongst it. 

The river’s possibility did not suffice, therefore, for some human purpose or another and 

humans constructed an additional way to create a new possibility. That conclusion brings to 

mind that these two objects, a river and a bridge, interact here, and how the waterway 

presents to this other way. The river presents as an obstacle to the other way, causing a 

hindrance to its trajectory. The waterway thus generated the bridge that overcomes that 

disruption, perhaps along with other factors, such as the variations in elevation and terrain 

of the area, and dense forest. 

 Two ways intersect each with their respective fields of possibility. But both have 

divergent trajectories in three respects: their destinations, the movement they facilitate, and 

their origin. These trajectories become significant because the bridge’s and the river’s 

crossing shows two kinds of ways I previously identified, upon which movement amongst 

landscape relies. Humans manufacture ways like roads, railways and canals, but rivers 

develop as water makes its way, and consistently flows, amongst landscape. The river here 

represents one means by which water travels through the landscape and interacts with 

associated objects. The water’s interaction with other landscape objects governs its course. 

Particular routes or destinations do not determine the river’s goal, but it results, rather, from 

the force of gravity that draws its flow towards the sea and the landscape’s physical 

geography. The land’s form concerns the incline from source to sea-level, but also includes 

the different objects that the water negotiates as it descends. The water acts on these, but 

those acted upon also act because they determine the river’s course. But as I observed with 

logs, the river incorporates some objects into its flow, not to mention the materials, minerals 

and organisms that become part of the river. The water flows continually, the water that first 

negotiated a tangible way through the landscape now continues to establish and re-establish 



Chapter 3 – Ways 147 

the river as such. 

The manufactured structure that intersects the river looks like a railway, especially in 

figure 16, that show sleepers with rails. That detail remains, however, less important than its 

character as a manufactured way. Humans constructed this way, which imbues it with a 

utilitarian origin and field of possibility. They desire various means, other than ambulatory, 

to move as bodies amongst the landscape and to create possibilities to move other objects 

amongst the landscape. The manufactured way does not arise with and result from the 

landscape in the same way that the river does. It has human design, conception, an 

enunciated purpose. I could express this differently and ask what ends the way serves, what 

this way is for, because of the bridge’s and way’s human origin. A for-which also operates 

here that cannot really describe the river’s origin, which provides useful context. I use for-

which here to refer to the structure that Heidegger uses for Dasein’s access to objects’ ready-

to-handness. “Towards which” — the work done with the tool (Heidegger 1962, 99-100) — 

“for-which” — the usability of a tool for a particular task that Dasein has freed for that 

purpose (1962, 114-116) — and “for the sake of which” — for the ultimate sake of the being 

of Dasein (1962, 116-119) — form a structure to describe Dasein’s use of equipment and the 

disclosing of readiness-to-hand. I use for-which insofar as it remains a useful Heidegerrian 

term that illuminates the bridge’s and way’s human origin, purposes and ultimate goal to 

serve human interests. 

 Human-made ways facilitate linear movement amongst the landscape; they 

presuppose a variety of destinations. Tarmac or asphalt roads, along with metal rails, invite 

travel amongst the landscape, but on their terms. They offer travel by certain modes, in fixed 

directions, which produce very particular fields of possibility in which objects participate to 

move amongst the landscape. Any animal risks their safety, for example, by trying to walk 

down a motorway or an electrified railway track in addition to their out-of-place mode of 

movement. At the same time these ways serve as links, both symbolic and practical, that 

associate different sites in the landscape with one another. They promise travel, transport, 

the prospect of another place, and draw objects along on that basis. 

 Ways exhibit obvious differences between their various surfaces, but they also speak 



Chapter 3 – Ways 148 

of the materials that compose them and the kinds of movement they enable. The railway 

that runs above the river consists at least of metals and wood, and no doubt others that the 

film does not reveal. These materials constitute the way and its bridge that carries it across 

the river. Materials perhaps provide the clearest impression of the entirely different 

possibility that these ways respectively possess, with the river’s primary material, and 

animate constituent, water. Water has fluidity, seems eminently flexible, it shapes but 

remains without shape of its own. But the metal rails, wooden sleepers, and bridge’s metal 

struts and bolts speak of structured, linear fixity. Materials therefore take on a symbolic 

significance for these ways. The human manufactured tracks have a fixed route and 

destinations, a defined means of movement and utilitarian design. Under the bridge runs 

the river whose primary constituent combines with the landscape’s other objects to flow, 

erode, deposit and carry. 

 The shot (figures 20 and 21) that follows the slow right to left pan (figures 15 - 19) of 

the bridge conveys this bridge-river contrast. It demonstrates the bridge’s height above the 

river, particularly as the camera peered upwards towards it just beforehand. Now the 

camera looks down from the bridge’s fixed, stable position. The edit that motivates this 

change in perspective intensifies the contrasts at hand arising from the camera’s elevation, 

the river as its subject as well as its stability. The torrent below carries along some logs down 

its course, where the logs themselves indicate the flow’s lively trajectory. The foaming 

current speaks to the variability and moment by moment unpredictability of the river’s flow. 

 

 

  

Figure 20 [00:03:08]    Figure 21 [00:03:13]  
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The camera’s encounter with the crossing ways exposes the under and over of the ways’ 

meeting. From approximately the level of the river, the camera tilts up to the bridge, then 

moves onto the bridge to record the river below. By filming each of the ways from the 

elevation of the other, the camera directly interacts with the crossing’s orientation and enacts 

their spatial relation to one another. Its movement from one position to the other therein 

exceeds the perspectives it offers on the way’s intersection. When the camera moves from 

river level up onto the bridge, it moves with and amongst the landscape’s forms, such that 

the perspectives of each way index its involvement with them. The sequence shows how the 

camera freely follows the landscape’s forms because it does not stand outside of this 

meeting of the two ways — as viewers separated by a screen may forget — but rather 

imbricates with this moment of intersection. Whilst the sequence does emphasise, therefore, 

the constitutive role of the camera in that landscape, it has a more important diachronic 

function. The sequence highlights one medium-specific aspect of a filmic record of 

landscape as well as the aspect of filmic landscape. Film’s diachronic quality records how 

landscape (as an ongoing object) unfolds — as much as the camera and operator record the 

meeting of two ways, so the film presents the camera’s encounters with the ways. It reveals 

how the camera navigates the material, temporalised, animate landscape in a manner that a 

painting or photographs might not. 

 When the camera moves from river level to bridge level, a way (albeit intangible) 

between the river and bridge opens, the one forged by the movement of camera and 

operator and effected by the edit. They had to contend with the objects that the film attests 

were there, in order to make their way amongst the landscape even if the one-time way they 

created is visibly intangible compared to the river and the railway. Filmic landscape 

presented here also opens up that way. The cut from one location to the other, the implicit 

ellipsis in time and space, presents a filmic landscape that simultaneously emphasises the 

way forged by the camera and establishes a filmic way between the river and the bridge. 

Montage effects abrupt transitions in time and space — that produces the link between the 

two positions and establishes the filmic way between them. 
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 Jennifer Barker (2009) takes up Vivian Sobchack’s (1992) idea of film’s body in her 

phenomenological analysis of the interface between film and viewers, and further 

illuminates the camera’s situation here. Both take their lead from Maurice Merleau-Ponty’s 

phenomenology, with its emphases on perception, the lived body and reversibility.9  

 

The technological body (or enabling mechanism) of the film is no more a visible mediator in 

the experience of a film than are the producers, directors and camera operators who initiate it. 

The film’s body is the mechanism through which its intentional projects in the world take 

shape. That enabling body is generally transparent: we see the perception and expression that 

it makes possible, but not the body itself. (Barker 2009, 10) 

 

Film’s body means the totality of its physical apparatus, it forms an object that perceives and 

interacts with other objects. Barker explains that this body does have “subjectivity” (2009, 

10) but is uniquely itself, not to be anthropomorphised. Whilst Barker moves towards a 

conceptualisation of a non-human subject, the subject nevertheless remains central to the 

approach in that it privileges subjects’ relation with the world. To recognise this episode 

with film’s body, this “mechanism”, encountering the bridge, moving from the river’s edge 

onto the bridge itself, brings tangibility to the encounter. As Barker reminds her readers, this 

body is invisible, but that body, here the camera, the filmstrip and perhaps a tripod upon 

which it rests (without booms, mics, dollies, tracks, cranes and so on), really does move 

amongst, encounter, these objects which it records. Its invisibility to viewers does not make 

its interactions less real, the fact of its presence there in those moments. One object the 

camera’s encounters with these objects produce, I argued above, is the filmic record of the 

camera’s encounter — I agree with Deleuze that the camera is the “cinematic 

consciousness”, not because of privileged access to objects nor its anthropomorphising, but 

because it produces this object that arises, a record of encounter, in the course of its 

encounters. And the idea of the film’s body, moreover, emphasises, as a mobile object, how 

 
9 See, for example, The Visible and the Invisible (Merleau-Ponty and Lingis 1968), Phenomenology of 
Perception (Merleau-Ponty 1962) and The Merleau-Ponty Reader (Merleau-Ponty, Toadvine, and Lawlor 
2007). 
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the camera also appears to gesture towards the bridge. It undertakes a study of the bridge, 

before ascending it to view the other way, the river, experiencing something of the bridge’s 

point of view, with its height over the surrounding objects and verticality in shape. 

 Materials also function to direct us to the movement that these ways facilitate. The 

water carries objects who join the river and they become integrated into river’s totality 

(assuming that the object has an appropriate mass and density). As Blaise Pascal supposedly 

remarked, “rivers are roads that move” (Middleton 2012, 70); by nature, they catch up and 

carry away. The railway’s possibility (and roads’ as well) relies upon corresponding objects 

designed with it in mind, in this case being a train engine that pushes or pulls train cars — 

one that suits those modalities of the way, in keeping with its design. Ambulatory 

movement on a railway is possible but such movement cannot access the entire horizon of 

possibility that the railway enables. Whilst the river and its participants do not require 

specific equipment to realise their possibility together, the river must negotiate and 

participate with its fellow landscape objects, as does the railway. 

 The bridge arises from the railway’s negotiations with other landscape objects and 

stands as an example of what new thing their encounters produced. Whereas the bridge as a 

structure remains relatively static, the river’s running water constantly negotiates and 

imbricates with fellow constituents over the length of its course. The railway’s fixed 

character draws less attention than the river’s flowing water to its negotiations with other 

landscape objects, but it requires, for example, solid structures to support it, such as the 

bridge, to account for differences in elevation, terrain, trees and, of course, objects such as 

the river. The bridge thus enables the onward progress of the way, where it accounts for the 

different landscape constituents that it joins and interacts with. 

 Ways facilitate the movement of other objects amongst the landscape but they also 

embody the fact that animate objects make their way, by definition, amongst the landscape. 

A way’s very existence marks, however, that the way was initially made amongst the 

landscape, then repeated. Whenever an object follows a tangible way, then, they undertake 

the same negotiations with their fellow landscape constituents as those first way makers 

undertook to establish the way as a tangible object within the landscape. Even though 
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humans manufacture ways with different kinds of equipment, which contrasts with objects’ 

repeated actions that etch and maintain a way in the landscape, these first way makers still 

negotiate the landscape’s forms. I contend, for example, that all of those humans that 

worked on this bridge, participated in the initial manufacture of the way — a form of way 

making. The manner of their negotiation with the landscape constituents differs in that they 

built a bridge with tools, materials, machines and so on, but those subsequent users of the 

way share in the same negotiations: the river still flows, the variations in gradient remain, as 

do the trees, and the requirement for the solid, stable ground for the way persists. The 

bridge’s for-which persists from its inception: so that the way can forge a particular trajectory 

and facilitate a particular kind of movement amongst the landscape. 

 The crossing of these particular ways also brings to light a point concerning ways in 

general: the moment of their coming together shows only a localised instance of their 

imbrication with a particular collection of landscape objects. Ways stretch out over long 

distances amongst the landscape, be it a river, a path or a road. This facet uniquely places 

them amongst their fellow landscape entities. I could not enumerate, even if I tried, the 

totality of interactions that take place between the entirety of a way and its surrounding 

landscape constituents. And where does one way stop and another begin, anyway? This 

leaves me with the opportunity only to study particular parts of a way as the film presents 

them, where the railway and the river cross. But such an approach chimes consistently with 

the fact that an object which proceeds along a way can only experience a given part of that 

way at any moment. I can only, by the same token, interrogate one particular landscape in 

any detail at any time that a way co-constitutes. Ways differ somewhat, therefore, from the 

other objects they imbricate with because most of the others’ distribution is localised, 

humanly speaking, to that landscape: a mountain, a tree, a rock, a house, a telegraph pole. 

 I problematise these claims somewhat in the section below about roads, where I 

propose that roads — and other ways — as a pervasive complex, might usefully be 

understood in terms of Timothy Morton’s hyperobjects (2013). These objects are massively 

distributed in space and time, and their scope and scale exceed individual human lifetimes – 

I elaborate further on Morton’s position below. Whilst road, rail, trail and path networks 
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might not have the same longevity as the generation and storage of nuclear waste, or global 

warming, these complexes of ways still have significant landscape impacts through space 

and time. 
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Manufactured objects and drawing in 

 

  

Figure 22 [00:03:42]    Figure 23 [00:03:47]  

 

  

Figure 24 [00:03:51]    Figure 25 [00:04:46]  

 

 

Figure 26 [00:04:54]  

 

 

Following the bridge-river encounter, the film takes a somewhat unexpected turn. It surveys 

how humans use and conceive the river as a way. An inter-title (figure 22) reads, “Thanks to 
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the cheap means of transport that the river offers, the forests’ resources can be economically 

exploited.” Whilst this represents an overt mention of the river’s utility for human ends, the 

inter-title also intimates the river’s possibility — the river “offers”; it could be “exploited” — 

that the film takes forward to explain. The film again thus explicitly frames the river as did a 

former inter-title that mentioned the crossing of the river and the railway. A diagrammatic 

sequence follows that shows us some features of northern Sweden’s physical geography. 

The sequence (figures 22 - 26) maps the network of tributaries and float ways that feed into 

the river. Nothing appears to happen at first, but then a white line gradually traces out the 

network. The sense of duration that process creates emphasises the distance the river and its 

tributaries cover, and thus the distance that some logs travel. But the animation of the white 

line also denotes flowing water, which makes these ways and generates their possibility. This 

sequence presents the landscape in a way that makes it appear ripe for human exploitation: 

the forests combine with the river to form a landscape that humans can commodify. 

 The two labels that appear sum up the river’s field of possibility, symbolised by the 

white lines and as the preceding footage shows.  The film builds up, therefore, a picture of 

the river’s possibility and that of its surrounding forests. I go on to note in Chapter 4 that 

films such as Jenny Brown’s A Crofter's Life in Shetland’s use of inter-titles and diagrams 

prepares viewers for landscape’s actuality. Älven reverses that order, where actuality 

precedes explanatory diagrams and text. A diagram that shows the way’s totality subsumes 

the preceding fragments that the footage depicts — the labels that populate the initial 

diagram underline the river’s massive scale. The diagram represents, furthermore, the 

waterway from end-to-end; something that only diagrammatic, aerial perspective achieves. 

The film thus suggests the river’s totality to viewers by means of their imagination. The 

diagram invites viewers, following the fragments of actuality, to imagine the river’s totality 

with those fragments. Fragments of localised actuality combine with the diagram of the 

river’s totality to communicate the river’s field of possibility. This further serves the film’s 

argument about the river’s utility, by exposing the broad scope of its possibility. It also 

demonstrates, additionally, how the film records the experience shared by other objects that 

move amongst the landscape: that objects do not experience ways as totalities, only the 
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landscape that they co-constitute with them in any given moment. 

 If I contend, however, that some ways could constitute hyperobjects, then are there not 

other hyperobjects that encounter ways in their entirety? Quite possibly, yes, but that 

question exceeds the bounds of my present concern with objects that establish and re-

establish ways by their movement.  

 

  

Figure 27 [00:05:13]    Figure 28 [00:05:16]  

 

  

Figure 29 [00:05:42]    Figure 30 [00:05:43]  

 

Once the film establishes the river’s geographical scale it then articulates instances of the 

river’s specific possibility. It emphasises the river’s power with an inter-title, saying, “But 

the river not only gives the means to transport the forest’s wealth but also the power to use 

[work] them” (figure 27). The river’s generative power lies in its motion — but for its 

flowing water, the river cannot exist as such and present a field of possibility. The film 

articulates (figures 27 - 30) a particular manifestation of the river’s generative potential as it 

depicts the manufactured objects that the river draws in, which then harness the flowing 
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water’s power. Figure 28’s bottom right shows a wheel spun by the churning water, which 

drives the vertical motion of the saw in Figures 29 - 30. As the saw oscillates, it enunciates 

the inter-title, where the river’s flow simultaneously transports the logs and their 

processing. This episode illustrates, more broadly, how the river’s motion generates and also 

drives other possibilities. The river retains the wood that constitutes the logs within its field 

of possibility — transport and processing both take place there. 

 How the sawmill and its constituents imbricate with the river also emerges from the 

sequence. The sawmill must sit, for example, upon the river — close enough to subject itself 

to the water’s force and yet root its foundations in the solid ground of the adjacent land. The 

river’s water strikes the mill’s appropriately positioned wheel to set it spinning. Figures 28 - 

30 further index the imbrication as the river injects the mill with its motion — it depends 

entirely upon the water’s momentum. They unite together, one object inherits the motion of 

the other, which marks their encounter together and how the river, more generally, 

imbricates with those objects around it. It marks a nexus, furthermore, because this site 

becomes a point of crossover where the river drew in but trajectories of realised possibility 

now also emanate outward further amongst the landscape. Its transmissions exceed the 

motion that it passes to the mill’s constituent objects in the timber that travels onwards from 

the sawmills for use elsewhere. Wood also continues its transfer from object to object as the 

timber’s constitutive material. Each trajectory or object also possesses its own field of 

possibility from which further outward reverberations from the river may spring. 

 

  

Figure 31 [00:05:57]    Figure 32 [00:06:40]  
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Figure 33 [00:06:45]    Figure 34 [00:06:50]  

 

This outward flow of trajectories continues in the footage that follows, which identifies the 

river’s power in terms of electricity generation. An inter-title (figure 31) announces the 

possibility of hydro-electric power. This inter-title steers the film’s course back towards its 

goal to explain the river’s possibility. Figures 32 - 34 suggest the power inherent within 

river’s flow by showing large volumes of rapidly moving white water. The water’s 

whiteness and its spray create an opaqueness, a moving white mass of water. These shots 

relate to the water made to surge through the power station sluices. The framing of each 

shot captures the white moving mass as it fills the frame, emphasising the water’s volume 

and force. The sequence does not immediately explain this context as the hydro-electric 

station but instead foregrounds the water as a torrential, surging force. The film continues, 

in this way, to show the river’s flow as the primary source of its possibility. This sequence 

gives priority, therefore, to the thundering weight of water prior to depicting how humans 

harness it. This prioritisation articulates, moreover, a particular possibility that draws in a 

certain kind of activity. The sequence’s argument thus inheres in its form: it emphasises an 

aspect of the river’s possibility and only then proceeds to give attention to an object which 

arises from it. An aerial shot of the power station does follow figure 31, but it serves only as 

a cursory glimpse of its scale, which the preceding inter-title mentions.  
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Figure 35 [00:06:59]    Figure 36 [00:07:09]  

 

  

Figure 37 [00:07:34]    Figure 38 [00:07:53]  

 

Before the film explains the process of power generation — this drawn in manufactured 

object — the inter-title frames the process as human activity for humans’ benefit. Part of the 

film’s narrative may be concerned with human achievement, as the inter-title implies (figure 

35), but it also articulates the river’s field of possibility and explains how it draws things in. 

Such sentiment underscores humans’ relentless pursuit to commodify and extract maximal 

economic value from the landscape, but it obscures their humble dependence upon their 

fellow objects to live. The inter-title restates, moreover, in spite of its human concerns, that 

the film seeks to understand the river’s possibility in the context of power generation. 

 Figures 36 - 38 recall the water powered sawmill with its position in relation to the 

river. The sawmill sits on the river’s edge to involve itself with the river’s motion and flow. 

The power plant’s objects also reside, however, in the river and it consists of interventions 

that direct and manage the flow. These interventions even alter the river’s course (figure 37) 

above the power station before a sharp descent to drive turbines below. Humans altered 
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the river’s course. Such drastic intervention suggests that, if the river draws in, its possibility 

also prompts other objects to realise that possibility. The channel walls curve round to the 

point at which the river’s water descends to gain the required momentum. These details 

highlight that humans undertook extensive manipulation of the river’s course for the power 

station — a profound alteration of the waterway. I say profound because the river’s flow 

gradually evolved and established its course, interacting with the landscape, over a long 

period and long before humans decided to change its course. 

 The structure in Figure 36 straddles the river, breaking its flow, and marking the point 

at which the river’s rapid descent begins. The power station’s structures thus alter the 

elevation and gradient of the landscape. These structures alter not only the direction of the 

river’s course but the objects with which its flow must imbricate as it proceeds towards sea 

level. Figure 38 shows, together with Figure 36, the substantial scale of the power plant as a 

whole object. Vast volumes of water crash downwards (figure 35) and then flow past the 

power station building itself, having passed through the turbines it houses (figure 37). The 

power station’s imposing forms constitute a serious alteration of the landscape’s 

morphology. The differential in elevation between Figures 36 and 38 represent, along with 

the water’s passage through that change in elevation, how the plant’s forms change that 

morphology. These shots do not provide, however, an impression of how the river becomes 

caught up with the plant’s range of technology and processes. It takes the diagram that 

follows to illustrate that.   

 

  

Figure 39 [00:08:33]    Figure 40 [00:08:53]  
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Figure 41 [00:09:01]  

 

This diagram (figures 39 - 41) provides a cross section of the underground mechanics of the 

hydro-electric power. It suggests not just the further particulars of the water’s joining 

together with the power station. It also shows how the water becomes enrolled in this 

technological regime. The water passes underground, through the turbine, then back out to 

join the watercourse. But the enrolment this process invokes exceeds these two objects’ 

interaction alone, because the water’s passage underground and through the turbine 

fundamentally alters the river’s journey from source to sea; this happens in two respects. 

The first (figure 39) concerns an object that has, as part of its constitutive nature, a human-

made, technical system. After the water gains momentum, passing through the 

underground channel, it flows through a turbine to which it transfers energy. The diagram 

shows, along with the footage of the power station’s constituent parts, that the power station 

disrupts the river as a river. The corralled water ceases to present as a river — it disrupts 

into, say, flowing water, not river, and presents to the turbines, as flowing water; the river 

does not (and cannot) encounter any such internal workings of the power station. This 

process thus compromises the river’s status and its possibility as a way, because it removes 

the water that flows along its course and incorporates the water as a vital element within the 

power plant’s technical system. 

 Labels appear on the diagram in figure 40, then 41, and viewers have time to see how 

the water powers the turbine, the second aspect of the river’s alteration. The text in the 

downwards channel to the turbine reads, “the running mass of water becomes”, and then 

the final word, “power” (from kraft), appears along with the lightning bolts which indicate 
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the emanating electricity (figure 41). These labels dramatise and animate the diagram. The 

water becomes power, runs the description. It identifies what results from the water and 

power plant’s interactions — they produce new objects, electrons, which flow as electricity. 

The water becomes enrolled, then, in a transformation process where turbine and water join 

together to create electricity. The river’s incorporation into a technical system and a 

transformation process means that the power station and its field of possibility consume the 

river and its field of possibility. But I also consider, and take up again, what the river not 

only draws in but sends back out to the landscape, as with the water-propelled sawmill. 

 

  

Figure 42 [00:09:49]    Figure 43 [00:09:55]  

 

  

Figure 44 [00:10:03]    Figure 45 [00:10:41]  
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Figure 46 [00:10:43]    Figure 47 [00:10:50]  

 

The possibility beckons that the electricity generated on the river must somehow move 

amongst the landscape. This sequence (figure 42 - 47) shows the emanations from the river 

and power station’s encounter. The camera isolates a collection of power lines against the 

sky (figure 42). These lines pass over the low-angled camera, isolated against the sky, 

separated from the land. Electricity requires transport, a conduit, a delivery system, in order 

that objects can use it. It has to make its way, somehow, and this collection of power lines 

form a way amongst the landscape to facilitate the electricity’s movement. The river propels 

outward, in this case, objects (electrons) that in turn generate — that is, provide the grounds 

for, the possibility of — the way that allows them to move through the landscape; one way 

generates another kind of way. Thus, the power lines continue the river’s movement, its 

power, with the electricity generated by that movement. The power lines form a trace, 

moreover, of those objects — ultimately electrons — not visibly tangible to human and 

camera eyes. 

 The film then situates the power lines in context (figures 43 and 44). Pylons support 

the lines, allowing clear passage through the landscape’s forms, whilst also ensuring a 

placement that poses less risk to human well-being. They stand erect, reach upward but also 

join the lines to the land, they “earth” the lines. The wires and pylons make, together, an 

electric way that enables the electrons to flow amongst the landscape. Buildings and trees sit 

with the pylons as fellow landscape constituents that show us how the pylons have, as part 

of the way, primary responsibility for negotiating and interacting with neighbouring objects. 

The lines must ensure, furthermore, the flow of electricity amongst the landscape to serve 
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different objects. But the lines and the pylons together constitute the way, and it symbolises 

the kind of infrastructure that arises with acts of human dwelling as discussed in the 

previous chapter, when humans deploy various manufactured objects as they dwell. This 

notion of infrastructure plays, moreover, a vital role, I contend, in how we should 

understand ways as objects that facilitate movement amongst the landscape but whose type 

and scope far exceeds paths, roads, railways and rivers.  

 

  

Figure 48 [00:11:25]    Figure 49 [00:11:49] 

 

  

Figure 50 [00:12:09]    Figure 51 [00:12:11] 
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Figure 52 [00:12:18]    Figure 53 [00:12:21] 

 

  

Figure 54 [00:12:23]    Figure 55 [00:12:31] 

 

The film then continues to pursue the theme of the generated electricity that flows out from 

the encounter with the flowing water and the power plant’s turbines (figures 45 - 47). A 

pattern emerges where ways feed ways. This time the electric way feeds railways, amongst 

other examples. As the trains pass by the camera, their overhead power lines are visible — 

these follow the railway. These lines that animate the railway and hang above it, 

demonstrate a continuity between the electric way and the railway. The passing trains unite 

the power lines and railway track and show how all three objects form the railway. But the 

trains’ motion also continues the movement, the momentum, that began with the river’s 

flow, which was then reflected by the generated electric current that flowed along an electric 

way, and then here with the trains’ movement. 

 These emanations outward from the river do not only generate and make possible 

other kinds of ways amongst the landscape. The river makes possible, with these ways and 

their applications, human dwelling. Not only does this underscore, again, great human 
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dependence on the river, but the fact that ways — movement amongst the landscape — play 

a formative role in human dwelling. Human dwelling relies upon ways’ pre-existence — 

human dwelling’s possibility rests on movement amongst the landscape. The manufactured 

objects I highlighted from the film, moreover, as artefacts of human dwelling facilitate 

movement. So even though humans made them, manufactured objects that result from 

dwelling, they also undergird and provide the foundation for ongoing dwelling. 

 The film further continues and sums up the drawing in effect of the river and the fact 

that dwelling rests upon ways (figures 48 - 55). This sequence comprises several frames of a 

long inter-title that comes before a diagram of the river. The summative inter-title notes 

three understandings of the river: 

The river is thus not merely a geographic concept. 

1. It has paved the way for culture by enabling cultivation and settlement to follow the river’s 

long valley further inland. 

2. It is an important means of transport for timber from the inland forests. 

3. Its waterfalls [those created for hydro-electric power] are a power source of greatest 

significance for the country’s economy. 

 

Whilst in one sense the inter-title describes how the river benefits humans, it simultaneously 

and concisely describes human dwelling. Human dwelling intimately intertwines with the 

river, the river draws in such that various possibilities are realised, including human 

dwelling, and the objects that arise with it. The waterway therefore becomes a kind of 

lifeline and the inter-title gives three examples as to how humans intimately imbricate with 

the river. I do not mean life line in the sense of life-saving, nor with Ingold’s (2016) sense 

where, as humans live, they trace a line. My usage intends, rather, that it forms a site around 

which human dwelling unfolds in dependence. Point one describes that settlements grow 

up along the river as humans develop specific clusters of objects that form dwelling sites. 

These agglomerations of human-made objects mark the landscape, but the river’s route, its 
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shape, and the surrounding forms, determine settlements’ location, pattern, size and so on. 

Settlements indicate how humans make place — situate themselves in relation — amongst 

the landscape. Points two and three provide, in contrast, the specific examples of ongoing 

dwelling acts that humans undertake. Humans build, make and create as they dwell and 

these two points describe how humans greatly depend on the objects around them to exist 

and to produce new objects with them. 

 The diagram shows how, then, stage by stage, objects that arise with human dwelling 

accumulate by the river (figures 51 - 55). Here the film simultaneously demonstrates, quite 

literally, the drawing in effect of the river and human dwelling’s dependence upon ways. 

The interactions of word and text here bring together three emphases of the film in terms of 

its view of that the river exists for human exploitation. As I have repeatedly shown, and as 

these climactic images and text now explain, the film also gives an account of humans’ total 

dependence upon their fellow landscape constituents. The complex of objects that compose 

the landscape not only has temporal but ontological precedence: humans exist and have 

their being — that is, to manifest as human — only because of other objects that present to 

humans and in the way that humans encounter them as such. 

 

  

Figure 56 [00:12:39]    Figure 57 [00:12:58] 
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Figure 58 [00:13:02]    Figure 59 [00:13:06] 

 

 

Figure 60 Nordisk Sommarkväll (1889-1900), Richard Bergh 

 

The final sequence re-capitulates the ideas the film has espoused about the river as a site that 

draws in — around which and with which human dwelling takes place. Three inter-titles 

appear, the first two re-iterate the film’s conceptualisation of the river as transport and 

power source, but the third introduces a new concept. The film finally posits the river as an 

aesthetic object for human appreciation — this directly draws on the well-established 
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understanding of landscape as aesthetic object. The shot (figure 59) that follows this third 

inter-title pictures a woman gazing at the view, enacting the idea of landscape that the inter-

title espouses. The image confirms the anthropocentric view of landscape and its constituent 

objects the film proposes throughout. The film presents the river notably in human terms, 

but also as something that exists for human exploitation. As I have shown, however, the 

river inexorably draws in objects, as well as human activity, in their utter dependence upon 

it. 

 The shot likely reprises, furthermore, Richard Bergh’s well-known painting Nordisk 

Sommarkväll (1889 - 1900) (figure 60). The two posts that Bergh’s protagonists lean on feature 

similarly in figure 59, in addition to the very similar position of figure 59’s spectator 

compared with that of Bergh’s female spectator. This detail further emphasises the film’s 

official narrative that places humans, their priorities and activities above landscape — they 

are separate from it, not part of it, and intimately dependent upon it. The gazing spectators 

in the shot and the painting inhabit a possessive gaze through which takes ownership of the 

objects in their sight. This possessive gaze relates to the theme of power and landscape, 

discussed in Chapter 1, where, in Bergh’s painting and figure 59 figure the consumption of 

the land whether for the view, as wealth, capital or otherwise. 
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The Tweed 

 

Älven's diagram, which showed how settlements arise along the river, becomes specifically 

grounded, located, in the Scottish amateur film, The Tweed (c. 1938, 1939, 1943). Älven depicts 

how rivers draw in entities, including how human activity intertwines with rivers, but was 

not concerned with geographical specificities in terms of places, settlements and locations. It 

spoke to rivers in general, but The Tweed follows the river Tweed’s course through the 

Borders region of Scotland to its end at the sea at Berwick-upon-Tweed. This film was 

possibly made by one J. Gray, indicated by initials JG on the title and as the film’s database 

record suggests. The film highlights the settlements that have grown up along its course. As 

the camera and its operator journey downstream, the film shows the sites they pass through. 

I read the film as a practical case study as to how the river draws in, how it draws in 

settlements along its course — what Älven suggested about dwelling and rivers in general 

becomes specifically materialised in The Tweed. 

 One final note concerning The Tweed as a film bears mentioning about its picture 

postcard approach to the places it features, evident in the images I discuss below from the 

film exemplify. The films’ views were achieved from fixed camera positions often without 

any camera movement and produced by the editing which cuts from one stationary shot to 

another of the particular site by the Tweed. The film style is therefore similar to a slide show 

of still photographs, of scenes from a trip down the river Tweed, which is indeed consistent 

with an amateur film. Even though I offer a particular reading of the film concerning how 

places arise with the river, the film presents landscape in the precisely a traditional, familiar 

touristic landscape that this project seeks to expand beyond. The tension therefore exists 

between my reading of the film with the project’s goal in mind and the film’s form in itself. 

What emerges from that tension, however, is my use of an otherwise conventional, touristic 

presentation of landscape in order to continue the movement beyond that very 

understanding. I thereby show that such presentations of landscape still have a place in 

work that seeks to broaden and deepen understandings of landscape. 
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Homestead 

 

I first address the question of provenance. The river Tweed begins in Tweed’s Well, 

Tweeddale, not far southeast of Peebles in the Scottish Borders. The river ends at Berwick-

upon-Tweed in England. This raises a concern that goes back to the selection criteria for 

films in the corpus: does the Tweed’s straddling of both Scotland and England not count out 

The Tweed? The short answer is not really, no, because the Tweed’s origin and significant 

part of its course and the settlements that skirt its course, lie within Scotland. My criteria are 

just that, the basis which guided the films’ selection, but not as strict regulations that should 

not suffer any breach. But more importantly The Tweed concerns, therefore, specific locations 

and their constituent entities, which contrasts with Älven's more dislocated discussion of 

rivers in general. To begin, then, I have included a map (figure 61) of the sites that have 

arisen along its course that The Tweed features. 
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Figure 61 Map showing sites featured in The Tweed  

(Google Maps, annotated with references from The Tweed) 

  

  

Figure 62 [00:01:26]    Figure 63 [00:01:45] 
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Figure 64 [00:01:50]    Figure 65 [00:01:54] 

 

  

Figure 66 [00:01:57]    Figure 67 [00:02:04] 

 

  

Figure 68 [00:02:18]    Figure 69 [00:02:22] 
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Figure 70 [00:02:27] 

 

The film articulates a keen sense of interplay between the river and the places it features 

along the waterway. The oscillation between river and sites shows the scope of the river’s 

drawing in, but also different examples of how manufactured objects that constitute the sites 

that intertwine with the river. I shall highlight some examples of different sites that describe 

this interplay, beginning with the first site that the film takes viewers to. 

 The film opens with views around the source of the Tweed (figure 62) and then moves 

to a sheep farming “homestead” (figures 63 - 68). The sequence shows various activities – 

acts of dwelling – that unfold, but, interestingly, the shot (figure 64) that follows the inter-

title (figure 63) shows the house, a building as one of the objects that defines the site, not a 

human being. The action proceeds with some stock activities around the farmstead (figures 

65 - 67), but the sequence ends with a right to left pan of house and homestead’s land, which 

dissolves into another right to left pan of the river (figures 68 - 70). The dissolve begins 

before the camera’s pan in the previous shot stops moving, creating the illusion of one 

continuous, unbroken camera movement. The continuous panning motion and the dissolve 

emphasises the homestead’s direct connection with the Tweed. The other-than-human 

objects define this particular site, particularly the house as well as the drystone dykes, barn, 

bridge and fences. The film frames the site that way, too, between the first and final shots 

that show these entities, which structure the activities that take place there. 

 So these images suggest not only the connection between the homestead (site) and the 

Tweed (waterway) but they also underscore that objects such as the house define the site as 

a locus wherein the particular, ephemeral human activities unfold. I employ the adjective 
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ephemeral here to denote ongoing, day-to-day, human activities that end once enacted, in 

contrast to the more permanent (humanly speaking) crystallisations of such dwelling 

activity such as the very objects that define the site. 

 

Castle 

 

  

Figure 71 [00:05:42]    Figure 72 [00:05:46] 

 

  

Figure 73 [00:05:48]    Figure 74 [00:05:51] 
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Figure 75 [00:05:53]    Figure 76 [00:05:55] 

 

 

Figure 77 [00:05:59] 

 

The next sequence provides an example of the site established with one particular building. 

The Tweed features several of these such as Neidpath castle, Traquair House and Abbotsford. 

The most extensive (but still relatively brief) sequence concerns Neidpath castle, which lies 

just west of Peebles. This sequence establishes the relationship with the Tweed by cutting to 

and fro, from castle to river and back again. The pattern illustrated in figures 72 - 77, and the 

inter-title (figure 71) that introduces the sequence, brings the site and the river together. 

Following the inter-title’s verbal linking of site and river, the establishing shot (figure 77) 

shows the configuration of the site, right by the Tweed. The remainder of the sequence 

(figures 72 - 77) runs as follows: the river itself; three views of the castle, from the opposing 

forested bank, then showing the opposite end of the castle to that shown in figure 72, 

followed by a low-angle shot of the castle; then back to the river with a shot from the knoll 

the castle stands on, looking approximately west to the next bend in the river. This river-

castle-castle-castle-river structure firmly embeds the castle with the river. The consecutive 
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castle shots convey the site’s physical forms — how the castle lies relative to the opposite 

riverbank, the castle’s elevation, its vertical reach — because the of camera’s movement 

around it. In this way the camera participates in the site’s constitution as a site by involving 

itself with it, moving amongst it. This sequence portrays much better, compared with the 

former, the camera’s involvement around the site. But it also exemplifies, more to the point, 

not just a building that the river drew in, but how the river characterises the site as it affects 

the camera’s movement, both around the site and that it drew in the camera. 

 

Town 

 

  

Figure 78 [00:06:01]    Figure 79 [00:06:04] 

 

  

Figure 80 [00:06:13]    Figure 81 [00:06:18] 

 

The town of Peebles lies not far downstream from Neidpath castle and provides the third 

example of a site from The Tweed. An inter-title introduces this sequence by announcing the 

place name, as with the other sequences in the film (figure 78). The establishing shot of 
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Peebles (figure 79) following the inter-title shows the scale of the site as substantially greater 

in its scope than the other sites I have discussed thus far. The view of Peebles shows how the 

town nestles in a valley, and, whilst the river does not feature in the shot, the land’s forms — 

the surrounding hills and their slopes — do present a corollary to the river’s course. The two 

shots that follow (figures 80 - 81) then place viewers directly into the town. The first shows a 

broad, bustling high street where pedestrians walk between the shops and parked cars. The 

camera points south-west towards the Old Parish Church but in the second shot, it points in 

the opposite direction, where the High Street becomes Eastgate, approximately at the 

monument. The film traverses two poles in short order, between the view on Peebles’ edge 

(figure 79) to footage of a street at the town’s hub (figures 80 - 81). Such a spatio-temporal 

ellipsis emphasises the larger scale of the settlement, the sense of travelling across the site, 

from its edge to the centre, and it does so without making (visible) reference to the river. The 

river’s unseen presence speaks not of Peebles dwarfing the river but rather its incorporation 

into Peebles as part of a larger entity.  

 

  

Figure 82 [00:06:25]    Figure 83 [00:06:30] 

 



Chapter 3 – Ways 179 

  

Figure 84 [00:06:35]    Figure 85 [00:06:46] 

 

The river soon emerges, of course, as the sequence proceeds to reveal how different objects 

within the town meet the river (figure 82 - 85). All these shots convey how close the town’s 

objects gather to the river. The bridge crosses the river (figure 82, 84 - 85) to allow the 

continuation of a road, it facilitates travel from one part of the town to another. Whilst the 

bridge at once meets, stands in and crosses the river, it also unites, joins up the town. Its 

joining activity indicates, firstly, that the dwelling site spans both sides of the river. 

Dwelling takes place, therefore, on both sides of the river, which the bridge facilitates and 

indicates, and which includes the movement from one riverbank to the other. The bridge 

unites, moreover, the area as one site around the river. It marks a continuity of place and 

enables the town to cohere as an entity. 

 Bruno Latour and Emilie Hermant (2004) analyse the many unseen objects that not 

only enable the city of Paris to function but that simultaneously constitute it. They conclude 

with the example of the famous Pont-Neuf bridge, and it aptly sums up their analysis of the 

virtual city — all the objects that constitute the city in addition to its bare material reality. 

The stone bridge deteriorates over time with use, weathering and pollution, so other objects 

maintain and support its continued existence. These objects are manifold: government 

agencies, administrators, stone masons and so on. The bridge “is still under construction” 

(Latour and Hermant 2004), therefore, hundreds of years after its initial completion. Bridges 

like the Pont-Neuf and the Peebles bridge, remain as bridges not through accident. Dwelling 

initially established the Peebles bridge and it then subsequently enabled further acts of 

dwelling, the ongoing human activity at this site (Peebles) that takes place on both sides of 
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the river. The bridge’s inception instantiated, however, another activity that human-made 

objects such as the bridge require in order to perpetuate the possibility they open. When 

humans maintain the Peebles bridge, then, the bridge itself becomes a locus of dwelling, not 

just an object that dwelling produces and that, in turn, further facilitates it. The bridge 

emanates dwelling in various forms, as locus of dwelling (a site-within-a-site), as it supports 

ongoing dwelling and as an object that dwelling produced (and produces). Most 

importantly, of course, this site includes the river, at least the section that the site 

incorporates. As well as the river’s possibility that provides the site’s initial ground, the river 

has a part, it is a part, like any of the other objects that make Peebles. 

 Now, readers would be forgiven for thinking I have diverted back the chapter 2’s 

theme of dwelling, given the above discussion. However, it is the river that gave rise to this 

activity, drawing in those entities to it. That bridge became a locus of dwelling because it 

literally bridges the river and as such is the entity that has an intimate, proximate 

relationship to the river as it sits over and in. The bridge, more than any other Peebles 

constituent, exemplifies a vortex of entities and their activity drawn in by the river. 

Moreover, the three examples – the homestead, Neidpath castle and Peebles – show how 

dwelling sites, specific places, arise and intertwine with the river. The case of the Tweed 

provides, furthermore, a clear view of how a series of dwelling sites arise along rivers in 

dependence upon them (see figure 61 again). Rivers draw in, then, and they function as 

ribbons for dwelling amongst the landscape, out of which and along which dwelling takes 

place. 

       

  



Chapter 3 – Ways 181 

River’s End 

 

As with other ways, rivers begin and end. They spring from a source from which they flow 

to a mouth that feeds a larger body of water. They also begin in that they exist for a while 

and then end, they dry up when the water ceases to flow. Älven and The Tweed show, in their 

different emphases, that rivers draw in, how they do so, and what arises as a result. 

 Älven used timber as means to argue that rivers are important means of transport for 

timber and more generally for the economy. It further argued that rivers play an important 

economic role not just because they transport timber but because humans can use them to 

generate electricity. The film further articulates a river’s sheer possibility as a ground for 

human dwelling, a force that draws in. On each of these three points the river drew in 

objects, activity, dwelling — a few materialisations in the landscape of the river’s possibility. 

Manufactured objects arose with the river, such as the log flumes made from surrounding 

objects. Where another way intersected the waterway, it required a bridge in order to 

continue. But as much as the river drew in objects these were also points where objects were 

sent out into the landscape from the river. The power station that enrolled the river water in 

a technical system of electricity generation returned energy back out into the landscape from 

the river, by the means of yet more ways, this time cables that transported electricity. The 

film climaxed with its diagrammatic representation of the river’s drawing in various objects 

as they arise with it. This diagram confirmed how rivers pulsate amongst the landscape as 

they continually gather objects and send objects out, a watery artery that imbues the 

landscape with rhythm. 

 The Tweed formed a tour of the river’s course and specific dwellings sites that have 

arisen along it. The film showed how a string of sites can develop along a river’s course, 

entirely dependent upon it. It provided examples, furthermore, of the range of sites and 

locations that might arise beside a river, in the course of its generic survey. I highlighted 

three cases — homestead, castle and town — to illustrate that range, where each site 

consisted of objects drawn in to, and arising with, the river, to form various marks of 

dwelling. The film named and placed these sites, moreover, amongst the landscape that the 
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river and its fellow constituents formed. If rivers draw in objects and contribute to the 

conditions that enable dwelling, therefore, dwelling happens, objects arise, at specific sites 

that become places with names — they are identifiable. The Tweed tangibly anchors dwelling 

and the objects that arise with it and the river in the landscape. Sites that the film points to, 

names, identifies. 
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Roads 

 

The streets beneath streets, the Roman wall, the boarded-up houses, the unexploded bombs, 

are records of everything that happened to London. Form is memory. [...] London is a 

photograph of its past. When you walk through the streets (it seems corny to put it this way, 

but it’s not really) you are walking through history. Just as a hard drive is a surface on which 

data is inscribed, so London is a series of surfaces on which causality has been inscribed. 

(Morton 2013, 91) 

 

Roads present the same problem as all ways do for those seeking to understand them 

through any means of representation, such as I do here with film. They are neither localised 

nor local objects. Their distributed form speaks of their purpose — to enable movement 

through the landscape, from one site, locale, place, to another. I argue that ways, using roads 

as a case that typifies them, do not just have a distributed form; but that distributed form is 

massive in space and time. I read two films to show how roads’ distribution makes them, 

and ways more generally, hyperobjects (Morton 2013). 

 I consider one film that records a road trip and another, the local bus service. The 

amateur road trip film records a summer motoring holiday around Sweden, where each 

sequence details the places visited with inter-titles. I have created two maps that show the 

places visited on each journey and their overall shape. The bus service association film 

commemorates the association’s 25th anniversary, showing the variety of routes and 

passengers they served (replete with their luggage and cargo).  
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Figure 86 Map showing main towns visited by the bus service in Västerfärnebo 

Biltrafikförening 25 år i trafikens tjänst (1949) 
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Figure 87 Sites visited in Richard Berlins samling film nr 04 (1932) indicated in inter-titles and 

on the map 

 

These films demonstrate roads’ pervasiveness as landscape constituents and the corollary 

whereby they facilitate movement, not only amongst the landscape in general, but between 

particular, named locations. Travelling shots from cars and buses, shots taken from fixed 

camera positions of wayfarers entering and exiting the frame, maps and inter-titles, cuts 

between different locations along a route — they all show, filmically, how ways continually 

elude those objects that they encounter. The featured roads’ distribution and scale preclude 

many more spatio-temporally constrained objects from ever encountering them as whole 

objects — similar to the conundrum where objects only ever have glancing encounters with 

each other in their withdrawnness. Road users face, then, a two-fold curtailment in their 
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encounters with roads. Withdrawn, roads exist in their sheer execution and present as roads 

at the ontic level, but their scale further narrows the scope of other objects’ encounters with 

it as such. The films record humans’ and vehicles’ encounters roads on such terms. 

 

Ways’ spatio-temporal distribution 

 

Even if my argument concerned roads only, a cogent case exists for them alone as 

hyperobjects. Humans have, firstly, constructed roads in their different forms for thousands 

of years. Consider the Neolithic period, quite some time before imperial Rome ruled with 

the road networks that symbolically as well as practically enforced their power (Witcher 

1998). Archaeological evidence from Somerset shows, for example, how wooden roads and 

trackways ran between sites, particularly to maintain the possibility of travel across bog 

ridden areas (Coles and Hibbert 1968; 1970; 1973). Here human objects responded to these 

landscape formations and made ways constructed from the abundant supply of tree wood. 

They date from the third and fourth millennia BCE and authoritatively show that what 

humans understand today as roads have existed — in varying forms — for extensive 

periods. 

 Archaeologists uncovered these Neolithic ways underneath layers and layers of other 

deposits from the growth of other objects, material changes within the environment and 

changes in human dwelling practices. A multiplicity of other objects persistently acted and 

subsumed the ways within the layers of landscape formation they produced over time. 

Humans may have ceased to travel these roads, but roads they remained; these lines’ 

additive quality (recall Ingold above) upon the land’s surface ensured their persistence 

below it. I do not intend to argue, however, that roads, as such, must be constructed; they 

can equally, of course, be subtractive, etched into the earth, as repeated use wears away the 

surface. But to persist, it follows that subtractive roads rely much more on users regularly 

travelling their direction. I suggest therefore that whilst such additive, constructed, roads 

provide evidence of their existence several millennia ago, the relatively rapid disappearance 

of subtractive roads should not limit our imagination as to how early (within human and 
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their ancestors’ existence) and how pervasive they may have been amongst the landscape. 

 Various archaeologists (Tilley 1994; Brophy 2016) have, furthermore, considered 

Neolithic cursus monuments which may have performed various ritual or ceremonial 

functions. Whilst cursus monuments themselves enduringly create persistent landscape 

forms, the interpretations as to their uses and meanings vary widely. Brophy (2016) 

mentions how various interpretations of monuments have been related to roads and 

processional ways. Chris Tilley walks the Dorset Cursus (1994, 170-200), a 10-kilometre ditch 

approximately 2 metres in width at its base, which joins together other barrow monuments 

at Cranborne Chase. Estimates put its construction at around “half a million worker-hours” 

(1994, 172), and indicate its great scale. His description of the walk conveys the cursus’ 

integration with and relationship to its fellow landscape forms but, moreover, illustrates its 

deliberate, formalised construction. Tilley surmises that it “represents a formalised 

structuring of the experience of landscape by those [humans] entering and using it” (1994, 

199). So the cursus amounts to a significant way, built to facilitate particular movement 

amongst the landscape. 

 Researchers have also identified early patterns of roads that constitute road networks. 

These ancient road networks long precede, therefore, the major landscape shaping force of 

contemporary tarmacadam or asphalt road networks. Archaeologists have used, for 

example, satellite imagery to identify road networks that existed in what was Northern 

Mesopotamia (near-eastern Syria today) (Ur 2003). These networks can be identified from 

“hollow ways” on the satellites images (Ur 2003, 102). These marks “are broad and shallow 

linear depressions in the landscape” that “human and animal traffic” flows created (Ur 2003, 

102). But hollow ways only indicate “ancient roads, not the roads themselves, which have 

been transformed by erosion and aggradation” (Ur 2003, 104). Yet even these traces herald 

extensive road networks — at the time the article was written, the project had identified 

1712.9km of roads — that permeated and profoundly affected the landscape such that today 

the signature of the hollow ways can be identified from their darker colour because the soil 

retains more moisture than other, more developed land. 

 Roads and road networks have existed, but, more significantly, persisted for many 
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thousands of years. The evidence for ancient roads also raises the question about the 

thousands of other roads (and tracks and paths) not visible, but which at one time shaped 

the landscape, now incorporated into the substrata beneath its surfaces. They have massive 

distribution in space and time, those lost to time’s physical erosions and accretions continue 

to influence landscape’s present formations, the very ones that contemporary roads — 

whether subtractive dirt tracks, or additive gravel, tarmacadum or asphalt constructions — 

must negotiate and shape again to facilitate movement amongst those forms. Roads thereby 

amount to a pervasive force amongst the landscape. Those whose original use is past 

continue as a shaping force amongst the landscape present and future and those in use 

today continue that re-shaping of landscapes forms amongst their fellow landscape 

constituents. What is stake, therefore, is the spatio-temporal extent, or distribution, of roads 

and their profound role amongst the landscape. The deep layers of time and materials at 

stake make these massive objects difficult to appreciate, quantify and observe, humanly 

speaking – other landscape entities do not only exist with them, but within them given their 

scale. 
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Hyperobjects 

 

As I stated above, Timothy Morton defines hyperobjects as objects “massively distributed in 

time and space” — “‘hyper’ in relation to some other objects, whether they are directly 

manufactured by humans or not” (2013, 1). These may include roads, then, and ways in 

general, in relation to objects that make, use, travel them. Morton proceeds to outline 

viscosity, nonlocality, temporal undulation and interobjectivity as characteristics these 

objects share. 

 Viscosity describes how “[t]hey are already here” (2013, 29), that objects (including 

humans) already are “caught in”, subject to, “inside” (2013, 32) these objects. As viscous, 

hyperobjects permeate other objects and their environment — viscosity does not describe or 

re-package, then, notions around Heideggerian thrownness. Heidegger’s notion said that 

only human subjects could know as real the prior states of affairs into which they came to 

be. Hyperobjects’ viscosity pulls away from that notion, and indeed, ushers the subject’s 

dissolution — hyperobjects, like all other objects are “impossible to shake off” (Morton 2013, 

35), whatever humans say, do, think or not. The hyperobject pervasive-complex-of-roads, for 

example, have such lasting impacts and possess a scale that subsumes other objects, such 

that their experience is always-already permeated with the complex of roads.  

 The beginning of this section gave a nod to hyperobjects’ nonlocality, a term borrowed 

from quantum theory. Any sense of “locality” associated with hyperobjects “is an 

abstraction” (Morton 2013, 47). The effects of hyperobjects — and therefore hyperobjects 

themselves — manifest at a distance. Morton explains, for example, that when someone 

experiences heavy rain as water drops on their head, they also encounter the hyperobject 

global warming — it manifested locally, in that instance, as the water drops. The hyperobject 

pervasive-complex-of-roads manifests locally, say, to a gorge between two adjacent areas of 

land as a bridge that spans it. It may also manifest locally to lungs as particulate matter that 

builds up on roads through deposits from vehicle tires. It could manifest locally, 

furthermore, to vehicle drivers simply as the currently availably perceptible section of a 

road — as far as the next bend, junction or vehicle in front. Whilst rain produced by global 
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warming is qualitatively different from a bridge, particulate matter or a small road section 

produce by pervasive-complex-of-roads, their products, those senses of locality are 

abstractions in both cases. 

 Temporal undulation refers to hyperobjects’ making visible the time and space that 

every object emits. Space is not a receptacle with chronological, linear time, “[h]yperobjects 

end the idea that space and time are empty containers that objects sit in” (Morton 2013, 65). 

Objects’ interactions are real — space and time exist within these objects (Morton 2013, 62), 

“spacetime [...] emanates from them” (Morton 2013, 64). Hyperobjects’ massive constitution 

thus make visible these temporal properties — hyperobjects that ineluctably “tease other 

objects” further into themselves, “into their sphere of influence” (Morton 2013, 63). They 

present, whilst not eternal, as “very large finitude” (Morton 2013, 60), stretching time. The 

evidence I present above shows not only that roads have a long history, but that they do 

indeed stretch time, extend finitude, they outlive their makers and travellers, and their 

effects amongst the landscape last even longer — roads exhibit their own time. 

 Phasing articulates that hyperobjects “occupy a high-dimensional phase space” — 

humans can, for example, only perceive “pieces […] at a time” (Morton 2013, 70) as they 

“intersect” (Morton 2013, 71) or “phase” (Morton 2013, 79) with a particular contexture of 

other objects. Morton argues that it provides “evidence of some interaction between things” 

(2013, 79) and manifests as “an indexical sign” of a hyperobject. When phasing occurs, then, 

the index relates metonymically to the hyperobject itself (Morton 2013, 77). This phasing 

highlights, furthermore, that objects contain other objects, but objects which are of course 

complete in their own right, not merely parts of another, larger object. For example, “[a] 

flock of birds on a lake is a unique object, yet it is also part of a series of [and metonymical 

index for] hyperobjects: the biosphere, evolution, global warming” (Morton 2013, 78). If a 

flattened rabbit lies stuck to an asphalt road, this, likewise, is an object in its own right. But it 

also resides within numerous hyperobjects such as the pervasive-complex-of-roads I 

mentioned above, global warming and the biosphere. Presumably the rabbit tried to cross a 

point in the road and a vehicle squashed it. Just as the vehicle met the rabbit (and recalling 

non-locality above), so did the hyperobject pervasive-complex-of-roads intersect with the 



Chapter 3 – Ways 191 

vehicle and rabbit as a particular road section — only a sliver of the object presents as road. 

 Interobjectivity describes the sense in which hyperobjects make known the break that 

occurs for all objects. What Morton describes as the break between objects’ essence and 

appearance, and relates, respectively, to hyperobjects’ past and future, just extends 

Harman’s duality, recovered from Heidegger. Tool/broken tool, non-as/as, ready-to-hand 

present-at-hand, withdrawn sheer execution/surface: all ultimately describe the break 

between the ontological and the ontic. Morton likens interobjectivity to a mesh. The mesh — 

not to be confused with Ingold’s meshwork, responding to Latourian ANT (see, for example 

Ingold 2011) — designates the interconnectedness, or contexture, of things, and consists both 

of “gaps” and “links” (Morton 2013, 83). Causality arises from the gaps, providing the 

grounds for event and interaction. “Interobjectivity provides a space that is ontologically ‘in 

front of’ objects” (Morton 2013, 85), where events unfold. When it concerns hyperobjects, 

then, these “give us the most vivid glimpse of interobjectivity” since we only grasp at their 

appearance as “a host of interacting indexical signs” (Morton 2013, 85). Morton explains the 

temporal corollary to essence and appearance as the future and past of objects. 

Hyperobjects’ indexical signs are the past of that object, where it appears as such and such a 

thing. Hyperobjects’ appearances are their past, whereas their essence — the real withdrawn 

object, inaccessible, hidden in its sheer execution (the ontological) — is the future. “The 

strange strangeness of a hyperobject, its invisibility — it’s the future, somehow beamed into 

the ‘present’” (Morton 2013, 91). Except that there is no “the present” in terms of chronos, as 

a series of successive “nows”, rather, objects in a given situation ‘”experience a criss-crossing 

set of force fields, the aesthetic-causal fields emanated by a host of objects” (Morton 2013, 

93). 

 Thinking more broadly around the larger hyperobject ways-in-general — those ways 

inscribed on the earth — interobjectivity, and landscape, I come back to the epigraph at the 

beginning of this section. As with those entities Morton lists that have inscribed London, 

giving the city its form, so have animals, rivers, climate and so on inscribed landscape with 

ways over and over again. The hyperobject ways-in-general thereby shapes landscape’s 

form by giving it some of its particular configurations — cursus, buried roads supporting 
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(bearing up) newer ways on the surface, and hollow ways as traces of the roads below. 

 As I said above, I structure this section as a series of expositions, each of which takes 

up a filmic aspect. Each aspect explores, more or less, the same three issues: roads’ 

appearance to objects; roads’ pervasiveness amongst the landscape; and how those indicate 

the hyperobject pervasive-complex-of-roads’ looming presence. Richard Berlins samling film 

nr 04 (1932) has a few opening titles that provide excellent detail about four passengers and 

their journey. The journey was made during the first half of August 1932 (figure 88), and the 

title Från Arlavik till Norrland indicates that they travel to Sweden’s northern reaches. The 

title that follows (figure 89) has the names of each holidaymaker and their affectionate, or 

otherwise making fun, roles for the trip — self-designated stars of their own film. Whilst a 

private, family film, the context is notable in that the fact that this is no ordinary family film. 

It is worthwhile noting that such a film would have taken considerable time and resources 

to produce. Västerfärnebo Biltrafikförening 25 år i trafikens tjänst (1949) shows the association’s 

journeys, fleet, drivers and passengers. The film makes economic use of inter-titles but 

features a comprehensive impression of the bus operator’s operations. 

 

  

Figure 88 [00:00:09], reel 1   Figure 89 [00:00:21], reel 1 
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Travelling Shots 

 

I begin with travelling shots that show roads and vehicles encounters with them from 

moving vehicles. For the purposes of this section, I define a travelling shot simply as one 

where the camera moves by means of a vehicle — whether “on” it or “in” it — to convey the 

perspective of that vehicle or its passengers.10 

 The following two sequences portray two characteristics of roads: they follow land’s 

contours and vehicles' encounters with them as multiple objects, not as monolithic objects. 

The first sequence (figures 90 - 95) comes towards the end of the first half of the bus service 

anniversary film. The difference in elevation between the first (figure 90) and last (figure 95) 

images of this sequence does two things: it shows the bus’s descent and impending climb; 

and it points out the land’s formation. The bus has a higher elevation in figure 90 relative to 

the truck in front, the trees and building on the horizon, than that in figure 95 — indicative 

of its descent. The scope of surrounding landscape also reduces commensurately with the 

bus’s descent. The initial elevation affords the camera a view that encompasses the objects 

on the horizon, the road ahead and those objects on either side that the road runs amongst. 

That scope narrows, of course, as the bus proceeds to the bottom of the incline. This 

travelling shot records the moment just as the bus begins to ascend the opposing incline 

(figure 95) before the cut to the following shot. The bus’s former perspective revealed the 

broader extent of the landscape for those moments. The final frames of the shot may not 

show that open view (figure 90), but the consistent camera position and angle for the shot’s 

duration show the switch in gradient — the camera pointing uphill represents the shift. The 

camera position remains fixed with minimal movement — this particular land formation 

itself instigates the transition from a relatively higher to lower angle shot. 

 

 
10 Such shots were, of course, around in cinema's earliest years in the form of phantom train rides. The 
camera and operator sat right at the front of the engine, offering viewers unimpeded views of the 
oncoming objects. Gunning (2010) wrote about these phantom rides that invited viewers into the 
landscape at the time of the well-known cinema of attractions. Musser (2006) argued that at least as 
much of the same period of the late nineteenth century was characterised by a form of narrative 
cinema. He similarly comments, however, that phantom rides invited viewers to metaphorically 
transgress the screen boundary (see also Gunning 1986, 2004; Gray 2004). 
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Figure 90 [00:18:04], reel 1   Figure 91 [00:18:05], reel 1 

 

  

Figure 92 [00:18:06], reel 1   Figure 93 [00:18:06], reel 1 

 

  

Figure 94 [00:18:07], reel 1   Figure 95 [00:18:08], reel 1 

 

 

That sequence demonstrates how roads follow the contours of the land. The bus follows the 

road and the way that the land moved the bus (the incline), and thereby camera, verifies the 

road’s adherence to the land. It also makes the crucial point that the objects that compose 

this particular landscape formation do not bear up or carry the road section. I use “the land” 
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as convenient short-hand to single out the road as an object amongst those others that 

surround it — “the land” means just those objects the road resides amongst. That means 

roads are not some red carpet that their makers roll out on top of the land, like some 

palimpsestic surface for human inscription. The road “adheres” to the “the land” because it 

is land too — one of its many constituents. When I say, then, that roads follow land’s 

contours, it means that roads enable objects to follow the land’s contours, its peaks and 

troughs, its material rhythms. Users follow them but roads also trace the land’s shapes, 

highlighting them, riding them. 

 The next sequence very simply demonstrates how vehicles might encounter roads as 

series of constituent objects: stones, camber, ruts, potholes, bumps, rough and smooth 

materials. The evidence does not, however, come from the clear, close up verifiable footage 

of these objects. It is rather the movement, jolts, vibrations of the vehicles (and also camera) 

that evidence these other objects. Whereas the preceding sequence showed was more about 

the forward travel of vehicles along roads, with the bus and how its elevation, angles and its 

mode of address to the road, that the landscape formation motivated, I mean here the small, 

continuous vibrations that objects that are part of the road, such as those I listed, produce for 

moving vehicles. 

 

  

Figure 96 [00:05:58]    Figure 97 [00:06:00] 
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Figure 98 [00:06:02]    Figure 99 [00:06:08] 

 

 

Figure 100 [00:06:10] 

 

The image series above shows two episodes of just such a manifestation. Vibrations, jolts 

and gestures evidence how these road objects continually move the vehicle and those objects 

inside it. In figures 96 - 98, the car approaches a steep descent, travelling fairly slowly. The 

car’s bonnet appears in 96, then fills a greater portion of the frame in 97, and then disappears 

from view in 98. These variations take place within the space of six seconds and capture the 

movements that various (here specifically undiscoverable) road objects cause. The bonnet’s 

momentary disappearance also has the dramatic effect of making the impending descent 

appear as a sheer drop, as if the ground disappears from underneath the car. 

 The two additional images (figures 99 - 100) demonstrate the movements generated by 

road objects further. This time the camera points towards the vehicle’s rear. The first image 

shows where an object causes a jolt, whose energy moves the camera in a downward motion 

relative to the rear parcel shelf. The image’s (figure 99) blur visually indicates the camera’s 

motion and the following image (figure 100) provides the view that the camera operator 



Chapter 3 – Ways 197 

presumably intended — the road behind, retrospectively coming into view, the car’s wake. 

It appears like the camera has recovered from the road’s jolt. 

 

  

Figure 101 [00:14:55]    Figure 102 [00:14:58] 

 

 

Figure 103 [00:15:05] 

 

The holidaymakers and their car encounter a section of road being constructed further on in 

their road trip. The travelling shot here depicts the journey along a temporary road during 

the construction of the adjacent road section. This sequence shows, from the point of view of 

the moving vehicle, how roads present as small sections of an intangible whole — of a road 

and an indexical manifestation of the hyperobject pervasive-complex-of-roads as I 

established above. The car trundles slowly over the makeshift road, its uneven, crumbling 

ruts bouncing the vehicle and its occupants, whilst another vehicle waits for it to pass. Two 

aspects arise, where the first aspect refers to the road section’s totality and the second 

concerns the roadworks in progress. Fencing to the right, car up ahead, tall trees beyond a 

mound of earth up on the right — these objects bear down on the car and its occupants and 
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the road section (figure 101). These encompass the road section, a configuration that makes 

the road section that presents to the cars and their occupants appear as a small and 

somewhat indistinct extract of the larger, longer road. As the car advances, the looming trees 

further obscure the road section’s end and direction (figure 102). The roadworks — whether 

for expansion, upgrade or repair — problematise any haphazard reference to this or any 

other road section. Even though this travelling shot does not show the works in detail, they 

remind us again, firstly, how the road and any particular road section contains other 

constituent objects, as did the bumps, jolts and vibrations other objects such as potholes, 

stones. Earth, different materials, the minutiae of the road surface’s undulations, are all 

objects within the road and wherein it finds its constitution. But the travelling shots also 

capture the road section in a state of transition, in a very practical ontic sense, the nature of 

road changes significantly as a road during its construction and therefore as a road section, 

meaning that, ontologically, there are several objects that present as a road section at each 

stage. Whilst the evolving road section may go through various incarnations — one object 

becoming another becoming another — it still forms a part of a larger road and also refers to 

the hyperobject pervasive-complex-of-roads. 

 The final image (figure 103) I selected from the travelling shot over the temporary road 

shows the momentary nature of the vehicle’s encounter with a particular road section. The 

car continues down the track, but the road section has changed. The way appears broader 

and the objects that the car moves amongst have changed. The objects towards the road 

section’s vanishing point now crowd around it less. It invites the road’s continuation, it 

seems at least more possible, imaginable — humanly speaking — than it was formerly 

(figures 101 - 102). 
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Figure 104 [00:10:37], reel 1    Figure 105 [00:10:38], reel 1 

 

  

Figure 106 [00:10:39], reel 1    Figure 107 [00:10:40], reel 1 

 

  

Figure 108 [00:10:41], reel 1    Figure 109 [00:10:41], reel 1 

 

The final travelling shot come from the bus operator's film. Two travelling shots speak to the 

passedness rather than pastness of things. The first image series (figures 104 - 109) comes 

from a travelling shot where the camera shows three primary objects: the bus itself, the road 

that the bus has passed, and then some blurred objects that the bus moves amongst. As the 

six images from this shot evidence, they do not show much variation other than the 
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occasional slight camera movements, similar to those discussed above. This interests me 

because an object, namely the mirror, continues to encounter the road that the bus has just 

passed. This makes sense, of course, since its address to objects is opposite to the bus’s 

normal direction of travel (inherent of course in the wing mirror). As a non-sentient object, 

the mirror shows that the road continues to present as a road, produced at this ontic level by 

the withdrawn, real object in its sheer execution. The mirror experiences the road as one 

object which possess the quality of reflecting photons that it then receives and further 

reflects to other objects. The mirror attests, then, in its own way that the roads passed are not 

past — they remain, with or without sentient objects to recognise them. The road requires no 

verification to be a road, presents as a road and continues to so do from one moment to the 

next. 

 

  

Figure 110 [00:17:14], reel 1   Figure 111 [00:17:16], reel 1 

 

  

Figure 112 [00:17:17], reel 1   Figure 113 [00:17:19], reel 1 
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Figure 114 [00:17:19], reel 1   Figure 115 [00:17:21], reel 1 

 

The camera itself points, this time, toward the disappearing road, except it is not vanishing 

as such, it is just that the road section that the bus encounters changes (figures 110 - 115). In 

fact, the point is that neither the road nor any particular section of it goes anywhere. As I 

said above, pastness does not equate to passedness, even if other objects were to make such 

an assumption. Once an encounter between objects ends it does not, therefore, mean that the 

objects involved cease to exist — a road section passed by the bus remains extant as before 

their encounter (although not necessarily unchanged). This series of images presents a series 

of road sections from a travelling shot, each of which the bus encountered, but each of which 

persists, as the camera verifies. Figure 110 offers a clear view of a bend that connects two 

short lengths of straight road. The bend amounts to the vanishing point to the final road 

section the bus has passed. Buildings appear on the left and then vanish from view between 

these points (figures 111 - 114). The front right telegraph pole in figure 110 remains visible, 

though distant, by figure 115, where their number has grown to four. The buildings above 

the bend (in figure 110) also persist through the duration of the shot, even if the trees on the 

left begin to obscure them as the road bends again. 

 The buildings on the left that appear then vanish from view, and the growing number 

of telegraph poles on the right, emphasise the sense of motion as the bus pulls away from 

each road section. That the telegraph poles linger, along with the buildings on the top of the 

hill, further corroborates that passed does not mean past. These withdrawn objects persist, 

too, giving rise to their continued ontic appearances. This provides further confidence, 

additionally, that not only the road sections persist but that the buildings on the left that 
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appear then vanish from view do likewise. But whilst I have emphasised that the past does 

not equate to passed, one further aspect to this is that even though encounters may end, the 

persistence of objects underscores their different temporalities, that entities emanate their 

own time. This contrasts markedly with, and further problematises, humans’ preoccupation 

with chronos’s linear succession. 

 

Ellipses in Location 

 

Spatio-temporal ellipses in film arise through the practice of montage, which filmmakers 

have practiced since the medium’s inception. Such ellipses inhere in the medium, so much 

so that viewers (we all) take such jumps in filmic space and time for granted. I am not 

interested, for my current purpose in this section, in how this demonstrates the camera’s 

mobility in the landscape — I commented on that above with travelling shots. Ellipses 

perform filmic revelation and here concern the further revealing of roads and the 

hyperobject pervasive-complex-of-roads. The various ellipses evidence roads’ pervasive 

character, their saturation of landscape, but also, in the context of hyperobjects, their 

viscosity and their non-locality, which multiplies again roads’ pervasiveness and, by 

extension, ways in general. 

 

  

Figure 116 [00:10:44], reel 2   Figure 117 [00:10:47], reel 2 
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Figure 118 [00:10:58], reel 2   Figure 119 [00:14:31], reel 2 

 

The shots above show an ellipsis from a section of the film that continues to show the bus 

service’s general business, but specifically traces the journey of mail items that the buses 

transport. The transitions that take place in this sequence serve as a useful reminder of the 

ease with which film compresses, traverses, and reconfigures events. This series begins 

inside a bus (figure 116) — the bus and its occupants are literally on the road, travelling to 

their next destination. The gesture of the driver’s turning head does not signal the precise 

moment of the cut to the town where the next two images take place (figures 117 - Figure 

118), but it occurs soon after, when the bus draws to a stop. Perhaps his gesture nevertheless 

motivates the cut from the bus whose location evolves as it advances along the road, 

amongst the landscape, to the gathered objects that make the town. The low-angle shot that 

follows (figure 117) shows a spire and the camera tilts down to street level — it breaks the 

immediate context of buses’ encounters with roads for a few seconds. This brief de-

contextualisation sets up the roads’ pervasiveness once again — if viewers (on my reading) 

were to become complacent or absent minded about the roads’ pervasiveness, this functions 

to reiterate that, and also, as I discussed in the previous section on rivers, how human 

dwelling must take place with ways and that they draw in. Once the camera tilts down to 

street level (figure 118), a bus moves along the road but it must contend with other traffic — 

a car and two bikes. This combination of road users further brings out the pervasive nature 

of roads. The variety of vehicle — bus, bike and car — speaks of roads’ availability as a 

means for other objects to travel amongst the landscape, between different locations. But the 

shot also shows that the bus encounters other kinds of objects — vehicles, those of its own 



Chapter 3 – Ways 204 

kind and different ones, and that it encounters these in simultaneity with the road. 

 The final ellipsis (figure 119) in this series tells viewers that the bus has left the town, 

as it approaches prospective passengers at a junction. No buildings now encompass the 

road, the bus continues, out of town, but this meets a junction in the road. A road sign also 

denotes the junction and, whilst illegible, provides a glimpse into how roads, together, form 

a pervasive complex — roads joining one another to form a complex that permeates the 

landscape. But some readers may ask, quite justifiably, “does your highlighting of filmic 

ellipses really show anything other than that there were roads wherever the camera went 

because it followed buses around? Of course, there were going to be roads in all the places 

you just showed me!” It is a quite justified criticism and highlights a tension at play here, 

but it follows that, in order to discuss roads, the images I select will feature, will be about, 

roads. What I intend by the foregoing paragraphs on ellipses, however, is what can be 

verified by series of images such as those I have just discussed. Filmic transitions in location 

do confirm that roads occur in different contexts, locations, places. The tension that matters 

here actually mirrors what I described for the objects that encounter roads. Again, there is 

the plain fact that an object (road vehicle, user or traveller, bump, rut, rubber particle) can 

only encounter a road section, it cannot encounter a road in the same sense as a pothole, for 

example, given roads’ distributed form amongst the landscape. That practical fact 

emblematises, furthermore, the glancing nature of objects’ encounters at the ontic level, 

where the real, withdrawn objects only appear as roads, buses and so on. In addition to 

these points comes the road sections’ indexical role, the local manifestation of the 

hyperobject pervasive-complex-of-roads. I reiterate all that to point out, regarding the 

tension I just highlighted, that film (medium) and this film became subject to the same 

dynamic. The camera, cinematographer, filmmakers, too, cannot encounter a road as a 

whole, their encounters are limited to glancing encounters at the aesthetic level, they can 

interact only with a road by means of road sections, and they encounter the hyperobject 

pervasive-complex-of-roads by these sections as indexical, local manifestations of the 

hyperobject — film and this film cannot encapsulate roads, therefore, at the ontic or 

ontological levels any better than any other object. 
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Maps, inter-titles and road signs 

  

Maps, inter-titles and road signs all function to abstractly represent the hyperobject 

pervasive-complex-of-roads. Morton likewise writes about how weather becomes 

represented through the satellite imagery of clouds, temperature maps and weather fronts. 

Hyperobjects’ massive distribution, their relative invisibility, means that humans resort to 

abstract representation to understand and encapsulate them. As Morton counsels, 

furthermore, these signs constitute another indication of the hyperobject, not the hyperobject 

itself, lest humans forget that. 

 

  

Figure 120 [00:01:06]    Figure 121 [00:01:08] 

 

  

Figure 122 [00:01:11]    Figure 123 [00:01:16] 
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Figure 124 [00:01:23]    Figure 125 [00:01:28] 

 

  

Figure 126 [00:01:33]    Figure 127 [00:01:38] 

 

 

Figure 128 [00:01:43] 

 

Från Arlavik till Norrland opens with two title credits, an inter-title, then the map sequence 

(figures 120 - 128) begins the live action. I call this sequence live action because the map is 

filmed along with a guiding pointer, as opposed to a series of photographed diagrams or 

animation, for example. The map represents the extensive journey the holidaymakers 

undertake. These images that trace out the route and provide an impression of the different 
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roads taken, speak for themselves in the context of hyperobjects. The group travel a total 

distance of 3911.9 kilometres during their tour, road section by road section, moment by 

moment. The map goes some way to help humans to understand the scope and scale of the 

hyperobject pervasive-complex-of-roads but it does not bring them any closer to it, as a mere 

abstraction of how the hyperobject ontically presents as such. 

 The camera’s close proximity to the map accentuates the large scale of the road and 

consequently requires the scanning of the camera over the map, following the pointer. The 

fact that this impression of the hyperobject exceeds the frame consistently, that not even the 

frame apprehends the map in its entirety, further symbolises hyperobjects’ scale but also 

their elusiveness. The map cannot move its creators closer to the object nor can the camera 

even capture the whole map at once, in order to be meaningful for viewers. The map might 

successfully create, however, a means to imagine — further abstract — the hyperobject as a 

further aesthetic object in the minds of the human travellers and the viewers. It is possible 

that this further imagined object enables them to better comprehend the idea of the hyper 

object and its dimensions — but again, they are stuck at the level of the surface, the 

aesthetic. 

 The film also makes extensive use of inter-titles to enable viewers to keep track of 

where the footage takes place. The film does not, to be clear, show every place that the map 

above outlines but that does not curtail the extensive inter-titles that provide the names of 

places. 

 

  

Figure 129 [00:01:33]    Figure 130 [00:01:38] 
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Figure 131 [00:01:43] 

 

They do not only play an informational role, however (see examples, figures 129 - 131). The 

map outlines the route and provides an impression of the pervasive complex of roads, but 

does not make a claim to represent it in a particular level of detail, road by road. It suffices 

that the map shows enough detail such that the inter-titles function as deictic links, literally 

filmic signposts that evidence a place for viewers. These filmic signposts also allude, 

crucially, to the hyperobject pervasive-complex-of-roads. They do this by virtue of the film’s 

context — its makers (the holidaymakers) flag that from the outset with the details of the 

car, the route and designating it a summer trip. Roads predicate, facilitate and dominate 

such a trip. They can travel to the places that roads will take them, will enable, allow them to 

go. The inter-titles signal, therefore, roads as much as the place names do specific points in 

their journey. There had to be numerous, contiguous encounters with road sections and 

thereby roads and the hyperobject pervasive-complex-of-roads to reach any of the locations 

that the inter-titles name. 

 

  

Figure 132 [00:009:28], reel 1   Figure 133 [00:17:21], reel 1 
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Figure 134 [00:09:24], reel 2   Figure 135 [00:06:48], reel 2 

 

  

Figure 136 [00:08:14], reel 2   Figure 137 [00:17:31], reel 1 

 

Road signs feature frequently in the bus anniversary film — I mean signs that mark entry to 

a named place, and those which deictically indicate the direction of a place from its current 

location, that may also state the approximate distance to that location from the current 

location. So, these signs name places (figures 132 - 134) and direct objects towards those 

named places (figures 132 - 134). 

 Their particular significance for the hyperobject pervasive-complex-of-roads pertains 

firstly to the signs that mark, name a location. In the wake of their filmic version — place 

name inter-titles — above, these more explicitly bring out the implication of roads running 

amongst the landscape. Humans created these signs to be viewed from the road, they are an 

object whose existence entangles with roads, whose absence would cause objects access to 

that very named location would be much more difficult or perhaps even impossible in some 

circumstances. They spend their lives in an ongoing interaction with the road and its users 
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as well as with their neighbouring objects. But they do not only act to imply roads’ presence 

by sitting adjacent to them. They also indicate roads by the more obvious implication that, as 

with the inter-titles, roads facilitate the movement amongst the landscape to the points they 

mark as destinations. 

 The signs pointing to other places arise with the convergence together of different 

roads at junction points. These junctions form nodes of the hyperobject pervasive-complex-

of-roads, points of convergence and transition. Even though these signs might serve a very 

practical function for those travelling the roads amongst the landscape, they mark the 

hyperobject’s nodes. In so doing, these signs belong to those objects that function as an index 

of the hyperobject, one of its effects, as well as these signs’ symbolic and deictic value. 

 These signs raise a question, additionally, about the nature of roads when they 

converge, when one runs into the next, when road users make journeys. Do travelling 

objects distinguish one road from the next in the course of their journeys? I cannot speculate 

about that one way or another. That question does, however, allow me to speculate that if 

road users — and I mean any road user, not humans only — experience continuity between 

roads, or experience a unity, as they travel through one or more, it should not surprise. They 

do so because they move within one irreducible hyperobject, pervasive-complex-of-roads. 

Road users could have, equally, an inverse experience, of discontinuity or disunity, as they 

pass through various nodes of the hyper object. To pass through a node, means to change 

from one road to another so it is quite possible that this experience might also occur. Just 

think about turning from a quiet, narrow road, onto a busy trunk road. But that experience 

does not necessarily mean, furthermore, that the transition from a quiet, narrow road to a 

busy trunk road entails discontinuity or disunity of experience. Even if road users do 

experience discontinuity or disunity, they still move amongst the hyperobject – the unity of 

an entity does not require uniformity, particularly uniformity of experience. 
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Fixed Camera Positions 

 

There are numerous fixed camera positions where vehicles and other objects come in to and 

then out of shot, or where it films road users as they pass, the camera panning to follow its 

movement. Most of these shots occur in Västerfärnebo Biltrafikförening 25 år i trafikens tjänst 

and points to the markedly different emphases of both films — one shows the work of a bus 

service, the other shows brief footage of numerous places visited. These shots relate to the 

same issue as part of my discussion of travelling shots above did, where the camera 

recorded the receding road sections just passed by the bus. This fixed camera reverses that 

action by remaining stationary at the same road section whilst road users pass by. As these 

shots also show, road sections, roads and the hyperobject pervasive-complex-of-roads do 

not require road users, or the camera and photographer to instantiate and verify their 

autonomous reality. 

 

  

Figure 138 [00:02:25]    Figure 139 [00:02:27] 

 

 

Figure 140 [00:02:34] 



Chapter 3 – Ways 212 

 

The first shot comes from Från Arlavik till Norrland and has a slightly different pattern, 

compared with those others that I mention here. The camera pans from right to left and 

leaves the road, bridge, and horse and cart out of the frame, yet the camera is nevertheless 

stationary, its position has not changed. Between figures 138 and 139 the horse and cart 

proceeds along the road, over the bridge and the camera pans around 30 degrees. So, the 

camera stands right next to, if not actually on the road, but the key point is that the pan 

during this interval has nothing to do with the road section, bridge or road user, they 

persist, they continue to present as such. When I say, “nothing to do with”, I mean nothing 

about these objects’ existence, being and their persistence depends upon the camera’s 

verification of that. 

 The reframing that the pan accomplishes continues into figure 140, where the road 

section, road user and bridge no longer feature within the frame. Given that the camera 

remains adjacent to them — it has not moved — and that it continues to record the river 

valley — therein attesting to its own persistence as an object — it follows that they too 

persist, just as they did moments before. Sentient witnesses do not seem to be a necessary in 

order to assert that entities, and in this case, ultimately the hyperobject pervasive-complex-

of-roads, could have their own autonomous reality. This means that the camera and its 

operator, the other holidaymakers standing by (suppose) remain inside the hyperobject, 

affected by it. A camera pan away, a closing of the eyes, a turning of the back effects no 

change for objects. 

 

  

Figure 141 [00:11:14], reel 1   Figure 142 [00:11:15], reel 1 
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Figure 143 [00:11:18], reel 1   Figure 144 [00:11:26], reel 1 

 

  

Figure 145 [00:11:31], reel 1   Figure 146 [00:11:33], reel 1 

 

In each sequence (figures 141 - 143 and figures 144 - 146) the camera assumes a fixed 

position whilst the bus drives by and out of shot. The bus in the first sequence proceeds 

along the road, exits the frame at front left, passing the camera, leaving the road section in 

full view. Those moments crystallise, free of travelling objects, the road’s own time and 

movement. The road section has more haphazard, inconsistent encounters with those it 

enables to move, it seems, compared with those that tarry with it, those that constitute the 

local milieu with the road section. The frame (figure 143) contains an abundance of objects 

with the road section: trees, shadows, kerb, pavement, the close by buildings, if limited to 

things visible. One temporal sense emerges whereby the ongoing interactions between these 

objects endure relative to those who pass amongst them, on their way somewhere else. The 

endurance of relationship and encounters produces, in turn, a configuration, a situation 

(within this frame) that possesses a measure of stability, and indeed is itself an object. That 
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means that the same bus has reasonable grounds to expect this object to be much the same 

from one day to the next, such that the object allows its onward passage amongst other 

objects that lie outside the frame (which defines this particular object). The sun might cast 

different shadows; the tree branches might move differently; the road’s materials’ structures 

and particles might vibrate at different rates according to the season and weather and how 

much traffic there was at any moment; those vibrations, movements, in turn might move the 

road in different ways from one day to the next, together with the gradual force of 

advancing tree roots. Those kinds of variations do not make the entity any less what it was 

or will be, and would continue to present as such for vehicles moving in it (Harman 2011). 

With these variations, those that make matter vibrant (Bennett 2010), do not affect the bus’s 

confidence that the same object will persist tomorrow and allow it the same passage 

amongst the other objects it holds. 

 The other temporal sense that emerges, perhaps more obviously, concerns how the 

road section evokes a time of its own. Compared to the bus, it literally goes nowhere. 

Longevity in materials and its form outlasts the bus as well as its differing modes of 

movement and its outwardly less ephemeral nature. But as I mentioned in the case for roads 

as hyperobjects and in introducing Morton’s thought, hyperobjects have massive duration as 

well as spatial reach. So it comes as no surprise that, barring catastrophe or massive change 

initiated by another object, the road section will outlast the bus. The hyperobject pervasive-

complex-of-roads also figures here, which the road section indexes, it too will also outlast 

the bus. 

 The phasing of hyperobjects also applies here, where the bus, the road section, along 

with the object that the frame encapsulates — that the bus moved amongst — have a place 

within the hyperobject pervasive-complex-of-roads. To that extent, all of these objects share 

a further relation whereby they participate with one another in an object which affects them 

but also of which they are effects. These other implicit encounters take place with the road 

section, within this local object. Perhaps the camera and its operator count as similarly 

ephemeral objects, compared with the road section and the local object, that its in situ fellow 

objects define. But the camera’s mechanism moves all the while, leading the filmstrip 
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through its parts to expose each frame, creating numerous images, objects, each second. This 

ongoing mechanical-photochemical process, which itself depends upon the intimate 

encounter of photons with emulsion, creates object upon object — at once an adding to the 

collection of objects that butt up against one another, but also objectifying this field of 

manifold objects. 

 The second sequence (figures 144 - 146) differs to the first where the road section 

seems shorter, certainly narrower, with buildings on either side, and this time the bus 

negotiates a cyclist and pedestrians on either side. The second and third images function 

here to make the point that no object, whatever its qualities, capacities, properties, has the 

capacity to confer status (not ontic, nor ontological) upon another. The camera’s position 

and the bus’s left turn off the road show this. The camera continues to point down the road 

section when the bus turns close to it (figure 145), leaving a clearer view of the road section, 

but also before the bus has entirely left the frame. When the camera peers backward from a 

moving bus (figures 110 - 115) I focussed on how passedness does not equal pastness of a 

road section, or indeed road or hyperobject. Both current sequences allow viewers to study a 

road section within its own situ, the object that the frame encapsulates after the bus has 

passed amongst it. The same conclusion arises with this sequence, the frame (figure 146) 

illustrates how others like the cyclist, pedestrians, pavements, adjacent buildings continue to 

encounter the road as it presents as a road section, even after the bus turns off. The visibility 

of the bus suggests that the same applies to the bus — just because it passes out of the frame, 

passes the road section, becomes less tangible, does not mean it ceases as a real, autonomous 

object. 

 What does bring an additional slant to this final frame (still figure 146) is that the road 

section, clear of the bus, indexes the hyperobject pervasive-complex-of-roads. Not just as an 

effect of it but it also tells of the hyperobject’s nature. As Morton contends, and I 

summarised previously as interobjectivity, the break between the ontic (appearance, past) 

and the ontological (essence, future) also denotes the temporal undulation of the 

hyperobject. The road section manifests, presents as, the hyperobject’s past here, a promise 

of a future that lies inaccessible in its withdrawnness. The pastness that arises here does so 
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with the hyperobject, not with the cessation of any encounter between objects. This point has 

all the more significance from an object-oriented perspective, given that objects have 

autonomy from one another. It runs counter to the contention about objects’ autonomy that 

such an assumption would be the case, since encounters between objects do not necessarily 

need to take place in order that an object persists in its withdrawn sheer execution. Given 

that encounters take place, furthermore, in the world of appearances, the ontic, encounters 

do not necessarily result in changes at the ontological level for the real object. Even if they 

did we would find it difficult to know through the very limited access we humans have to 

objects, which withdraw, as we also do, even from ourselves. But an encounter might indeed 

involve the production of new objects at the expense of one or more at play in the encounter, 

it is just that the reality of any participant does not depend on any other. And so figure 146 

crystallises a collection of autonomous objects, arranged in such a way as to produce a road 

section with its drawn in objects on either side, and upon it. 
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Conclusion 

 

I discussed the pervasiveness of roads amongst the landscape, which together indicate the 

hyperobject pervasive-complex-of-roads. The two films that evidenced that particular 

hyperobject and its pervasive manifestations have themselves been, across space, time, 

location caught in the same hyperobject, together. They themselves become an index of it, 

furthermore, and exist within the hyperobject, as well as being produced by it. This suggests 

the persistence of the hyperobject pervasive-complex-of-roads and shows consistency with 

the massive temporal distribution that hyperobjects should have. 

 Roads serve as a cogent example that demonstrates the pervasiveness of (land based) 

ways more generally amongst the landscape. Rivers show how ways draw in other objects 

to their field of possibility and how that possibility generates new objects. Both roads and 

rivers illustrate that ways, as the basis for movement amongst the landscape, precede 

human dwelling. The hyperobject pervasive-complex-of-ways effusively saturates 

landscape, therefore, with ways that shape, form, co-constitute landscape, generate other 

objects, and indicate and facilitate other objects’ movement amongst the landscape. 

Landscape refers to, furthermore, an object characterised by the movement of objects it 

encompasses whose movement initially generates, and remains facilitated by, ways. 

 Rivers show, furthermore, how waterways play a formative and fundamental role for 

landscape’s formation. This fact is worth underscoring, as it is all too easy for humans to 

regard those ways that they make, as those that are significant, and who can fail, therefore, 

to account for waterways. The power of rivers was also very transparent whether the 

settlements draw in along the Tweed in dependence upon it, or the manufactured entities 

such as log-driving flumes as well as the logs as themselves, in addition to sawmills and 

power stations. But as much as rivers’ potent drawing in crystallises in the creation and 

locus of such objects, all those objects that line the road in Edinburgh, Scotland (the film I 

mention in the vignette at the very beginning of this chapter) which together form a street, 

have, equally, been drawn in, this time by the road generating new encounters and objects. 

 Along with the vital, pervasive force of ways amongst the landscape, film is also 
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integral. Time and again the camera becomes a talisman for movement and participation 

amongst the landscape in a twofold sense, in its interactions with the ways it films and in 

the ways that facilitated its movement amongst the landscape. The camera’s interactions 

bring it to the water’s edge, it traverses the same site, like the bridge sequence in Älven or the 

sequence at Neidpath castle in The Tweed, and ellipses between specific places or road signs 

bring out the actuality of the camera’s presence as a fellow constituent with those it also 

captured. The camera, with the travelling shots, also provides a means to understand how 

ways adhere to the land’s shape as much as shaping it, but also how a road’s constituent 

objects move those objects that travel it.  

 It is also important to acknowledge dwelling’s long tail. That is, it is no surprise or 

accident that dwelling continued to feature as a theme in this chapter about ways. To dwell 

demands ways, which humans make as they move amongst the landscape, whether tangible 

or intangible. Ways are another object upon which humans depend for their dwelling, their 

existence amongst the landscape, not just for movement but for life itself, when it comes to 

the case of rivers. Water persists in the following chapter, too, about three specific objects, 

water, trees and rock and their structuring roles amongst the landscape
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4. Objects: Water, Trees, Rock 

Objects 

In this section, I consider three specific objects. These interest me because of their ontological 

status as non-animal life forms. They distinguish themselves from any kind of animal life 

and each matters because of its foundational character. Life does not exist, as we know it, 

without water. Trees literally hold together the earth their roots penetrate; they 

simultaneously draw from and give to it. Rock endures; it frames landscape in place and 

symbolises a visitation from a distant time in the present. Considered together, these entities 

are key makers of landscape. Their persistence brings landscape (the idea) and specific 

landscapes (actual material configurations) continually into being. These objects pervade 

landscape, playing an essential role in its initial formation and on-going sustenance. 

Each entity addresses the nature of landscape as a whole. I do not think of these 

objects in terms of their inception or completion; likewise, landscape is on-going and 

unfinished. For example, it would be strange to say, “the sea is finished”, or consider trees 

as more or less complete relative to their maturity. Landscape continues, like these objects, 

without beginnings and endings. I explore these objects, therefore, to clearly establish the 

nature of landscape’s continuity and development.  
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Placing the films  

 

Each of the three objects has a part of this chapter devoted to it. To relate the exemplar films 

to the actual landscapes they depict, each part contains subsection headings indicating the 

relevant place, activity, or location. This format should create a relatable journey, of sorts, 

amongst different objects and places. These locations remind us of the camera’s one-time 

participation in specific landscape events and how actual material objects relate to landscape 

in a similar manner to that of The Tweed in Chapter 3. Whereas those places followed the 

course of one river, this chapter has a broad range of destinations. The chapter, with the 

cameras and their operators, journey to the Western Isles, Shetland and the west coast of the 

Scottish mainland. The Isles of Lewis and Harris feature most frequently in addition to the 

Shetland islands. In Sweden, the chapter features the forests of Västerbotten county; a 

limestone quarry in Sala; an iron ore mine in Grängesberg; Västervik; and the coastal town 

of Varberg. 

 

Themes 

 

This chapter continues the project’s narrowing arc. It began at the broadest level with 

dwelling, moving to ways as a hyperobject and pervasive force, where the trajectory now 

progresses to non-animal objects in this chapter. Non-animal entities exist in a qualitatively 

different kind of time, in terms of duration, than animal life.  Water, trees and rock, 

alongside many others, form the fundamental bases of the landscape; I therefore highlight 

their material role and concomitant status as long-term, permanent landscape participants. It 

is in relation to these entities, in particular, that I re-iterate that they do not serve 

inconsequentially as scenery, backdrop, or the environment for animal life; rather, these 

objects found landscape and constitute it. If in their way of being, all objects recede into the 

background, their receding does not affect their status per se. When human landscape 

participants say, therefore, that objects matter, it is an ascription that has no material bearing 

on ontological status, that is, on those objects’ reality. The chapter demonstrates that these 
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fundamental entities remain active landscape participants and constituents even when 

having accounted for human involvement amongst landscape. These objects involve and 

imbricate together in myriad ways. 

Themes emerge in this section that concern, firstly, breakdown. Objects break down 

both through processes native to a collection of entities that generate a formation, and when 

an external force intervenes, such as humans in the logging industry. These changes create 

and anticipate the flows of materials into different states and objects. As materials move 

onwards to compose other landscape entities and into different states, the fragility of the 

filmstrip also becomes visible at several junctures. Marks of degradation intertwine with 

images of landscape recorded on the filmstrip; the filmstrip, it seems, embodies the idea of 

breakdown that inheres in the landscape objects it records. A new landscape emerges, 

moreover, where the record of breakdown decomposes to form a new kind of landscape. 

Film can be understood (as landscape), as a kind of excavation of landscape fragments. 

Humans excavate rocks by separating them from their mass and that process serves as a 

useful analogy. Landscape’s moments constitute film as a record but film also captures 

landscape as a happening – film catches landscape’s participants in the act of constituting it. 

When we think of each frame as a fragment of landscape, then, and editors re-arrange those 

fragments, they create a unique filmic landscape. This filmic landscape emerges, moreover, 

at the same time as the initial landscape record that the filmstrip presents. Although this 

theme has indeed been present in the previous chapters, it continues to grow here, 

particularly in relation to the connections to rock that emerge. 

Movement, another theme, occurs as it relates to the tension of landscape and its 

constituent objects. This point, again present through the previous chapters, articulates the 

tension that exists between, on the one hand, landscape’s continuous change that gives rise 

to its unfinished character, and the ongoing change of its individual constituents; and on the 

other, although constituents participate in landscape and undergo change, in turn 

generating the change in the whole (landscape), they can remain autonomous. We should 

bear in mind that objects transform, adapt and reform gradually, often so gradually, relative 

to the average human lifespan, that their development lies outside of human time. This 
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position allows us to treat objects in their own right as landscape constituents in order to 

reveal and explore landscape’s morphology. What I begin to expose, then, is a material 

morphology of landscape as understood though its filmic fragment. 

 

Water 

  

Every life-form relies upon water. It allows for the initial generation and sustenance of any 

life-form, making it difficult for us to imagine any organic existence without it. Water co-

extends with all autochthonous life-forms on earth — a primordial partnership. Likewise, 

water distinguishes itself as landscape’s most visibly active constituent; it ebbs and flows, 

falls and evaporates, freezes and thaws. By these processes water shows itself as flow, 

movement and event, an influential force shaping landscape’s forms. This variety and 

influence could lead me to consider water in terms of its bodies: sea, rivers and lakes. I 

focus, however, specifically on the sea, to appropriately narrow the scope of the chapter and 

since I addressed rivers explicitly in Chapter 3, in their activity as ways amongst the 

landscape. 

 All of the films I consider address particular locations and landscape configurations, 

beginning the exploration with the sea, concentrating upon islands and sections of coastline. 

The films here take viewers to Scotland’s archipelagos, the Inner and Outer Hebrides, in 

addition to the northerly islands of Shetland. In Sweden the films show further collections of 

islands located on its eastern seaboard, and the coastal areas to the west, at Varberg.  

 

 

The Western Isles 

 

The Isles of the West (1939) depicts the life and landscape of the Western Isles. Both silent and 

sound films compose my corpus, but a great proportion are silent. The Isles of the West was 

recorded at Imperial Sound Studios, which evidences some measure of funding for the film. 

The sound suggests, furthermore, that it was made for distribution to a network of 
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audiences. The credit sequence notes “Kinograph Distributions Ltd.” presented the film; 

they were listed as a distributor of entertainment, commercial and educational material (The 

Kinematograph Year Book 1940, 442). Geographer C. J. Cayley produced and photographed 

the film. Kinograph also specialised in distributing short films (The Kinematograph Year 

Book 1940, 454) — The Isles of the West is 15 minutes long. These two details further suggest 

that the filmmakers made the film for educational purposes. The film’s opening commentary 

— voiced by a mid-Atlantic accented outsider, Morton King — tells viewers about 

Stornoway on the Isle of Lewis, their filmic tour’s starting point. This pronouncement 

follows the opening shot (figure 1), a long shot showing the sea stretching out before the 

island. The sea defines the land’s boundaries, visible as a dark strip between the lighter 

greys of the sea and the sky. The landscape sits as part of a dynamic context – weather, 

climate and the sea – which affects its forms, not apart from it. This perspective echoes Tim 

Ingold’s “weather world” that describes the environment’s continuous development in 

terms of material flows (2011). 

 Ingold (2011, 126-135) notes how landscape has traditionally been treated as scopic 

and that art history has largely ignored the sky despite its integral role for landscape 

painters. The sky (atmosphere) does not exist as another thing for us to see per se or some 

thing that produces effects that other objects experience; rather, the sky is its light, a crashing 

wave, its sound. Land, sky and sea do not determine termination points from one of them to 

another; together, they continuously become in a flux of material flows. They bleed into one 

another. This weather-world has no stable, discernible, autonomous objects. When Ingold 

recounts a trip to an Aberdeen beach with some of his undergraduate students, they were 

aware “not [of] objects and surfaces, but materials in motion”, it was a “world without 

objects” (2011, 131) he claims. Ingold draws from Deleuze and Guattari’s idea of smooth 

space where, in terms of ocularity, the “eye […] is tuned not to the discrimination and 

identification of individual objects but to the registration of subtle variations of light and 

shade” (2011, 132). Our eyes target specific objects in geometric space, whereas with smooth 

space there is no ordered layout, the “land [...] open[s] up to the sky and embrace[s] it” 

(2011, 132). 
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 I draw only partially upon Ingold’s position. Where he stresses weather, climate and 

atmosphere, and their effects, I take these into account. These forces and their impact on 

landscape’s development need not lead, however, to Ingold’s position where objects are 

their flux and flow, having no integrity as objects in their own right. Objects involve and 

imbricate one with another as they change, and these changing objects constitute a whole 

that humans call landscape; its forms and configurations are always provisional. This notion 

of landscape accommodates change and denies fixity but acknowledges objects’ moment-by-

moment integrity as whole and complete — complete does not necessarily mean finished, of 

course. I take a similar line, too, for Ingold’s illumination of material flows. There is no 

doubt that material flows are a vital aspect of landscape, their impact on landscape’s 

formation as a whole and its distinct constituents — which includes material flows 

themselves. Ingold thus illuminates aspects of landscape’s dynamic constituency and 

emphasises the range and depth of those entities’ involvement, particularly as variables, in 

landscape’s formation. 

 I could read figure 1 in terms of the painterly tradition, where the sea and the sky 

frame the land as the middle strip to which beholders’ eyes gravitate. But this film image 

provides more immediate access to the processes, materials and exchanges between sky, 

land and sea. Landscape may yet appear to some to be fixed, leading viewers to set its 

constituent elements apart from other objects as merely the backdrop for other objects. This 

conceptual barrier arises not so much from people’s attention to tangible surfaces, as Ingold 

criticises James J. Gibson (1979) for, as the sense that some view landscape hermetically; as a 

solid, over and against other objects that have different properties and occupy different 

space. That perspective allows for no material exchange or continuities, as Ingold quotes 

Deleuze and Guattrari, “there is no line between sea and sky” (2011, 132). As I mentioned, 

Ingold highlights a dearth of engagement with sky in art history that address landscape 

painting. But the problem — the divorce of the land, sea and sky — is conceptual, not only 

perceptual. I follow Ingold, then, in that there are no barriers, no obstructions, no hard and 

fast delineations between sky, land and sea. 
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Figure 1 [00:00:23]    Figure 2 [00:00:39] 

 

 

Figure 3 [00:00:42] 

 

Figure 1 also indicates how the land is distinguished from the sea and the sky, besides 

providing a sense of the forces that encompass and constitute landscape. These 

impermanent and permeable boundaries meet one another as an event of material exchange, 

an encounter that also defines the scope of the land’s reach. The sea apparently hems in the 

land, but the land also rises out of the sea, simultaneously a point of possibility and 

constraint. The sea makes itself the principle variable that determines the islands’ particular 

formation in this film, as is common to most of the other films that deal with islands in the 

corpus. The mainland, of course, dwarfs the islands’ small land area, which further 

emphasises the sea’s shaping role. Sites of emergence arise as coastline, the place where one 

type of field conflates with the other, each with its attendant possibilities. 

 The ship draws into the Stornoway harbour where expectant bystanders wait on the 

quayside (figure 2) whilst the steamer pulls in to dock (figure 3). This sequence moves the 

film’s attention from figure 1, where the sea stretches out before the swathe of land, to a 
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particular site of their meeting, the event which forms the boundary. Humans have 

evidently shaped the landform’s edge to the left (figure 3),  the quay’s straight, wooden edge 

that recedes leftward. The vessel moves through the sea to meet the land, and when it 

arrives, it embodies the event where land meets sea. The shot thereby highlights the on-

going meeting of land and sea — in a similar way that a log’s travel down-river marks the 

river’s direction and flow rate.    

 

   

Figure 4 [00:00:42-00:00:44] 

  

    

Figure 5 [00:00:47].                 Figure 6 [00:00:48] 

 

Figure 4 shows a crew member from figure 3 in more detail: he stands at the bow holding a 

looped rope. He prepares to throw the line towards assistants onshore in order to secure the 

ship on its approach. The longshoreman holds the line with his outstretched arm (figure 5), 

which answers the sailor’s similar gesture (third frame, figure 4). The interplay of these 

gestures heralds one entity meeting another and becoming implicated in the other. Figure 6 

shows how the men pull in the rope and attach it around the iron bollard; their actions 

produce the moment when one object’s involvement with another is completed. This 
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moment, in addition to these men’s reciprocal gestures, constitutes the ship’s meeting with 

the quay. But it exposes, furthermore, the dynamic event where the sea meets land, in the 

particularities of material exchange, but also where one object meets with another. As they 

do so, the entities form and keep on reforming a boundary of meeting and transition. 

 

  

Figure 7 [00:01:11]    Figure 8 [00:01:29] 

 

  

Figure 9 [00:14:16]    Figure 10 [00:14:17] 

 

The film proceeds to discuss the sources of trade and industry around Stornaway and the 

island. The commentator describes Stornoway’s position as a bustling fishing port over a 

tracking shot along the quayside (figure 7). It depicts moored vessels and creates an index 

that signifies something more than fishing alone. These moored vessels indicate the 

straightforward, geographic fact that the sea encompasses objects of all kinds on smaller 

land masses. The sea physically delimits the land, but also determines the modes of 

existence for land-bound objects. These vessels’ mooring associates them with the land, to 

their users’ place of dwelling on land — the rope tethers helpfully exemplify this relation, as 
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with the large ship above. These ties speak of human dependence on the sea for food and 

livelihood. They evince, equally, that the sea generates these practices and relations. An 

island’s inhabitants must travel by boat to move anywhere beyond their bounded land mass 

(air travel may or may not be appropriate or available). 

 Human inhabitants should not interpret the sea, then, by the limits it sets; in fact, the 

sea permits a horizon of possibility. Three beams fan out from the bottom right to dominate 

the frame (figure 8). Closely knit masts stand behind the beams, which emphasises again 

that the sea engenders, necessitates even, that humans innovate to use these boats for a 

range of purposes. The sea may provide shape to the boundaries of the land mass of an 

island but, at the same time, it is generative of different kinds of possibility. Where the sea 

delimits the land, it also enables travel beyond the land mass it curtails, for human 

inhabitants at least. If we bear that in mind, figure 7 forms another kind of sea with its 

collected masts, wires and ropes that stretch out into the image’s depth. 

 The survey of the Western Isles continues on the small island of Barra that lies at the 

southerly end of the chain of islands down from Lewis. The medieval Kisimul castle stands 

on a rocky islet in the middle of the inlet at Castle Bay (figure 9). Its orientation is striking: it 

sits close to the main island, separated from it by a narrow strait; this configuration affords a 

ready-made defence. The water surrounds the castle in figure 9 and places the castle, 

followed by a closer shot (figure 10) of the castle itself. The various rock formations and the 

sea create a particular sense of place, more poignant, perhaps, than the castle that takes 

centre frame and the commentator’s words about the MacNeil clan. Figure 9’s features 

compose what could be called “a” landscape in accordance with received aesthetic notions 

of landscape, in the western painterly tradition: receding perspective; darker foreground; a 

centrally proportioned object (the castle); the depicted entities recede and take the eye on a 

zig-zagged journey to the image’s depths; the land becomes hazy, marking the vanishing 

point (Jakle 1987, 116-42; Clark 1979). Whether humans consider, however, traditional 

aesthetic qualities of landscape or give attention to the actual material objects recorded, they 

deal in both cases with landscape. Anything that humans might decide to count as 

landscape or define it concerns someone taking up a perspective on something. I mean that 
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as a human takes up a perspective, it simply underscores that landscape is itself an object, a 

collection of entities grouped together that humans call landscape. Perspective concerns 

different approaches to landscape, then, not just aesthetic, painterly approaches but also the 

perspective I have pursued throughout the project: objects and their material configurations. 

Humans designate landscape, as such — just as I do right here in my project — whatever the 

emphasis. All this serves to say that whilst landscape might have to do with land, it remains 

a plastic, fluid designation; the sea attaches itself irrevocably to landscape’s forms and their 

configuration. 

 Jane Bennett invokes the idea of “a life” in the chapter of her book Vibrant Matter 

entitled “A Life of Metal”. A life refers to “a restless activeness, a destructive-creative 

forcepresence that does not coincide fully with” any particular object. Here, it “tears the 

fabric of the actual” but does not come to fruition or express itself freely through any object 

in particular (Bennett 2010, 54). When she applies the idea to metal, Bennett highlights 

instances where, between the polycrystalline structures of the metal, there are openings, 

“tumblings” around which responses, vibrations and movements take place — these tell a 

life of metal. Insofar as Bennett emphasises the vitality of matter, or posits a vital 

materialism following Deleuze and Guattari, her work pertains to my current task. Bennett 

rejects, however, the possibility that, in any moment an entity may be stable enough for 

humans to consider it an object. If an object appears to be stable, the gradual pace or level 

activity only happens to support this illusion. “‘Objects’ appear as such because their 

becoming proceeds at a speed or level below the threshold of human discernment” (Bennett 

2010, 58). As I have stated previously, in this project, I do not follow flux and becoming but 

rather affirm objects in their stability and autonomy. Identifiable objects that appear as such 

are not dependent on human cognition. 

 That difference aside, matter is, “a materiality which is itself heterogeneous, itself a 

differentiation of intensities, itself a life” (2010, 57). Bennett sheds light, then, on how we 

might say objects and their materials move, develop, change and act. For the possibility 

arises that in actuality, “materiality needs no animating accessory. It is figured as itself the 

‘active principle’” (Bennett 2010, 61). Entities ground landscape: their actuality, their 
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materials and as phenomena. When we consider them here in the macro sense, sea and land 

(and water more generally) are simultaneously continuous yet distinct, each mingles with 

the other. Their activities, their animation, constitute landscape and its forms independently 

of human activity. As the sea and rock forms come together to characterise a location, they 

provide a unique configuration, the important factor about these images. And even though 

these entities preceded human dwelling, this combination of water, island and small islet 

nevertheless combine to constitute this location as a distinctive configuration. This place 

formed without humans to name it and recognise it as such. Where figure 9 first establishes 

the context, the following shot (figure 10) homes in on the castle and its immediate 

surrounds. This closer perspective highlights what kind of role the sea plays in creating 

unique landscape characteristics. These qualities go some way to distinguish this landscape 

site from others, to make place, particularise it, as distinct from other places. The castle and 

Castlebay mark the subsequent human interventions here, which we could read as their 

collected responses to this place; the configurations of forms produced by the sea and land 

that define it. The sea places and emplaces the landscape. 

 

 

Västervik  

 

Västervik lies on Sweden’s eastern coast approximately halfway between Stockholm and the 

southern tip of the country. The Gustafson family, who lived around the area of Garphyttan, 

the site of a metal wire manufacturer, also had a summer house in Västervik. Niord 

Gustafson worked for the company who operated the plant (1937) which survives today as 

Suzuki Garphyttan AB. His collection contains personal, family films. Footage of coastal and 

island areas occurs frequently, particularly during family holidays. The film Niord Gustafsons 

samling film nr 28 (1947) features the Västervik area where the sea and the land meet. The 

camera operator shoots some of the sea sequences whilst on the water. Travelling shots 

compose these sequences where the camera resides as a passenger on the moving boat with 

its other occupants. The camera’s movement produces something at once surprising and 
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familiar. A distinct lack of vertical oscillation surprises me which would account for the 

swell I would expect, even with calm conditions. But a familiar, passenger-like experience 

emerges because the passing land indicates the boat’s unhurried passage, and the camera 

sits close to the water’s surface. 

 

  

Figure 11 [00:06:34]    Figure 12 [00:06:37] 

 

  

Figure 13 [00:06:43]    Figure 14 [00:06:38] 

 

A key aspect of the film arises in the midst of these characteristics. The film clearly records 

something more than just an experience of a journey. Land consciously arrives and instantly 

fades in travelling shots taken from cars and trains. But the occupants of this small boat have 

more time to encounter the land, including the camera. Separation from land makes these 

shots further unique, distinct even from aerial shots that do not allow viewers the same kind 

of close proximity to the land. The passengers’ displacement emphasises the land’s presence 

— this modality draws their and viewers’ attention, it seems, all the more toward the land.  

 Figures 11 - 13 provide a possible indication as to why attention might be directed 
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toward the land. The water precedes the land in each frame as we would expect with any 

water borne shot. This orientation creates a visual graduation, leading the boat’s occupants 

and viewers to look past the sea and attend to the land. As the travelling shot proceeds, 

moreover, the spatial relation between the boat and any point of coastline, or object on the 

land, changes. The boat travels left to right relative to the shoreline, which the progression 

from figures 11 - 12 reveals. As the restless sea moves and the boat travels, a sense of 

contingency arises to which the boat is subject, whilst this boat-land relationship unfolds. By 

the time the house-like structure exits the frame, only the tree clad rocky outcrop is visible 

(figure 14). The camera pans left (figure 13), pointing back to what the boat passed by just 

seconds before, to the land and its shoreline. 

 These factors suggest how land forms a particular location, a landscape configuration 

that constitutes a unique, apparently stable place when we consider the sea’s contrasting 

swells, waves and currents. It is pertinent to consider, moreover, how the sea directly affects 

understandings of land and landscape. I do not mean to read land as a negation of sea as 

something comparatively fixed, however, or present land as a different convergence of 

materials that produce something solid instead of liquid. I suggest here that the idea of land, 

rather, derives from the sea’s alterity; land has stability and manifests forms that change, but 

its development and continuous formation fundamentally differs to that of the sea. 

 The land rises up out of the sea, and this further relates to their alterity. The lower 

camera angle (figure 14) helps to illustrate this motion of the tree clad rocky outcrop. Motion 

concerns, here, not the sea level’s rising or falling relative to a point on the shoreline nor the 

incremental changes that compose the land’s movement. It rather captures two things: 

land’s affect and land’s form. Land’s form refers the landform itself which breaks the sea’s 

formlessness. Sea appears to show itself as the decisive variable in defining land’s surface, 

but it must also negotiate the land. Land’s surfaces deflect the sea’s continuous liquid mass 

around it. Motion applies, therefore, in the sense that this break is an on-going event where 

sea meets land. Ceaseless motion creates this meeting because the sea continually acts as a 

single entity (rather than because the sea’s actions constantly produce physical movement) 

— the land interrupts the continuity of this whole. The motion of breaking persists, then, in 
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a condition where the land-sea event proceeds independently of human intervention, those 

for whom things become historical and belong to a particular world. The land-sea event 

persists along with its constitutive processes, whether we interpret it as a consecutive series 

of Heideggerian “‘nows’” (1962, 377 [329]) or within Dasein’s temporality of care (1962, 370-

380 [324-332]), for example. The motion of breaking indicates how land, sea and their 

constituents are already extant in each moment, in the face of which  human distinctions 

such as present-at-hand and ready-to-hand break down as irrelevant. I make this not so 

much as a speculative realist point, but rather underscore the autonomous, ongoing 

processes at work evidenced in the sea-land relationship in this sequence. 

 

  

Figure 15 [00:08:49]    Figure 16 [00:08:54] 

 

  

Figure 17 [00:09:03]    Figure 18 [00:06:57] 
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Figure 19 [00:09:10] 

 

Land’s effect may not pertain directly to landscape, but it shows itself when I attempt to give 

an account of the sea’s presence with the land. Several sequences contain, in addition to the 

sequence above (figures  11 - 14), land and the object that captures the camera’s attention. 

Figures 15 - 19 provides an example: the camera always points to the land in some way. The 

land breaks the sea in rising above it; humans also dwell there giving it the character of an 

inhabited place.  The camera and its operator grant land a certain priority as the land 

constitutes the forms that populate an otherwise predominant water world. These forms 

draw the attention of the camera and viewers, not only by means of the spatial configuration 

(where the sea comes before land), but also by gathering in. 

 These waterborne images (figures 15 - 17) not only thematise land by its depiction but 

also by proximity. Even in open waters (figure 16) the ship and the coastline break the sea. 

This ship recalls that the sea is not itself a destination but to be at sea is always directed 

toward a particular end. The ship, for example, could be a fishing vessel or serve some other 

purpose. Then the film shows the boat (figures 17 - 19) carried its occupants to their 

destination in the film’s two main sea sequences. The boat’s mooring marks that its 

passengers reached their destination; they completed a transition amongst different 

landscapes with sea as a conveyance. What is more, these shots emphasise the converse: if 

the sea comprises no destination in itself, the land enables humans, whatever its character, to 

conceive of place in the first instance. Concepts of place, location and the particularities of 

any landscape all presuppose land itself as the primary theatre for humans’ dwelling. Aside 

from humans who cartographically superimpose artificial, territorialising schema upon it, 
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perhaps the sea only gains any locations from specific landscapes. 

 

  

Figure 20 [00:06:37] 1    Figure 21 [00:06:37] 2 

 

  

Figure 22 [00:06:37] 3    Figure 23 [00:06:37] 4 

 

 

Figure 24 [00:06:37] 5 

 

The final aspect I consider from Gustafson’s footage comes from a series of consecutive 

frames in the first sea sequence (figures 20 - 24). The quality of these images pertains to the 

broader task of exploring landscape’s emergence through film. I can describe these images’ 
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quality, consecutively, as: slight blur, mostly clear (figure 20); blurred but objects discernible 

(figure 21); slight blur, mostly clear (figure 22); blurred but objects discernible (figure 23); 

clear (figure 24). These momentary variations create considerable disruption in the 

continuity of the film track’s stream of images. Fleeting disruptions immediately threaten 

the image: the fragility of the film image that normally recedes into the background 

unusually reveals itself. Each occurrence highlights, moreover, the jeopardy that such 

instability casts upon this project that seeks to explore landscape through film. I want to read 

this episode more constructively, however, as one that reveals another kind of landscape — 

the film track itself. I interpret, furthermore, the varying condition of the image series’ clarity 

as this landscape’s undulations on the film track — forms that do not normally reveal 

themselves in well-funded feature films. Editors cut out such anomalies at the editing table 

or with the digital editing suite, alongside other post-production processes. 

 When this fragility reveals itself, two landscapes coincide with one another. One 

represents the material actuality of the landscape; the other arises from the physical 

conditions at the moment of capture as well as the filmstrip’s condition. When two such 

landscapes meet, viewers see the temporal and spatial conditions of landscape. At its most 

basic, film describes the movement of consecutive images to produce the illusion of 

movement. Animation grounds the medium; past moments have their movement restored, 

as they had at the moment of capture. Film presents a record of actuality that acknowledges 

and records that landscape is animate. It reminds viewers that film presents not abstracted 

objects, extracted from a time and location, but records an event produced by the 

interactions of those entities at that time. With the camera’s participation amongst the 

landscape it records, it appears as if textures of the landscape became engraved upon the 

image track, giving it shape in addition to the light traces — the image track’s normally 

receding landscape reveals itself. Should the physical textures of the landscape become, 

somehow, engraved upon the image track to give it shape, the physical textures of the 

landscape shape the image track and accompany the light traces. Such encounters leave not 

just the photochemical resemblance of the landscape but also the actual landscape’s traces 

that create this other, film material landscape, with its own forms and configurations. These 
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disruptions that interrupt, that break the illusion of movement, recall the physical 

encounters that took place during the moments of filming amongst the landscape. These 

encounters shaped the filmstrip, allowing its re-imagination as a landscape itself. This 

landscape is distinct from these films as landscape objects as I have discussed in previous 

chapters. The image trace as a landscape is distinct from that but does provide a way of 

understanding some of that landscape object’s characteristics. Returning to the (imperfect) 

analogy, like the hand that turns over a smoothed pebble, these disruptions that call 

attention to the image track’s landscape, are like the notches and bevels that its fingers find.  

  

Shetland 

 

  

Figure 25 [00:00:30]    Figure 26 [00:00:35] 

 

  

Figure 27 [00:00:41]    Figure 28 [00:01:00] 
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Figure 29 [00:00:20] 

 

I depart Västervik’s coastline and move now to the Shetland Islands. Jenny Brown, an 

amateur filmmaker, shot A Crofter’s Life in Shetland in 1931 and subsequent years. The film 

depicts life on these remote islands, focusing on seasonal crofting activities and aspects of 

the islands’ geography. The former Norwegian territory lies approximately halfway between 

mainland Norway and Scotland, far north of the Scottish mainland. Brown made the film 

while she lived with her subjects for a year, which also afforded her ample time to travel 

throughout the islands. Once she completed the film and received the backing of John 

Grierson, she gave presentations with the screenings of the film. The promotional pamphlet 

for these events states that, “Miss Jenny Brown, M.A. will be glad to Lecture and show her 

Film […] to Schools, Literary Societies, etc.” (c. 1932; archive ref. 11/1/328). The film begins 

with sea breaking against the hard, rocky outcrops along the coastline and repeats a similar 

sequence towards the end. The following image series (figures 25 - 28) comes from the film’s 

first sea-rock sequences. It immediately characterises the islands as under siege, subject to 

the delimiting force of the sea, as in Isles of the West. These shots introduce one of the film’s 

important themes: rugged rock forms that face the barrages of the sea. The sea shows its 

power in this sequence as it hits the rock and creates a ferment of foam and spray. Its action 

serves to accentuate Shetland’s remote location, which a pointer indicates on a map in the 

film’s opening shot. The map (figure 29) outlines the shape of the islands but its scale does 

not reveal their location relative to other landforms. The map cartographically dislocates the 

islands and the transition from the map to the sea-rock sequence heightens their remoteness. 

The film’s form thus combines with the driving sea’s impact on the land to cement the sea as 
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a primary force that provides land with its shape and, in the case of small islands, their 

apparent subjection to the sea.  

 

  

Figure 30 [00:00:30]    Figure 31 [00:00:35] 

 

  

Figure 32 [00:00:41]    Figure 33 [00:01:00] 

 

 

Figure 34 [00:00:20] 

 

The next image series (figures 30 - 34) features shots in the second sea-rock sequence, and 

demonstrates the attritional relationship that the sea enacts with the islands’ rock faces. Each 
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frame features the same rock configuration; figure 30 shows the sea covering it before the sea 

withdraws (figures 31 - 33) until figure 34, when the water crashes in once more. As the 

ferment peaks, the sea engulfs the rock formation, the water drains away, and then the next 

wave promptly replaces it. This small example indicates the sea’s rhythms that constitute its 

unrelenting activity and sustains its relation to the rock. As the water retreats, spilling down 

the rock faces, the water makes visible the relief of its particular features. The streams of 

receding water flowing on a mostly vertical plane highlight the vertical surfaces and these 

also show where the horizontal surfaces end. As the white of the foam fades, the rock’s 

shape becomes easier to discern in light of the receding water’s guidelines. The central 

section also fills with water, which shows up the shape of the depression in the middle of the 

formation. The seawater becomes a kind of transparent covering that illuminates the rock 

formation. 

 The water’s white against the rock’s black also signals how the sea and rock come 

together. These objects become inextricably implicated with one another. As the water 

recedes, each image reveals their good fit in addition to the rock itself: the streams flow in 

the bevels; the central depression transforms into a pool; brought together, they become an 

effervescent appearing and fading, a landscape which exists as a constant incarnation and 

passing away. Given the volume of receding water and that it only partially drains away 

prior to the next surge of water, it lends the impression that the water flow’s source springs 

from the rocks rather than the sea itself. These entities mingle and produce an ephemeral 

landscape; this mingling process also generates the continuing change in this landscape’s 

material, namely the rock. This episode also usefully shows how landscape might be 

conceptualised as event, something that constantly comes into being with the movement of 

its constitutive objects. Even though water and rock constitute this fluctuating landscape, I 

can still parse these entities in their own right – these participants make landscape but they 

do not become lost in that participation. 
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Figure 35 [00:29:25]    Figure 36 [00:29:31] 

 

  

Figure 37 [00:29:33]    Figure 38 [00:29:36] 

 

 

Figure 39 [00:29:48] 

 

Brown records a journey she made from Sumburgh Head at the southern tip of the Shetland 

mainland, to a small northern island called Muckle Flugga, the second-most northerly point 

of the British Isles. She bookends the journey by showing the lighthouses at these start and 

finish points. The map that appeared at the beginning of the film appears for a second time 

(figure 36); it shows the two locations and an inter-title precedes it, announcing the journey 
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(figure 35). The pointing hand clarifies for viewers the places and their locations relative to 

one another and enhances the film’s didactic tone. The inter-title also names places prior to 

the return to the map; this means that those named places become tangible for viewers by — 

albeit limited — cartographic means. Without this step that cartographically grounds these 

places, the following images would be an abstraction for viewers. The process sites the 

named places — they not only exist, but exist somewhere. Viewers have, therefore, 

something to hold in our imaginations, who are provided an object to think about. A further 

inter-title follows (figure  37) the map and prefaces the images of the Sumburgh Head 

lighthouse (figure  38) — the film leads viewers where they know they are finally about to 

encounter the thing, the landscape itself. The modes of representation progress: beginning 

with text (figure  35); then moving to diagrammatic schema with text (figure  36); followed 

by more text (figure  37); only then moving to live action that shows film images of the 

landscape. The film shows, until that point, places only named, written and drawn and 

consequently viewers imagine in those terms. This groundwork gives a particular meaning 

to the landscape shots that it precedes. Figures  38 and  39 reveal the actual extant landscape 

for viewers’ engagement as the landscape of Sumburgh Head, the place it was already 

announced as. Viewers recognise the landscape not as any(old)where, but rather identify it 

as a particular landscape with specific forms and configurations that make the place; the 

landscape that viewers were prepared to interpret as a specific location. 

 The rocky cliffs and shoreline dwarf the lighthouse in these shots (figures  38 -  39) as 

their main feature. The rock ostensibly ranges against the oncoming tide, akin to an 

incidental tidal defence, and also forms an instance where the sea and the rock come 

together in a landscape that produces a threat. A threat exists for humans who choose to 

travel by sea; its force in storm conditions could scupper their vessel, or by some other 

combination of circumstances, and endanger those on board. This landscape motivates 

different kinds of responses because of the potential threat it poses to human participants. 

The erection of lighthouses at Sumburgh Head and Muckle Flugga to aid vessels navigating 

in the vicinity characterises one possible response. This observation may seem banal but it 

accords, nevertheless, with my broader consideration of the sea.  The landscape here arises 



Chapter 4 – Objects 243 

from the sea and occurs with the sea, as do the interactions and responses of its constituent 

objects. The lighthouse indicates, moreover, how the sea influences human behaviour in 

their subjection to it, and poses a quite formidable, perhaps insurmountable challenge in its 

manifold possibility. 

  

  

Figure 40 [00:44:52]    Figure 41 [00:44:56] 

 

  

Figure 42 [00:44:57]    Figure 43 [00:45:03] 

 

 

Figure 44 [00:45:08] 
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Brown records her passage through a sea cave en route to Muckle Flugga. The sequence 

amounts to a dramatic spectacle of darkness and light and a close quarters encounter with 

rock. It also records, however, another landscape formation where sea meets rock; but this 

time the camera’s situation enables a more involved capturing of the formation. This 

intensification of involvement derives not from the camera’s proximity to the available 

landscape entities, but from the landscape’s materials, surfaces and objects that so tangibly 

encompass the camera. Figure 40’s light contrasts sharply with that of figure 41 — no details 

of the passenger’s clothing or head are visible as in the first image. Curiosity and the 

approaching light lure the vessel and its occupants into the cave’s gloom; the film permits 

viewers, along with them, entry into a space wrought of stone canopy with a sea-water floor. 

Even though the light diminishes between these shots, such that details of the surrounding 

surfaces are invisible, one can perceive the effect and presence of these materials: the rock 

overshadows everything and leaves the sea with little illumination. The sense of the 

materials at hand increases with each moment: as the cave’s exit looms, so does its jagged 

outline of overhanging rock. This sequence also exemplifies the camera’s situation and 

relation to the landscape amongst which it participates and records, it is surrounded by its 

objects and forms part of the moment it records. 

 As the vessel approaches the mouth and exits the cave, the footage cuts away to the 

rear view from the boat (figures 43 - 44). At first, only the light breaks the cave’s darkness, it 

penetrates from the far opening and leaves a slight trail reflected on the water. The boat’s 

emergence into the light provides a neat explication of the materials, rock and sea, which 

coalesce to form the landscape. The materials become properly visible once their 

overshadowing effect abates. The final image (figure 44) shows how the overhanging rock 

frames the darkness but also reveals it as the shroud that has shut out the light. The water in 

the foreground affords one the means to imagine the water stretching back through the cave 

to the other side — the visible makes up for the water that is caught in the cave’s blackness. 

To see the landscape from the boat’s rear emphasises the different duration that operates for 

most landscape entities compared to the fleetingness of animal life and concomitant 

perception of time. As these human participants depart from this unique landscape 
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formation it remains largely the same, at least in human terms even though in the broader 

context these forms change processually over long periods.  
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Varberg 

 

  

Figure 45 [00:03:40] 1    Figure 46 [00:03:40] 2 

 

  

Figure 47 [00:03:47]    Figure 48 [00:03:55] 

 

  

Figure 49 [00:04:02]    Figure 50 [00:04:06] 

 

The final footage we consider in this section, Varbergs Vyer (c. 1930s-1940s), leads to the 

south-western coast of Sweden, to the coastal town of Varberg. This film consists of assorted 

footage from various points during the 1930s and 1940s. The footage’s variety and condition 
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points to an amateur origin and assembly from different sources. The sequence (figures 45 - 

50) depicts a sunset on the Varberg coast. The first and sixth frames bookend the sequence 

and remain pertinent even though they are not readily perceivable without slowing the 

frame rate. These images are intriguing because they take one step further the film image’s 

instability that I noted above in a sequence from Niord Gustafsons samling film nr 28. These 

images derive from degraded film stock alongside the original image’s remainder rather 

than making visible another film material landscape, as in Gustafson’s film. Some new kind 

of landscape results, however incidental, in these two frames; the recorded image represents 

a particular time and space at the moment of capture, but the degraded film signals that 

time continues to pass, and the on-going material change that its passage entails. The film’s 

deterioration marks that the landscape captured is part of the same kind of material change 

that is otherwise obscured in a single, immobile photographic image. 

 The four middle shots portray this sequence’s events: the sun gradually sets; the pillar-

like forms’ silhouettes frame the sea and glowing horizon (figure 46); a car passes by, its top 

half visible (figure 47); then a couple walks by (figures 48 - 49). The sea seemingly remains 

constant in addition to the silhouetted landform. If land replaced the sea, these images 

would become somewhat darker, as the sea amplifies the fading light. These images seem to 

have an aesthetic goal by capturing the setting sun and its colours. This example also speaks, 

however, to the material properties of landscape’s surfaces. Land’s solid materials — earth, 

stone, rock, clay, sand and so on — do not normally permit light to penetrate. They also do 

not afford light reflection and conveyance in the same way the water and sky might. That 

seems to be the case in this sequence. The sky conveys light to greater degree than the sea; 

nevertheless, the sea provides a significant part of the light available by its reflective 

properties. There is, moreover, an interchange here between sea and sky. As the sky, the 

atmosphere, fills with light, so the sea’s surface reflects some light and returns it to the 

atmosphere in a kind of photonic exchange. These components coalesce to constitute this 

landscape, which the film reveals to be as much a material event as an aesthetic scene.   

These interactions demonstrate the sense of Ingold’s weather-world, how it involves 

landscape. I quote Ingold at length to illustrate how this footage and the photonic exchange 
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relates to landscape’s formation, and to further explain objects and how they interact.   

 

[I]n a world that is truly open there are no objects as such. For the object, having closed in on 

itself, has turned its back on the world, cutting itself off from the paths along which it came 

into being, and presenting only its congealed, outer surfaces for inspection. That is to say, the 

“objectness” of things, their “over-againstness” (Heidegger 1971: 167), is the result of an 

inversion that turns the lines of their generation into boundaries of exclusion. The open 

world, however, has no such boundaries, no insides or outsides, only comings and goings. 

Such productive movements may generate formations, swellings, growths, protuberances 

and occurrences, but not objects. Thus in the open world hills rise up, as can be experienced 

by climbing them or, from a distance, by following the contours with one's eyes. Fires burn, as 

we know from their flickering flames, the swirling of smoke and the warming of the body. 

And pebbles grate. It is of course this grating that gives rise to their rounded forms; tread on 

them, and that is what you hear underfoot. In the sky, the sun shines by day and the moon by 

night, and clouds billow. They are, respectively, their shining and billowing, just as the hills 

are their rising, the fire is its burning and the pebbles are their grating.   

In short, and contrary to Gibson’s contention, it is not through being furnished with objects 

that the open sphere of sky and earth is turned into a habitable environment. The furbished 

world is a full-scale model — a world brought indoors and reconstructed within a dedicated, 

enclosed space [. . .]. As in a stage set, hills are in the background, while stars, clouds and the 

sun and moon are hung from the sky. In this as if world hills do not rise, nor do fires burn or 

pebbles grate, nor do the sun, moon and stars shine or the clouds billow. They may be made 

to look as though they do, but the appearance is an illusion. Absolutely nothing is going on. 

Only once the stage is set, and everything made ready, can the action begin. But the open 

world that creatures inhabit is not prepared for them in advance. It is continually coming into 

being around them. It is a world, that is, of formative and transformative processes. If such 

processes are the essence of perception, then they are also the essence of what is perceived. 

(Ingold 2011, 117) 

 

James Gibson’s (1979) analysis of the environment separates terra firma from things in the 
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sky, with nothing tangible in between. Ingold posits against this a processual ontology; 

being is worked out through action, movement. In his open world, the environment is no 

container; rather, it consists of continuous flows. Different forms arise, not congealed forms 

which we treat in isolation, as in Gibson’s scheme, these are contingent, always coming into 

being — their processuality is their being, flux is inherent to their being. These forms never 

stabilise, as Bennett (2010) asserts, humans cannot properly consider objects on their own 

terms or their interactions with one another, such is their processual being. As readers will 

now be aware, I do not take either of these positions, but a possible position exists between 

Gibson and those who claim that the stability of objects is a fiction of human perception. 

Processes do characterise landscape and its entities, but this fact does not entail, necessarily, 

that in the midst of the processes objects have no integrity of their own. A position exists in 

between complete fixity and unbridled becoming that provides for the fact that objects exist 

in their own right, but that, of course, they also experience on-going change and 

development. It does not necessarily mean, either, that objects have complete autonomy in 

their material facticity. Objects participate in the landscape and that participation locates 

itself in their imbrication with one another. Such involvement demands that these are not 

hermetically sealed entities, or ”closed in on” themselves, as Ingold says of Gibson’s objects. 

Entities’ specific and collective fate relates, naturally, to the others with which an object 

constitutes a landscape. As they imbricate with each other, landscape finds its constitution. 

Entities have boundaries that ultimately provide them with their given forms and capacities, 

but which are nevertheless permeable; their boundaries invite transgression in objects’ 

participation. Change and development unfold in this way, but objects do not necessarily 

have to dissolve into a stream of continuous flux and becoming; at the same time, their 

change precipitates and is precipitated by material transfers. 

 I can identify from the sunset sequence just such an interaction of objects. Their 

interplay constitutes landscape and demonstrates, furthermore, the material continuity 

between earth and air (weather, climate, atmosphere), or, in Ingold’s terms between the 

medium and substances. The photons fill the air, amongst other particles, and provide the 

evening hue to the sky as they pass through the atmosphere and cloud, before reaching the 
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surface of the sea. It absorbs some of the light waves whilst it reflects others back into the air 

— the sea and photons interact and producing changes for the water and the air. The sea and 

light particles move and their participation also constitutes the landscape as this sequence 

records. The continuity Ingold posits between medium and substance, air and land, the 

weather-world, thus provides a useful way to consider landscape objects without 

undermining their existence as objects. 

 

  

Figure 51 [00:31:03]    Figure 52 [00:31:09] 1 

 

  

Figure 53 [00:31:09] 2    Figure 54 [00:31:10] 
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Figure 55 [00:31:12] 1    Figure 56 [00:31:12] 2 

 

The film proceeds to show further aspects of life around Varberg. Some sequences offer, 

particularly towards the end, a close observation of the Varberg coastline. The following 

images (figures 51 - 56) come from a sequence towards the end, characterised by very short 

duration shots. These images feature manufactured entities along the coastline. Their seaside 

situation invites a consideration of the sea within this context. The harbour area depicted 

features protrusions, inlets, and abutments that create and structure the harbour space. This 

space allows the mooring of small vessels, the co-ordination of the unloading and loading of 

cargo, the reception and docking of passenger ferries, and supplies the necessary 

infrastructure for any strategically located industrial plants. Certain features dominate this 

coastline: straight edges, the uniformity of levelled ground, and the angular jutting out of 

structures, pipes and railings.  

 The first shot (figure 51) provides a kind of rubric for the area depicted. Metal rails 

recede towards the water; they run in parallel with the protruding docks’ edges. These 

parallel lines create the impression of ordered, planned structures — these impose a certain 

idea. The configurations and their materials articulate more than structure; these are an 

imposition upon the sea. An arrangement like this exploits the water’s liquidity in order to 

meet the ends of its planners. These objects landscape the sea at its meeting point with the 

land. It is worth remembering, however, that the sea and the pre-existing coastal formations 

make possible this rearrangement of the landscape to make the harbour area. The metal 

piping in the middle of the frame that ascends towards the top-right articulates again the 

lines that draw this dockland landscape. 
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 Although various protrusions, right angles and lines carve up the sea, it remains the 

primary object. Whilst the harbour’s arrangement directs the water into a certain shape, 

some factors indicate a reliance upon the sea. This landscape evinces the signs of an 

infrastructure that is founded entirely upon the sea. But for me to consider the infrastructure 

here would stray back too much to the realm of human dwelling, the topic of Chapter 2. I 

identify the sea, rather, as a nexus of exchange to describe the collection of events that take 

place and converge there. The sailing boats (figures 51, 52 and 55) depend upon the wind for 

their propulsion. They highlight the force of the air particles’ movement, the air that 

constantly moves, and so constantly makes contact with the water itself. The boats featured 

(in all but figure 53) further show how different kinds of smaller objects might interact with 

the sea. Wood, metal, wood preservative, and paint, all meet water molecules that constitute 

the sea, but also salt, minute organic objects, algae, plankton, and seaweed — the list could 

go on. The boats displace water as they float, the boats’ materials meet and interact with 

those of the sea. These events hold the meeting and exchange of materials, and their results 

are recorded here. The recording of these events on film makes a qualitative difference as to 

how viewers can conceive these processes as dynamic and on-going; viewers can observe 

the results, the effect of the processes, in their successive moments of occurrence.   
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Trees  

  

Unlike the liquid possibility that characterises water’s flows, trees root themselves into 

position in the landscape, except where forces intervene beyond their routine breakdown 

that releases their materials — wood — further into the landscape. We explore in this part of 

Chapter 3 the possibilities that arise for trees with their unique longevity, physical 

rootedness and how wood becomes deployed in the landscape. We begin in the Västerbotten 

region of Sweden. The forestry industry there provides us with a platform to explore human 

entities’ traditional tree use and management. In Scotland we follow a train journey from 

Glasgow to Oban to consider trees within the largely deforested, agricultural landscapes 

through which the train travels. 

  

 Västerbotten  

  

  

Reel 1 Figure 57 [00:00:46]   Reel 2 Figure 58 [00:15:32] 

 

Med Sandvikens sågar i skogar och träförädlingsverk [With Sandviken saws in forests and wood 

processing] (1943) depicts how Sandvik’s saws are used in the forestry industry, beginning 

with tree felling through to the processing of the wood at various plants. Two shots (figures 

57 - 58) summarise much of what is pertinent about this company film in terms of trees and 

rivers. Seasons, with their varying rhythms, make the landscape whose processes and 

materials are instrumental to logging activity. The first shot (figure 57) provides, from the 

opening sequence, excellent perspective on the winter landscape: the frozen, snow-clad river 
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stands out like a thick, deliberate brushstroke amidst the otherwise forested land. Loggers 

cut, stack and dry the logs during the winter before they send them for processing. Spring 

has sprung, by contrast, in the second shot (figure 58). The landscape’s forms’ fixity gives 

way to the river’s flow that transports the logs downstream, along with the snow’s retreat to 

higher ground. The river’s centrality here speaks not only to how humans use the river for 

their various activities but also how it acts as a distinctive entity amidst the otherwise 

forested landscape. The winter unites the landscape in a frosty rigidity, where the river’s ice 

covering holds back the life and animation of the river’s flow, even if the water continues to 

flow underneath. One would normally consider rivers as watery fissures that break 

continuity in land; but here the river’s ice cover makes a kind of surface bridge and, as a 

solid, brings the river into continuity with the land itself. 

  

   

Reel 1 Figure 59 [00:03:22]   Reel 1 Figure 60 [00:03:24] 

 

Labourers prepare trees for felling by measuring and marking. The logger has already 

marked two with his axe and is in the process of marking a third in figures 59 and 60. These 

activities form part of the human economic priority to harvest and appropriate raw 

materials, but they also set the trees in a dendrological perspective. Fellers’ measurement of 

a tree trunk’s diameter alludes not only to trees matched to a requisite size, but to a tree’s 

approximate age. Trees take time — their own time — to form, take root and grow. These 

entities match and often exceed the duration of a human lifespan as long-term organic 

constituents of, and participants amongst the landscape. They stand tall and yet their 

attachment to the earth runs deep. Trees draw nutrients from the soil, their root system’s 
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reach and arrangement holds the ground together; their material enmeshes with the earth, a 

fact that suggests how their fate might be bound up with other entities’ around them. 

 When trees bear the mark of a falling axe head (figure 60) — an arboreal death knell — 

it brings our attention to the materials of the tree. The axe chips off of the bark, the tree’s 

protective cover, penetrating the wood flesh of the trees. The lighter coloured flesh stands 

out against the darker, surrounding bark. The marks and the cutting axe anticipate 

subsequent images of felling that lays bare the trees’ innards.   

 

  

Reel 1 Figure 61 [00:05:22]   Reel 1 Figure 62 [00:05:37]  

 

Loggers must deploy considerable force and energy to saw through the trunk of the tree 

(figures 61 and 62); the corollary is that this task takes quite some time. Ellipses in time 

repeatedly highlight the task’s duration. The required force and time also speak of the 

resistance of the tree’s materials. The tree becomes penetrable, though a solid entity, when 

loggers apply certain materials with appropriate force and precision. Metal arranged in the 

form of sharpened metal teeth in this case divides the tree. In figure 62 the saw stands 

triumphantly planted in the ground to promote the effective Sandvik product. The saw’s 

position, however, does not simply represent the technologically enabled achievement of 

tree cutting, even though each entity occupies the other’s former horizontal and vertical 

plane. The saw’s pronounced teeth dissect the exposed end of the tree trunk, the outcome of 

the interfacing of these materials.  
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Reel 1 Figure 63 [00:05:46]   Reel 1 Figure 64 [00:05:48]  

 

  

Reel 1 Figure 65 [00:05:49]   Reel 1 Figure 66 [00:05:52]  

 

These images (figures 63 - 66) capture the moment at which the tree begins to topple to the 

ground. The sawn incision gapes as the tree then falls to the ground under its own weight. 

The cut exposes the tree’s innards; its felling literally brings to light the wood, its grain, the 

colour and textures. The physical opening up also makes the tree’s story available to 

viewers. It uncovers the tree’s age, growth patterns and wood type alongside otherwise 

hidden anomalies, such as the darker markings in figure 66. The tree’s materials tell its story, 

their textures, traces, and qualities. Perhaps the tree’s constituency is its story. 
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Reel 1 Figure 67 [00:08:04]   Reel 1 Figure 68 [00:10:39]  

 

  

Reel 1 Figure 69 [00:11:53]   Reel 2 Figure 70 [00:00:26]  

 

The loggers continue to process the trees once felled. They debark the trees, cut them into 

appropriately sized logs and stack them to dry (figures 67 - 70). These collected logs 

anticipate the mass of logs that will gather at processing plants in the spring. The stacks 

indicate, moreover, that whilst the entity has changed from a living, rooted tree constituent 

of a forested landscape, to become a commodity — timber — in a value chain; the materials 

have not changed. As Ingold (2011) argues, the changes that take place in entities denote 

material flows that become constituents of other entities over time. Wood might form 

manufactured entities like tables, chairs or fence posts, or it could equally contribute to 

decomposing hummus and topsoil. The tree’s wood constitutes a log in this example. The 

economically motivated interventions of human participants accelerated the wood’s 

breakdown and transition. The idea of transitions, as opposed to breakdown, provides an 

alternative way to capture materials’ movements and transformations amongst the 

landscape. Transitions emphasise, firstly, the extant continuities amongst landscape, 
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particularly between different kinds of constituent entities. I considered, for example, this 

sense of continuity between air particles and the sea. After loggers fell them, they strip the 

trees of branches and bark. They burn the branches and bark which release energy, carbon 

and so on back to the atmosphere. The stacked, debarked logs await spring to dry out after 

the winter. Moisture contained in the wood evaporates into the atmosphere when air moves, 

as wind, over the surfaces agitating those molecules to do so. The logs become further 

weathered when winter brings freezing temperatures, frost and snow – this winter 

weathering involves the logs with the other entities around them. The logs experience 

weather variations as new interactions, however, as debarked trunks – quite different from 

the wood’s previous form as trees. When spring arrives, the seasoned logs make contact 

with water and displace it as they float. This contact facilitates, of course, a different kind of 

transfer and also in terms of location. As material exchanges unfold between the wood of the 

logs and the water, the logs ride the current of the river, moving down the river’s course 

towards the processing points. Once the logs arrive at their destination air surrounds them 

once again in their stacks as they make contact with other logs, too. 

 The logs then await, following those transitions, further material and locational 

transformations, as the industrial value chain defines. Transitions can, then, bring a different 

sense to materials and their movements as opposed to only considering entities as things 

that break down over time. The materials exist as objects in their own right, of course, as 

much as the entities they constitute. Transitions reveal materials’ movement not so much a 

signal of beginnings and endings, but more of continuity — events which indicate the 

landscape’s reforming and on-going development.  
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Reel 4 Figure 71 [00:00:42]  Reel 4 Figure 72 [00:00:19]  

 

  

Reel 3 Figure 73 [00:01:49]  Reel 3 Figure 74 [00:01:00] 

 

 

Reel 3 Figure 75 [00:01:19] 

 

When spring comes the logs travel downriver, sometimes loosely in groups, sometimes in 

larger flotillas. Labourers stand on floating, densely packed logs in order to direct the flow 

of the accumulating wood (figure 71). When logs stretch out over the river in the spring, it 

appears similar to the ice that covered the river in the winter. This landscape reprises that of 

the winter river except that human participants create it; it arises from the effects of their 
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interventions, not seasonal variation. The labourers stand, nevertheless, and the body of logs 

underfoot supports them in the same way the ice did. Processes other than weather disrupt 

the river’s status and relation to the land, but it is no less significant. It also makes good 

sense in terms of the river’s surrounding materials. In regions like Västerbotten rivers run 

through forested landscape as featured earlier (figures 57 - 58). It appears, therefore, entirely 

logical that the landscape’s material transfers affect the river as much as any other entity. 

Wood dominates the land in the form of trees, and here it covers the river in the form of logs 

shaped from the trees. This covering creates another ephemeral extension of land across the 

water — literally a wooded landscape. 

 Different forms emerge when the deluge of logs converge (figure 72). This ephemeral 

landscape composed of agglomerated wood produces these tangled protrusions. The dark 

strip of forest situated on the far riverbank further contextualises the temporary forms. 

When the logs reach their destination (figure 73) labourers corral some into holding areas 

where they continue as a floating mass (figure 74). Workers lift others from the water and 

stack them, whilst they await further processing or onward journeys. Figure 75 shows the 

logging business’ industrial scale. The crane’s arc provides an appropriate sign that an 

industrial value chain encloses these logs. The edifice formed, however, by the tens of 

thousands of logs emphasises two additional factors. A landscape object emerges, firstly, in 

its own right; this entity maintains the pattern seen throughout the journey from tree to log. 

These logs make a new object in the landscape; their material continuity stands out against 

the changing nature of the entities they constitute. This ephemeral form soon changes shape, 

reduces in size, only to increase again in relation to the logs’ arrival. It marks not only a site 

where industrial processes unfold but flags a nexus in the transfer of materials from one 

place to another and from one entity to the next. The edifice of logs forms, secondly, not a 

final destination but a staging post along the way of the industrial process. The wood has, 

likewise, no final end point; only a continuing series of transfers, entity to entity, place to 

place. 

 Trees turned into logs during a process which generated attendant material transfers, 

seen and unseen. The journey serves as a more general picture of material transfers in 



Chapter 4 – Objects 261 

landscape’s formation. What these transitions picture, I contend, are the kind of continuous 

migrations and mutations that take place amongst all landscape entities. Even though 

exploitative human interventions generate the material transfers we have considered, we 

can re-appropriate this footage as a record that articulates the reformations of landscape that 

facilitate landscape’s on-going constitution. I also highlight, however, that the entire process 

the film describes, illustrates more clearly an issue raised by Isles of the West. That film 

showed how the sea’s influence and its material properties generate different human 

activities — the sea profoundly shapes its human landscape participants. Trees and their 

materials generate and motivate the whole industrial process depicted in Sandvik AB’s film. 

They produce the whole process in the first place; as such, they have a kind of primary role. 

Trees and their materials, therefore, shape human dwelling practices. Cloke and Jones 

observe: 

  

The pruning of apple trees in an orchard is a case again where the user has been configured. 

Pruning is not an arbitrary process imposed on trees. It is an accomplishment which has 

evolved over a long period of time, where the desire to control the tree is shaped by the 

biology of the tree. Pruning is shaped by the innate disposition of the tree to grow in a certain 

way at certain times. Pruning has been adapted to best work with this disposition. Trees have 

shaped pruning [and those doing the pruning] just as much as, in the end, pruning shapes the 

tree. (2002, 68) 

 

Trees occupy a primary position. They generate and define the terms of other landscape 

entities’ activities. No trees, no pruning; no wood, no logging industry, with its associated 

supporting activities. This priority not only refers humans’ own anthropocentric 

chronologies, but I also intend it to describe how these entities are ontologically prior. Trees 

fashion and have fashioned, to an unquantifiable degree, the landscape that the film records 

and presents; the landscape amongst which the human and the camera are thrown. Their 

shaping effect appears at the moment of capture as the field of possibility they possess. 
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Humans cannot access the trees’ manifold, formative effects on the landscape prior to that 

moment, save that trees exist at all. These trees have, after all, come from the seed of another. 

For me to enquire into the why and how of these trees’ location is beside the point. Cloke 

and Jones emphasise, furthermore, the sense in which trees stand outside of a kind of social 

concept of time. Trees occupy instead a time that their own processes, growth and rhythms 

define; attributes that they bring to their fellow landscape objects. Cloke and Jones’ 

manoeuvre frees trees somewhat from the grip of an anthropogenic view and emphasises 

the trees’ autonomy and of plant entities that participate in the landscape. This point matters 

because the constitutive potential of an object is particular to that object. Landscape entities 

that imbricate together do not overwhelm one another’s capability and possibility. 

 

 

From Glasgow to Oban 

 

Railway Journey (c.1947), a Gaumont British Instructional film, portrays a train journey from 

Glasgow to Oban. A family outing serves as the element around which the train journey is 

structured; it allows for typical kinds of activities and features of the journey to be enacted 

for audiences: arriving at the station; buying items from the newsstand; having tickets 

checked; pointing to sights from the window; following the journey on a map; lunchtime; a 

stop to top up the steam engine’s water supply. The film has few inter-titles, which would 

have allowed teachers to provide commentary in accordance with their pedagogical goals. 

As one might expect the film gives attention to the environment amongst which the train 

carries its passengers. I consider the land and the position of trees in the sequences that 

follow. But the location contrasts markedly to the forests of Västerbotten; the film allows 

consideration of trees outside of a forest (and forestry) context. A context where a series of 

negotiations take place in an essentially de-forested landscape. It bears the marks of human 

interventions that arise from the ways they appropriate and exploit land for predominantly 

agricultural purposes. 
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Figure 76 [00:02:45] 

 

It seems that this image does not show much through its murk, likely part smoke and part 

underexposure. The silhouette of a line of trees is visible, however, not long into the journey. 

This is the moment viewers first see trees during the journey. Whilst this event may not offer 

an immediate insight per se, these trees do symbolise their near continual presence amongst 

the landscape that this film depicts. Trees have a significant presence even amongst the 

human intervention that characterises the heavily cultivated, de-forested landscape. 

Although the trees are located amongst a de-forested landscape, this does not diminish their 

status as entities in their own right. The enduring arboreal presence raises the questions: 

what role do trees exercise amongst a landscape where their distribution is sparse; how do 

trees constitute the landscape in such configurations; and what negotiations and processes 

work out through trees in their situation? 

  

  

Figure 77 [00:03:06]    Figure 78 [00:03:11] 
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Figure 79 [00:03:13]    Figure 80 [00:03:16] 

 

   

Figure 81 [00:03:18]    Figure 82 [00:03:21] 

 

 

Figure 83 [00:03:25] 

 

The sequence depicts the first sustained engagement with the landscape amongst which the 

train passes. The travelling camera immediately stands out. The motion becomes apparent 

because of a familiar optical illusion. Foreground objects tend to blur together, whereas 

entities situated further away appear to move but at a slower rate. The camera pans left to 

right, moreover, during the sequence; as it pans the camera becomes a passenger, a turning 
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head of sorts. It surveys the entities that, with the train’s trajectory that glances them, 

constitute the landscape. Comparing figures 77 and 78, the glancing presence of the train-

adjacent tree (figure 78) breaks the line of established trees that border the field (figure 77). 

The tree’s effect makes it seem that one tree from the initial line of trees (figure 77) has 

advanced to observe the passage of the train (figure 78). 

 This solitary tree became rooted next to the train tracks. Its location raises the question 

of its origin. I can only speculate that either the tree first grew in its location through 

processes independent of humans or that they intervened and placed the tree there. The tree 

borders a railway, however, that humans constructed. If the tree preceded the railway’s 

construction, then the railway’s human planners and builders took account of its well-being. 

If the tree developed, alternatively, after the railway’s construction then the railway would 

always have affected its lifespan; by railway I mean the track, its foundations and the 

passing trains. This glancing encounter illuminates an on-going event of negotiation 

between the entities that compose the railway and the tree. These entities co-exist as fellow 

landscape constituents: rushing trains generate movements of air that agitate its leaves and 

branches; the materials sunk into the ground for the track impact the soil where the tree’s 

root system develops; the tree’s roots may interact with the track’s materials and all the 

entities made from them; the tree flags a specific point in the landscape in relation to the 

railway but its motion also contrasts with the train’s hurried onward progression. The latter 

amounts to a vivid picture of two different temporalities, of a human and an ecological time. 

These describe just some of the conditions for the tree-railway interactions. Figure 78 draws 

attention to landscape’s on-going negotiations; this moment shows the passengers’ and the 

camera’s momentary incorporation into that negotiation. 

 Now I turn to the field and the trees that line it (figures 79 - 83). The trees appear to 

line the field, their vertical reach provides a degree of shelter to crops growing in the field, a 

barrier against harsh weather.  The trees’ configuration offers shelter with their horizontal 

spread and vertical reach. The trees’ vertical plane and the surrounding land contrasts with 

the harvested field. The flat field’s space unfolds within a horizontal plane, only the lumps 

of gathered hay break its flatness. The ground’s texture also reveals ruts and bevels that 
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speak of human activities that enrol land into their service. Trees’ root systems provide the 

structure, cohesion and nutrients for the soil they inhabit (see, for example, Thomas (2014)). 

Soil planted with trees can, moreover, absorb greater quantities of water from rainfall than 

land long since cleared of trees and used for grazing (Marshall et al. 2014). So as they skirt 

the field, the trees’ position suggests the manifold ways in which they could benefit humans’ 

use of it. The film makes visible the landscape and its entities; these visible entities, however, 

suggest the rest, what remains hidden. This suggestion pertains, crucially, to the profilmic 

world within the frame, not what the frame excludes. These images possess a valuable 

metonymic quality that stimulates a consideration of the possibilities of whole entities. 

Whilst the film images capture only the tree parts above ground, the trees’ interactions with 

their environment runs underground. Trees directly affect the soil’s nutrients, its 

permeability and cohesion. 

 With this largely deforested landscape a contrast exists other than the voluminous 

trees and the emptiness of the field. This contrast relates to the flow of materials as Sandvik 

thematises and describes for the forestry industry in Sweden. Entities manufactured from 

wood fill this sequence: telegraph poles; fence posts; railway sleepers; and farm equipment. 

The contrast lies not in the entities made from wood and the trees themselves but in the 

wood’s source. The wood was sourced, most likely, as timber specifically cultivated for that 

purpose, as opposed to the mainly deciduous trees that feature in these images. Some 

interactions take place, strikingly, between the trees and these other wooden entities. The 

trees live as organic matter, but wood constitutes the entities that humans manufacture. The 

trees possess a life of their own; they compose part of their local ecosystem that supports 

and depends upon other organic existence. Elements that may seem innocuous indicate 

trees’ living processes, such as the leaves that grow each spring and fall each autumn and 

trees’ changes in form and configuration. Wood and wooden objects do not evidence, on the 

other hand, similar participation in seasonal lifecycles apart from wood’s decomposition if 

left alone. Wooden entities may participate differently than trees do but it makes no sense 

neither dismiss them as dead. When we compare them, rather, their most basic difference 

emerges. Organic processes produce and sustain trees independently of their fellow human 
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landscape constituents. Manufactured wooden objects arise because of human activity. As 

manufactured entities their material has been preserved. Humans season wood and use 

wood preservatives in addition to repurposing wood itself to make durable landscape 

objects. Their existence as materials from trees would continue in different forms anyway as 

they break down and participate in the constituency of other entities. The wood preserved 

for these entities effects the entities’ duration according to human design. Considering 

figures 78, 79, 82 and 83 again, the sense of manufacture also shows up in the regular 

patterns of the objects’ arrangement. Their regimented configurations further indicate their 

manufacture according to human purposes, as opposed to the trees’ ongoing growth.  

  

  

Figure 84 [00:03:27]    Figure 85 [00:04:09] 

 

   

Figure 86 [00:04:11]    Figure 87 [00:04:13] 
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Figure 88 [00:04:23]    Figure 89 [00:04:24] 

 

 

The film contains a number of sequences shot outside of the moving train. The camera 

encounters the same landscape but affords viewers an opportunity to consider the train, 

trees and other entities in situ. When the camera participates this way amongst the 

landscape it becomes explicitly more marked out than during its travel with the train. The 

camera’s position alters its role in the event of landscape’s constitution. Figures 84 - 85 

display the managed, agricultural landscape amongst which the train journey takes place, 

that in turn characterises the train’s onward progression. Figure 84 shows trees that could 

well refer to a former state of this area of land. The land’s relative barrenness, used now for 

pasture or arable agriculture, may also speak for dense forests’ past presence. Their existence 

has diminished with time and humans’ repeated, rapid consumption of trees for wood over 

millennia, further combined with their desire to clear land for agriculture. Humans cleared 

woodland from around the Neolithic period onwards for agriculture in addition to their 

desire for building materials and fuel. Even though anthropogenic influence has contributed 

significantly over time, changes in climate, tree species and animal populations all 

influenced the decline of what was, during the Mesolithic period and before, a substantially 

more densely forested landscape (see M.L. Anderson 1967; Fowler 2002; Smout 2005; 

Tipping 1993a, 1993b, 1994, 2003). These images (figures 84 - 85) evoke, then, the ongoing 

history, the event of the landscape’s constitution and its varying tree density, cultivation and 

climate over time. 

 The trees stand out relative to the train (figures 84 - 85). The train races across flat land 
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passing the trees as vertical sentinels. The train travelling amongst this landscape appears as 

a kind of foreign object alongside the native trees; its rate of horizontal movement, materials, 

smoke and steam all mark it out as a strange entity, relative to its surroundings. If I call the 

train strange, that is not to diminish its constitutive role amongst the landscape in these 

particular moments. That description does, however, call attention to how viewers might 

understand the train in addition to its alien properties compared with the landscape’s 

prevailing material conditions. When the film inverts the view of the train’s movement — 

when the camera looks onto the train rather than looking out from it — only then does its 

exceptional nature come to light. The train moves rapidly with its linear mobility and seems 

more impervious to climate than most of the visible entities that it glances past. This 

particularly ephemeral landscape visit concerns not only how fast the train moves relative to 

the other entities, but also two further aspects. 

 I consider, firstly, the train’s gliding, mechanical movement and moving parts, like the 

smooth rails that match the grooves in the train’s wheels. That form of movement highlights 

trees’ quite other way of being in place. Ingold (2011, 145-164) relates place particularly to 

human activity, where places consist of “knots” (2011, 148) that people’s life-paths create 

when they meet and entwine; these paths unfold as people, wayfarers, move forward along 

the life-path their movement marks out. When humans move in ways not perambulatory, it 

becomes a matter of point-to-point transport, Ingold proposes. “[L]ateral movement across a 

surface” (Ingold 2011, 149) leads to thinking in terms of locations which one occupies on 

arrival. The train is my concern, however, not human beings’ mobility amongst landscape; 

human entities who travel by train do constitute the train along with its other entities, 

however. I argue, moreover, that as the train moves it is never really out of place. In each 

instant it moves, there it negotiates with its fellow landscape entities. The event — these 

interactions and negotiations — makes place for the train and locates it in relation to 

configurations of fellow landscape constituents that arise. These dynamics make the 

landscape what it is at any particular moment. This contrasts somewhat with Ingold’s 

analysis of place that concerns humans’ activity that makes place. I am proposing, therefore, 

not an anthropological or sociological analysis of place, but one that encompasses how 
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landscape objects sit relative to one another. In that way, I want to use place, here, to 

describe the contexture that any given landscape object receives from its immediate 

neighbours in any moment. Whereas the train has place and its rapid movement 

ephemerally places it, trees have a quite different kind of place in their organic constituency. 

This action operates in the clearly literal sense; that these trees fix their location for their 

lifespan, but for human or dramatic climatic intervention. Trees root themselves in situ; their 

roots provide vertical stability and the necessary capacity to draw what they need from the 

soil. Their root systems develop commensurately as they grow above ground. This growth, 

this life, places the tree and is the movement by which it continues to be placed. Trees 

participate in those same dynamics of negotiation and involvement with their fellow 

landscape constituents, even if the nature of that negotiation is quite different to the train’s. 

 These two images connote (figure 84 - 85) for landscape more generally that things are 

in motion. Motion does not depend on, nor conform to, human perception. Viewers easily 

perceive the lateral, rapid motion of the train as they would the equally familiar sight of 

swaying trees in the breeze. Trees evidence their movement, however, over much longer 

periods compared to the fleeting instant of a passing train. Only after the passage of time 

can humans detect their growth and responses to different seasons. This kind of motion 

produces its results over a longer duration. But that long duration counts as immaterial; 

what matters is that the trees exist in motion — their activities, responses and existence. This 

film records and presents the landscape’s motion to viewers, whether perceptible or 

imperceptible in any given moment; it presents a temporalised re-animation of the 

landscape. The film inhabits the continuous tense: it possesses the same tense of the actual 

landscape it recorded — the past continuous; and when viewers watch the film, reanimating 

the landscape — the present continuous. 

 The steam engine approaches the camera whilst apparently hemmed in on either side 

by a line of trees (figures 86 - 87). The railway track forms a pathway amongst the landscape, 

particularly its metal rails; the trees form, similarly, an arboreal corridor though which the 

train passes. These trees stand in close proximity to the railway and its passing trains as did 

the lone tree above (figure 78). Even though these entities exhibit movement of different 
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kinds, perhaps the trees accompany the train in some way. The trees do not physically move 

alongside the train, of course, but they do form an enclosure as they skirt the track. The trees 

separate out the fields and animals from the train. The train’s passengers — human or 

camera — would sense but a greenish brown blur of trackside trees. Trains make, for De 

Certeau (1984) at least, hermetic enclosures that are entirely ”independent of local roots”, 

they stand as ”autonomous insularit[ies]” (1984, 111) — a ”dispossession” (1984, 112). On 

this occasion trees do the enclosing, not the train. The train travels into an arboreal shelter 

that separates it temporarily from what lies beyond. The train is enrolled, albeit 

momentarily, into the shelter such that they co-mingle, becoming a new, single entity.  

 The train thunders on towards a bridge as it passes through what looks like a valley 

area (figures 88 - 89). The steep, green slopes of the Western Highlands overlook the train 

and the bridge. They have some tree cover amidst the otherwise open ground whilst a 

solitary tree‘s branches protrude into the right third of the frame. The trees stand differently 

under the towering hills’ oversight. The hills supersede the trees’ verticality as their slopes 

unfold. The gradients emphasise the trees’ different orientation when set in their slopes as 

opposed to the flatter agricultural land from earlier sequences. The hills’ curvature sets in 

context the micro-scale curvature of the single tree’s profile but their oversight challenges 

viewers to consider trees afresh within this different form of land configuration. The change 

in landscape shows that trees remain a consistent part of a largely de-forested landscape — 

the tree in the immediate foreground and those on the hillside. The hills introduce as a 

primary variable the incline of their slopes; this underscores the land’s drama, even within 

limited locales. Because particular trees grow in such environments, it signals their resilience 

and their root systems’ strength. The surrounding hills also cradle together the train, trees 

and their interactions, encapsulating their mutual relation as fellow landscape constituents. 

This pictorial emblem of their relationship sums up that even though they differ in origin 

and formative processes, they share a constituency in common. Both constitute the 

landscape by participating in the negotiations and processes of landscape’s formation in any 

given moment. These images render landscape, therefore, as a totality and visualise its 

participating constituents in the moment of that participation. 
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Figure 90 [00:07:00]    Figure 91 [00:07:02] 

 

  

Figure 92 [00:07:12]    Figure 93 [00:10:19] 

 

 

Figure 94 [00:10:37] 

 

Figures 90 - 92 from Railway Journey show examples of the brief moments where the route 

affords the camera a high angle view of trees across the landscape below. Most of the trees 

grow relative to the layout of the fields; the agricultural priority has certainly overtaken the 

freedom of trees to grow anywhere seeds might land and attempt to take root. The land 
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appears extensively adapted for agriculture. The trees’ dark shade draws viewers’ attention 

to the empty, cultivated space of the fields. The trees have, in that way, a somewhat 

cartographic effect, where their layout indicates humanly configured land. These images 

articulate the particular sense of ocular-centrism that De Certeau mentions when writing 

about train travel (1984, 111-114). It concerns the angle that passengers and the camera enjoy 

looking down over the trees and rolling fields. Train travellers, he says, become 

immobilised, incarcerated spectators; the trajectory of the machine-god train separates them 

from the equally immobile environment. De Certeau’s critique’s appeal lies in its resonance 

with his readers’ own visual experience as train travellers. But he goes further, however, to 

imply that the train’s movement robs passengers and landscape of all agency. He names as a 

trompe l’oeil the movement that passengers may perceive as the perspective changes 

relative to fixed entities. But if landscape continually forms, as I frame it in this project, 

perhaps another obstruction occurs. Human ocular dependency may obscure how the 

landscape’s most basic ontological state: something which continually comes into being, 

whose formation and reformation is always ongoing — but this view need not make any 

entity any less whole in any given moment. Such shifts in perspective, then, could well 

disguise landscape’s constitutive entities’ actual negotiations. The illusion of movement 

occludes landscape’s actuality. 

 Any movement that results from changing perspective also varies according to what 

entities make up a particular landscape at any moment, that define a given contexture and 

the corresponding encounters that take place. Figures 90 - 92 have, for example, the higher 

angle, where the camera looks down on distant entities, compared to a verge or row of trees 

adjacent to the track. The impression created due to changes in relation to the visible entities 

is quite diminished with distance. This pertains especially to the trees that lie in the valley, 

which the footage reveals as fixed entities. The high angle further enables the camera to 

record, and passengers to recognise, trees that constantly show themselves to be rooted in 

one particular site — the illusion of movement breaks down. When fixed objects appear to 

move, the phenomenon may distract passengers from the other forms of movement in the 

landscape, besides the train’s lateral travel. The train has, however, not robbed anything or 
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anyone of agency. The trees move in the way they always do, as do the other landscape 

constituents. The train carries the camera and its passengers, but nevertheless the train is 

just another landscape participant, as I discussed above. 

 The final two shots feature the cantilever Connel Bridge which crosses Loch Etive 

(figures 93 - 94). Most of the trees that catch draw viewers’ attention are those that stand 

near or that directly border the loch. The light reflects on the water and brings out the 

silhouettes of the trees that stand over it. It seems fitting that in this sequence towards the 

film’s conclusion, that the trees should feature as they do here. Their distribution and 

presence arises throughout the journey, alongside the many different kinds of entities, forms 

and configurations of landscape.  
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Rock 

  

How do rock and stone differ? For our current purposes, I use these terms interchangeably. I 

could say the smaller elements that become separated from larger, solid masses of rock are 

stones. Stone is commonly used, equally, to name a material that composes other entities. 

Rock has by far the hardest, most solid quality of the three entities I consider in this chapter. 

As a hard, inflexible structure, I could well consider it the landscape’s foundation. This way, 

other landscape elements rest or lean upon rock. Rock then becomes the fundamental 

constituent of a framework with which the rest of the landscape’s materials, entities and 

forms fit. It poses, moreover, an interesting temporal question that water and trees do not 

pose in quite the same manner. Rock forms and breaks down over a very long period. Water 

moves through a cyclical system and is, more or less, redeployed. Trees grow over time in a 

way that humans can observe, measure and record. But rock comes into being gradually in 

the processes of deep time. It participates in a cycle, somewhat similar to water, but the cycle 

lasts millions of years as opposed to — humanly speaking — the hydrological cycle’s more 

tangible processes that play out in different climates and weather patterns. 

 Rocks endure. Their endurance provides a degree of permanence to the landscape: 

their forms; configurations of those forms; and the other entities that arise with those 

configurations. They bear witness to the landscape’s manifold transformations whilst 

continuously constituting it over significant periods. Their intractability makes them an 

entity that others cannot easily ignore or negotiate; an intractability that derives from their 

duration and their structure’s physical hardness. I considered, for example, A Crofter’s Life in 

Shetland that shows waves crashing against the hard, igneous substance of the Shetland 

coastline. These waves ineluctably crashed against the cliff face whose rock posed an 

immovable barrier to their progress. The first two films once again depict the Western Isles 

of Scotland. Amateur films Uist Holiday and Holiday in Harris record family holidays. All the 

films in this section feature, similarly, original rock forms and also other entities that rock 

composes.  
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Uist 

 

 

Figure 95 [00:01:09] 

 

The film Uist Holiday (1937) is a short, silent film of about six minutes, which depicts a 

Marshall family holiday. James P. Marshall shot the film; his family owned a food company, 

Marshall’s Semolina. A few inter-titles guide viewers through the various places visited and 

the holidaymakers’ stops along the way. A travelling shot shows the Glenfinnan Viaduct 

(figure 95), on the way to Mallaig, whose construction was completed in 1898 as part of the 

extension of the West Highland railway line. The bend in the structure captures the train’s 

snaking progress as it follows the parapet’s curvature. This perspective also shows off the 

lower parts of the bridge itself, but it is not immediately clear what material the bridge is 

constructed from. It could be stone, but it is in fact mass concrete. This fact prompts a 

pertinent point about the judgements that I must make about entities that might be made 

from rock. I shall only consider, therefore, those manufactured entities that show clear 

evidence of their rock constitution. 
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Figure 96 

 

The simplified geological map of Scotland (figure 96) serves as a visual aid as to the kind of 

rocks that compose Scotland. Precambrian, metamorphic rock undergird North and South 

Uist (circled in black), where most of the footage is shot. It is useful to have in mind the 

material context and the kinds of rock the film depicts. The map also helps me to imagine all 

of the rock that the films do not reveal. 

 

   

Figure 97 [00:02:59]    Figure 98 [00:03:41] 

 

  

Figure 99 [00:04:10]    Figure 100 [00:04:13] 
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The holidaymakers arrive at Lochboisdale on South Uist from the Mallaig ferry, which 

passes by the islands of Eigg and Rum en route. Figures 98 - 100 convey the islands’ sparse 

and rugged terrain. The relief of the rocks shows up very well in the way the light falls in 

figure 98. Rock occupies the bottom half and grassy hillside the upper half of the frame. The 

rock appears to be some kind of a colonising entity, with its lighter hues and irregular 

surfaces. It seems to slowly creep upwards, to overtake the softer, higher ground to leave it 

similarly stone encrusted. The rock evokes a kind of lava or magma flow that might have 

once produced it, even though this rock is metamorphic, not igneous. The ruts evince the 

idea as they run diagonally down through the dispersal of rocks from left to right as well as 

the rock’s molten configuration. The cows highlight, as sentient entities, the contrast 

between the pasture and rock surfaces. These cattle require other entities that will provide 

them with the materials for grazing as their means of sustenance. Their presence suggests, 

therefore, that the rock has no apparent benefit or relation to their activity, compared to the 

grassy slope. Even though the rock does not affect the cows’ activity directly, it nevertheless 

shapes the conditions of their dwelling. The rocks pose potential danger to the cows’ well-

being should they try to navigate over the rocks and lose their footing, for example; then, as 

I have noted, the rock displaces what otherwise might be good pasture for their benefit; and 

the rock forms and their configurations create, in part, the landscape as the cows, camera 

and viewers found (and find) it. This image exposes rock’s formative role above ground, but 

also pictures that it is, more generally, never far from the surface in this island landscape. 

This role remains evident even when vegetation and other, manufactured entities populate 

the landscape alongside it. The slope evidences (figure 97), for example, some exposed 

clumps of rock on the grass slope. The other shots (figures 98 - 100) also show a similar 

dispersal, where the rock disperses amongst other surfaces and then emerges in its totality at 

the hilltop. Such distributions remind viewers that the other entities that co-constitute Uist’s 

landscape depend upon the prevalent rock in this part of Scotland. The hills almost seem 

like, in this sense, an upward surge whereby the rock manages to shed itself of all the other 

entities that have made it the basis of their home. 
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 Figures 98 - 100 all have similar kinds of hilltop, where an expanse of rock emerges, 

but with varying contexts. Houses and a road sit as human-made entities in the hill’s 

shadow (figure 98); rolling pastoral land features sheep to enjoy it (figure 99); and also the 

river winds through a valley (figure 100). Whilst these shots provide general views of South 

Uist, these same images also continue to underscore the prevalence and persistence of rock 

in the Uist landscape. These images collect different constituent entities: those that humans 

manufactured; vegetation and sentient entities; as well as the river. All of these exist under 

the watchful eye of the hilltops’ rocky summits, underlining rock’s influential role in this 

landscape. The footage thematises rock’s prevalence but it also becomes evident how 

different entities, and different kinds of entities, combine together to constitute the Uist 

landscape. 

  

  

Figure 101 [00:04:39]    Figure 102 [00:04:40] 

 

   

Figure 103 [00:04:44]    Figure 104 [00:04:51] 

 

The holidaymakers cross Benbecula to arrive at North Uist. The entity depicted here is called 
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the Carabhat Barp, at the south end of North Uist (figures 101 - 104). This pile of stones 

marks the site of what is likely to be a Neolithic burial chamber surrounded by possible 

dwellings from the same period (Crone et al. 1993). The cairn stands at the summit of a peat-

covered knoll (figure 101) as a discernible marker amongst the landscape — regardless of 

what its builders may or may not have intended it to stand for. As the camera looks up the 

knoll, the stony mound’s gentle curvature accentuates its visibility at the knoll’s peak. Taken 

together, its shape and placement, however, suggest that the structure results from human 

activity. The camera moves closer to the mound (figure 102) and presents the structure at a 

distance that allows viewers to understand it in more detail. They become immediately 

aware of the cairn’s considerable size. Stones and small boulders compose the cairn whilst 

their present arrangement contrasts with other structures’ regimentation like dry stone 

dykes or houses. The cairn’s top edge and front edges suggest the direction and degree of 

the knoll’s incline. The entity that precedes the cairn forms its character despite its human 

origin. When humans collected these stones together, the knoll was the key condition 

amongst which these stones were assembled. 

 A dark opening at the cairn’s front determines, in part, the cairn’s contours that give a 

concave shape to the side that faces the camera. The opening certainly arouses viewers’ 

curiosity: why and how did it come to be? Perhaps some kind of upward blast created the 

opening, forcing aside the heavy stones. Or maybe, if an external force dislodged the stones, 

would they fall downwards to the blackness of the opening, in a vortex of motion. I do not 

know if the builders intended that there should be an opening or how time’s passage 

influenced the cairn’s form and purpose. I do not try, of course, to address these issues 

presently as they lie well out of scope. These questions expose, rather, the entity’s field of 

possibility, opened by the filmic record and the cairn itself. This record participates in the 

cairn’s being’s field of possibility because the film captures it in its possibility. When the film 

reanimates these possibilities, moreover, it extends the field. But the field becomes 

temporally extended as well because the film provides a record whose duration exceeds the 

immediate moment following the entity’s capture. As viewers encounter such images, then, 

they participate in this extended field. A parallel space opens, furthermore, with 
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consequences for landscape. The actuality (of the Barp) visitors would experience today in 

person or by recording bears no spatial and temporal relation to the one presented in the 

film. Today’s actuality’s field possesses its own entirely unique set of possibilities. A 

landscape configuration resembling the Carabhat Barp recorded in 1937 remains today but 

in an altogether different field of possibility. Any visits to the Barp would further 

problematise the field, however. Someone who visits subsequent to viewing the film, or vice 

versa, would experience a field altered by their prior encounters. 

 Figures 103 - 104 show the intrusion of the holidaymakers upon the site. As the human 

explorer walks over the stones, it shows that the cairn supports the weight of something like 

a human without incident. The other holidaymaker clarifies, somewhat, the nature of the 

opening. We see him exiting an interior space, perhaps the burial area, long since submerged 

in the peat covering that the cairn’s stones rest upon. Human interaction with rock confirms, 

here, some of the stones’ material characteristics but also draws attention to the rock 

surfaces. Figure 104 in particular shows the uneven texture and the front right rock’s curved 

striations. Figures 103 - 104 show, additionally, the patches of crotal moss and other 

organisms that might grow on these rocks, along with their weathered surfaces. These 

observations all signify the on-going interactions between landscape entities and the 

climate’s affect upon them. Such signs also show something about the nature of rock itself; 

that two levels operate simultaneously. Rocks remain, on the one hand, whole, autonomous 

entities at any moment. The rock cycle continues, on the other hand, at the same time; a 

cycle in which the rocks participate: processes unfold, rocks reform and breakdown. The 

humans’ presence intensifies this simultaneity further when their ephemeral existence 

makes contact with these rocks that come from and continue into deep time.  
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Figure 105 [00:05:25] 

 

The holidaymakers then head to Harris en route home and pass a section of coastline where 

the rock imposingly rises out of the water (figure 105). This shot features towards the film’s 

close and brings full circle the notion that rock founds this Hebridean landscape. This 

founding force gives landscape a basis; it makes landscape possible. Rock possesses 

permanence derived from its tightly packed mineral structure. That permanence combines 

with location here to produce place. Rock founds place and generates it for other entities, 

enables them to find a place.  

 

 

Harris 

 

We remain in the same region, the Western Isles, this time a little further North in the chain 

of Outer Hebridean islands with Lewis and Harris. Holidaying on Harris was filmed by 

amateur filmmakers Nat and Nettie McGavin. They recorded their trip in August 1938. As 

with Uist Holiday, the film has a short run time at 12 minutes and includes a few inter-titles 

to guide viewers. 
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Figure 106 [00:01:01]    Figure 107 [00:01:09] 

 

 

Figure 108 [00:01:10] 

 

They hoist their car onto a ferry before it sets off for Stornaway. There are some example 

shots of their journey that show how the film exhibits the landscape’s character from its 

outset (figures 106 - 108). These foretell that rock becomes a substantial theme throughout 

the film. The rock dappled shorelines and their gnarled crags announce the material that 

forms a notable part of the island landscape. Seagulls hover alongside the passenger who 

tries to feed them, but the rock stands impervious to these human frivolities. The rock’s 

reliable hardiness contrasts with the human’s flippant play.  
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Figure 109 [00:03:51]    Figure 110 [00:04:04] 

 

  

Figure 111 [00:04:15]    Figure 112 [00:04:17] 

 

  

Figure 113 [00:04:22]    Figure 114 [00:04:25] 
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Figure 115 [00:04:31]    Figure 116 [00:04:46] 

 

The inter-title (figure 109) explicitly draws attention to two rock formations ”in the country”, 

outside of any present-day settlement. Humans manufactured these entities but they have 

quite different configurations. The holidaymakers visit, firstly, the ”Druidical Stones”, 

known today as the Standing Stones of Callanish (figures 110 - 112); Callanish is the name of 

the area. Their vertical orientation appears talon-like, extrusions that stretch for the sky. The 

stones’ unique formation and their verticality makes them a striking marker amongst the 

landscape; an unmistakable site that marks and generates associations with a location. The 

rocks make a particular place because of their presence and the configuration. The stones’ 

formation has a main, central circle (the part figures 110 - 112 depict) and whatever its uses 

over the millennia, there can be little doubt of its drawing in effect. The circle emblematises 

what is true of the whole formation, that just as the circle of stones invites entry into its 

interior, this whole site draws together entity, meaning, and memory. The site’s human 

origin does not really affect my purposes here. The stones have drawn them drawn them in, 

in body, mind and memory. Two aspects explain this further. The first concerns rock’s 

endurance. Rock’s lifecycle lasts several million years and so these collected standing stones 

are also imbued with duration, save for exceptional circumstances such as extreme human 

intervention or natural disaster. This entity far exceeds, therefore, its original purpose and 

should be regarded, all the more, on its own terms. I lay aside, therefore, any notion that 

somehow its human origin affects the fact that humans are still drawn to it. The entity does 

the drawing in, the configuration of stones attracts activity that leads me to the second 

aspect: the facticity of the film itself. 
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 This sequence of Holidaying on Harris records an instance when humans were drawn in 

to this site that these stones constitute as a place. This also extends, further, to the act of the 

trip’s filming and this filmic participation has two facets. The first concerns the physical act 

of filming that means that film itself (the medium) is drawn in. The camera captured the 

standing stones on film which mandated its physical presence at the site in those particular 

moments. The filmic apparatus’ presence amongst the stones amounts to a confrontation of 

sorts, between two entities that summon temporalities that are the same in their indifference 

to anthropocentric temporality but manifest it entirely differently. The camera records to 

create a film track. The record takes the events into a filmic temporality when visited and re-

visited at any point subsequent to their capture. The rock’s mineral structures produce the 

rock’s temporality; hard, strong material that, in turn, passes into a deep time rock cycle. 

Both the film entity and these stones function indexically. As traces, however, they differ. 

The traces of light that inscribe the image onto the film form the postponed “chemical 

revelation” (Barthes 2000, 10) of these [cinema]photographic images. The moment itself also 

creates, however, the connection not just the formal indexical relation to the entities 

captured. The footage itself provides a “certificate of presence” (2000, 87) of the camera in 

those moments, and of those “necessarily real thing[s] […] placed before the lens” (2000, 76). 

Those moments create the “emanation of past reality” (2000, 88) and depiction, indeed 

instantiation, of the “what has been” (2000, 85). These moments had one entity (the camera) 

alongside and involved with another (the standing stones), and together they formed the 

landscape in each of those moments. The standing stones connote, however, multiple senses 

of indexicality. If a brushstroke serves as an index of the painter’s gesture, the erect stones 

and their placement function as an index of its creators’ plan, purpose and building. For the 

assemblage’s creators and subsequent users, the site could well have operated in the iconic 

and symbolic modes. But these modes do not exclude the indexical (Peirce 1998). The stones 

and their arrangement date from around 3000 BCE and constitute, therefore, a trace of those 

people at the time and of the event of its creation. 

 It seems remarkable that remnants of the broch, which dates from around the first 

century CE, remain so well intact (figures 113 - 116). The broch called Dun Carloway sits in 
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the west of Lewis, northwest of the standing stones at Callanish. I considered the duration of 

rock and the issue of its indexical significance. What interests me in this instance is what this 

landscape marker could be, long after its original purpose has elapsed. I resisted using a 

term during the discussion of Callanish: monument. Many of the corpus’ amateur films 

depict family events or holidays and invariably feature a stationary, long or medium shot of 

an entity of interest, followed by a close-up of the same entity. The low-angle shots conform 

to this pattern as they show us the broch’s intact outside wall (figures 113 - 114). The outer 

perimeter presents the imposing profile of the ruin; the uneven top ridge suggests to viewers 

that this is indeed an ancient ruin. The broch’s rocky base underscores, once again, the hard 

Lewisian gneiss as the rock that sustains the island landscape’s possibilities. The structure’s 

individual stones are not decipherable from this side but the two shots (figures 113 - 114) 

nevertheless evoke an ancient edifice that marks place in the landscape. Figures 115 - 116 

expose the broch’s insides that appear as a diagonal cross-section, this time the individual 

stones are visible and the broch’s dry-stone construction. The final image (figure 116) shares 

a similar theme with the shots of the human-seagull interactions — the humans explore, 

play then move on in quick enough time. Not only has the stone long outlasted its original 

users and survives these visitors, but their materials existed prior to the human intervention 

that brought about the broch. The rock that the stones were cut from existed long before 

those humans came along with the purpose of assembling stones to make the building. The 

rock’s existence exceeds altogether that of the broch’s builders, long before and long after 

them. This contrast emphasises the rock’s sheer indifference to human activity and 

manipulation. And the rock’s indifference corrects against anthropocentric behaviour that 

diminishes other-than-human entities; behaviour that appropriates and exploits without 

regard for the entity itself. Entities merely exist to serve human ends in this view. I must also 

note, regrettably, that sometimes humans turn on their own kind in the same way. But 

inverse power relations operate here — humans need rock as material and as the 

landscape’s material foundation so that the possibility of dwelling might arise.  

 Considering the structure as a monument the broch could well amount to a relic, an 

entity from a past world. The world that the broch’s creators belonged to has disappeared — 
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its objects, meanings, practices, and sphere and system of reference. The broch belongs as a 

relic to a world, a culture, that no longer exists and that is inaccessible. That would make 

this broch a monument, therefore, a monument to (not of) the world of those humans for 

whom the broch functioned as part of their world of equipment, practices and meanings. 

Only then would people have encountered the broch as ready-to-hand as they used it and in 

its relationship with other entities. Viewers approach the broch, along with the 

holidaymakers, camera, and other viewers, in a present-at-hand manner. The ruined relic 

only serves as a monument to an inaccessible past, literally of another world. Reading the 

monument in line with the notion of indexicality I considered above, the monument indexes 

that past world to which it belonged with its Dasein creators. But again, the rock remains 

impassive to the human activity at any moment, at any point within their own lifecycle. By 

understanding the broch as monument, it shows how it functions within the extant 

landscape as the film records it. This landscape marker continues to create a unique 

landscape configuration that humans can see from a distance. The structure has altered with 

time to become a ruin and peat has encroached on features of the former settlement, but the 

landscape’s configuration and, once more, the rock’s durability sustain it. The broch comes, 

then, to symbolise the rock’s sustaining power. 

 

   

Figure 117 [00:10:14]    Figure 118 [00:10:23] 
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Figure 119 [00:10:26]    Figure 120 [00:10:37] 

 

  

Figure 121 [00:10:47]    Figure 122 [00:10:51] 

 

The holidaymakers proceed southwards to Harris proper and visit crofters who, among 

other things, make yarn for use in Harris Tweed. Space does not allow me to provide more 

sample images to illustrate the saturation of the rocky landscape of Harris. So many rock 

patches, outcrops, and facia permeate the otherwise peat covered land, that it becomes akin 

to its molten past, bubbling to the surface. The unique sequence in hand (figures 117 - 122) 

describes, however, the process of dying fleeces with crotal lichen. Girls collect water from 

the hillside stream overshadowed by the rock that water flowed over. The water became 

imbued with the rock’s mineral properties as it flowed. The woman and the girls then heat 

the water and prepare to dye the fleece with the crotal. The inter-title explains to viewers the 

crotal’s effect. But it also provides a link between the dyeing process and the rock’s within it. 

The footage does not show the gathering and scraping up of the lichen from the rock: it 

depicts only the results of the labourers’ efforts in the close up of the bucket of crotal, ready 

for the pot (figure 120). Instantly recognisable from the crotal close-up, there will likely be 
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few viewers who have not seen this in their own landscape experiences. Figure 120 may not 

feature rocks with a covering of lichen or the process of its gathering, but rock is 

nevertheless present and integral. Rock provides the environment where crotal might grow 

and flourish. These scabs of lichen formed, grew and were sustained when fastened to the 

rock; an organic spontaneity for the cold rough of the rock surfaces. I also consider the lichen 

that grows on these rocks as micro-landscapes, where each one of which acts as an emblem 

for the whole landscape, whose founding member is rock, its basis. The woman stands over 

the cauldron to add the crotal to the boiling infusion of water and fleece (figure 121), a 

process that, amidst the rising steam and smoke, incorporates the crotal into the fleece’s 

alchemical baptism. Crotal that formed a skin over the rock, that finds its existence with 

rock, becomes a dyeing agent. The fleece thus receives its brown colour (figure 122). Rock 

surpasses, in this way, its immediate, given form, and not only affects other entities but 

facilitates material transfers to other entities. This crotal sequence demonstrates, then, how 

rock and crotal generate practices and lie at the heart of what makes this landscape and its 

inhabitants what they are. 

  

 

Mining 

 

I have, so far, only considered the evidence for and emergence of rock at ground level, on the 

landscape’s surfaces. Human interventions, however, expose rock types and surfaces that 

would otherwise be more difficult for film to encounter. AB Strå Kalkbruk (1936), 

eponymously named after the company whose activities it records, depicts the company’s 

quarrying activities. AB Strå Kalkbruk had several sites across Sweden; the film features the 

firm’s original site at Sala. Whilst the film remains mostly above ground, Grängesbergs Malm 

(1946) plunges viewers deep underground, depicting the process of iron ore mining. What 

lies beneath ground level interests me because that land undeniably consists of the rock that 

inhabitants cannot readily explore. It matters, furthermore, because of rock’s founding role 

for landscape; film and subsequent viewers have access to those deep foundations. But the 
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film also poses two ’why not’ questions as opposed to ’why’ questions: why should I not 

join the filmic exploration of landscape’s dark, stony depths; and, why should I not include 

the underground in landscape inquiry? I should explore, of course, where the films invite 

their viewers to go. I stress also that as I do so, it does not compromise an idea of landscape 

that includes above ground entities. I allow these films, rather, to guide me to those places 

that enable me to further consider rock and landscape. I enact, thereby, the twofold exposure 

that takes place throughout the project. The films expose the entities and I  expose myself to 

that exposure.  

 

Sala 

 

  

Figure 123 [00:04:45]    Figure 124 [00:04:49] 

 

  

Figure 125 [00:04:56]    Figure 126 [00:05:04] 

 

AB Strå Kalkbruk describes the process of limestone mining, its products and the sites where 

the company operates around Sweden. I consider a sequence where the quarry exposes the 
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rock’s surfaces as the labourers gather up pieces that they blasted off. Figure 123 shows one 

of the buildings with conically shaped, brick chimneys —  each site has several of these that 

the company uses to process the limestone. This shot is followed by a tilt downwards that 

reveals the rock face below the building (figure <$n#figure:124>). A slow pan discloses the 

material that the company quarries. The building occupies the upper half of the frame and it 

connects the rock to the end for which they quarry it. This shot provides, additionally, a 

useful cross-section; it reveals rock as the supporting entity for other entities at ground level. 

The camera’s languishing pan continues left (figure 125) then down the rock face to reveal 

the quarry’s sides (figure <$n#figure:126>). The unhurried sequence lasts approximately 

twenty-five seconds and thus orientates viewers to the site. It also draws, more significantly, 

the motion downwards. The film formally draws viewers down to the subterranean domain 

of the rock. As the camera pans down the rock face, the light’s shades, erratic textures and 

traces of the human scars and tears in the rock become apparent. This opportunity sets up 

the detailed depiction of the processes involved the stones’ extraction and processing that 

the footage unfolds.  

 

  

Figure 127 [00:05:09]    Figure 128 [00:05:18] 

 

Figures 127 and 128 show the transfer that takes place as the miners steadily blast away a 

section of the rock face in order to create a collection of stones that they can hew down to 

size and carry off for processing. The piles of stones and debris would resemble the 

aftermath of a landslide or earthquake if this was not a quarry. The imposing, unified rock 

facia contrast markedly with the small piles of debris at their foot. This contrast illustrates 
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the use of the terms rock and stone. The stone, composed of rock, becomes an entity in its 

own right once separated from the massif. When labourers collect these entities and send 

them off, their work generates the material transfer from rock to stone and then onwards to 

the constitution of other entities. Whilst humans execute this material transfer, the process 

could also be understood as an acceleration of the rock cycle and its interruption when 

quarriers extract the rock from the cycle entirely, for humans to manufacture other entities. 

 

  

Figure 129 [00:05:38]    Figure 130 [00:05:50] 

 

  

Figure 131 [00:05:59]    Figure 132 [00:06:19] 
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Figure 133 [00:06:54]    Figure 134 [00:06:58] 

 

  

Figure 135 [00:06:59]    Figure 136 [00:06:59] 

 

The quarriers use explosives to detach sections of rock from the rock mass. They bore holes 

at designated points in the rock into which explosives attached to a long fuse are inserted 

(figures 129 - 132). Once the labourers place all the explosives, they light the fuses and 

retreat to safety. The drilling requires brute force and machinery that indicates the sheer 

hardness of this and other kinds of rock. When humans must deploy explosives, 

furthermore, to break pieces from the rock mass, it demonstrates that rock extraction forms a 

massive intervention within the rock’s cycle; that humans’ desire to dismantle the rock 

edifices requires the energy from such blasts. Successive explosions create dust clouds and 

pieces of rock fly in all directions. Figure 133 shows the typical kind of plume that emerges 

immediately following an explosion. But the rock’s surface is barely distinguishable 

amongst the plume of dust and smoke. Where the plume obscures the textures of the rock’s 

surfaces, it anticipates that these have been irreversibly changed in the pursuit of the 

materials that these humans require. 



Chapter 4 – Objects 295 

 Figures 128 - 128 show one explosion’s progress on the left side of each frame. From 

the base of the exploding rock face sprouts a neat, mushroom-shaped plume of dust and 

debris (figure 128) that locates the initial blast’s location. Pieces of flying rock (figure 135 - 

128) are then visible as light flecks against the darker surrounding dust clouds. These 

instants show how the violent explosion separates and displaces the rock. It disrupts the 

former continuous solid mass with its force that creates an outward projection into 

surrounding space. New entities come into being from the explosion, aside from its dramatic 

spectacle. Several new entities arise and become added to the existing combination: the 

changed, exposed stony mass imbricates with new, autonomous entities of stones, dust and 

smoke. 

 

  

Figure 137 [00:07:28]    Figure 138 [00:07:38] 

 

  

Figure 139 [00:07:45]    Figure 140 [00:08:00] 

 

The quarriers break down the stones as necessary, gather and ship them off for processing 

(figures 137 - 139). After the container load of stones passes through the tunnel, the tightly 
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compressed, glistening seams of the rock are discernible at the front left. Viewers catch a 

glimpse of the rock in cross section that the footage has only revealed, until this point, in its 

frontal plane (figure 140). Viewers do see, in fact, both planes in figure 140 because the 

frontal plane appears at the far right; these help to orientate viewers. The tunnel’s far 

opening that lies beyond the tunnel’s blackness is distinguishable, and sheds only a little 

light on the ground. Unlike the sea cave that features in Jenny Brown’s A Crofter’s Life in 

Shetland, this film has no travelling shot through the tunnel, nor any water that covers its 

bottom. This tunnel, however, marks a form of symbolic passage, whereby the stones are 

transported onwards for processing at ground level. The company did not quarry the stones 

in order to sit at the bottom of the quarry. These stones travel through the tunnel, rather, and 

demonstrate that humans had already purposed them for their own ends. Humans create 

these stones for immediate appropriation into on-going industrial processes and products. 

When the stones pass through the tunnel, then, it marks their enrolment as commodities into 

the industrial value chain. The camera placement also emphasises the transition in site. It 

films from the place the labourer transported the stones to, from the quarry that is marked 

by the light from the far entrance.  

  

  

Figure 141 [00:09:06]    Figure 142 [00:10:10] 
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Figure 143 [00:10:17] 

 

The final feature we shall consider is that of the quarry itself as a landscape entity. The three 

shots (figures 141 - 143) of the quarry all show the verticality of the quarry itself. In figures 

141 and 143 the camera points sharply downward, which conveys a sense of the quarry’s 

depth below ground level. Comparing the abseiling quarrier’s size with that of his 

colleagues below, it shows how high above his colleagues he works. The remaining vertical 

rock face, past the abseiling quarrier, its protrusion (figure 141) obscures what lies beyond it. 

This particular perspective shows off the uneven, undulating relief of the rock surfaces. 

Figure 143 reveals graduations in the descent to the bottom of the quarry. The bottom 

rotunda appears as the previous quarrying took place and heralds the scale of the site’s 

operations — the quarry looks well-established and operates at a significant scale. This 

evidence suggests that the quarry amounts to a massive intervention and landscape entity. 

This entity has, of course, no fixed or static form; instead, it remains subject to expansion 

commensurate with humans’ appetite for materials to appropriate for their own ends and 

the profits that result from its commodification. It is worth remembering, however, that even 

though human consumption governs the quarry’s size and extent, the finite quantity of 

limestone determines the bounds of its final form and size. Once its users exhaust the 

quarry, they can dispose of it; as a landscape entity it has a life as an active quarry that is at 

the behest of its human users, but once dormant it persists and new processes and activities 

have room to form. 
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Grängesberg 

 

Grängesbergs Malm was produced by the company to record its extraction and processing of 

iron ore, just as AB Strå Kalkbruk depicts the extraction of limestone. The title credits detail 

that the film was written and directed by Grängesbergsbolaget and that AB Sevnsk 

Kulturfilm were employed to record the film, which lasts approximately an hour. The films 

differ significantly in their use of inter-titles; Grängesbergs Malm uses many more than AB 

Strå Kalkbruk. It may just reflect different approaches by the two companies when they made 

films about their respective business activities, or it could be that, with Grängesbergs Malm, 

detailed inter-titles assume a different kind of audience. Whatever their aims, 

Grängesbergsbolaget made a film that forms a detailed record of the extraction and 

processing of iron ore. The mine at Grängesberg closed in December 1989; however, as I 

write, a company plans to re-open the mining site in order to exploit the remaining iron ore 

deposits.11   

 

  

Figure 144 [00:00:40]    Figure 145 [00:00:45] 

 

 
11 See http://www.grangesberg.com/en/corporate/history-of-grangesberg-iron-ab/ 
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Figure 146 [00:01:11]    Figure 147 [00:01:25] 

 

The film opens with several consecutive shots, interspersed with inter-titles; these establish 

the location of the iron ore plant and the plant’s layout. The initial map (figure 144) locates 

Grängesberg in relation to the main urban centres in Sweden. The action progresses to a 

smaller scale (and much more legible) map (figure 145) that shows Grängesberg’s location to 

the north west of Stockholm. As with other films I have discussed, particularly those that 

strike an educational tone, this style of opening locates the site within a broader, Swedish 

landscape context before it zooms in to emphasise Grängesberg. After the location is 

established, the film presents a plan of the iron ore mining and processing site that provides 

a cartographic impression of the plant’s major constituent landscape objects. The camera 

steadily zooms into the plant’s central area, which stands for the area of the mine itself, 

where they extract the rock (magnetite, hematite and non-metalliferous waste rock). The 

plan places the reason for the company’s enterprise at the heart of the image; it thematises at 

the outset, therefore, the material itself (iron ore) where the diagram makes pictorially 

tangible what remains buried underground. Figure 148 depicts an open area of the mine at 

the surface along with some of the buildings indicated on the preceding diagram (figure 

147). The film’s first live action shot corresponds in a recognisable way to the site’s 

diagrammatic plan (figure 147) with one of the two tall buildings standing above the 

adjacent buildings, running along the right-hand edge of the pit. 
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Figure 148 [00:01:28] 

 

The film thus shifts from cartographic, diagrammatic representation to the tangible filmic 

record of the site. The previously described site creates a familiarity for viewers before they 

travel into the site of the mine. Prior to the film’s encounter with hidden rock faces below, it 

adds to the orientation work completed by the maps. Viewers have further opportunity to 

gain familiarity with the surrounding landscape from a series of lingering panning shots. 

The plant’s tall buildings enable these shots that situate the site’s buildings in relation to one 

another and describe their purpose and so on. These views of the site, surrounding area and 

maps mean that the film’s opening five minutes familiarise viewers with the landscape’s 

configuration. The opening minutes make viewers aware, in other words, of the key entities, 

their configurations and relationship to one another. They present an exploration of the 

landscape that rests upon the layers of rock that have stimulated the configuration of the 

landscape, due to the range of interventions that humans have made in pursuit of the iron 

ore. This record details, then, not only a landscape that rests upon its supporting rock 

structures, but where those rock structures have encouraged that landscape’s constitutive 

elements into being. The unseen rock therefore generates and sustains: it forms the 

foundation of the very forms and entities whose existence it stimulates.   
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Figure 149 [00:09:24]    Figure 150 [00:15:23] 

 

The film then quickly turns its attention to the principle activity of ore extraction from the 

mine. It presents a series of diagrams that detail the layout and structure of the mine. It 

presents the network of tunnels and shafts in cross-section (figure 149). The diagram has 

various labels that name the parts and their uses. One series of labels shows the depth of the 

mining operations, helping viewers to appreciate the extent of the subterranean operation 

carved out of the rock. The image (figure 149) maps out the tunnels and shafts that contain 

people, equipment, railways, lifts and heavy machinery. This human burrowing lies encased 

within the same rock that they seek. This rock and its material composition, because it 

generates such activity, becomes a totalising force; like a momentum, which has been 

building for millions of years, it incorporates more fleeting entities just as it did previously 

with the fossils which surround them. A close up (figure 150) demonstrates the boring of 

various holes for explosives, as with the limestone in AB Strå Kalkbruk, to produce the pieces 

of rock that miners transport onwards for processing. Taking figures 149 and 150 together, 

they show the slow progress humans make when faced with a stubborn rock mass, despite 

the operations’ large scale. The diagram also prepares viewers, once again, for the live action 

footage of the activity. 
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Figure 151 [00:16:17]    Figure 152 [00:17:14] 

 

These two shots (figures 151 - 152) further emphasise the slow work of extraction and bring 

to light the rock that was illustrated diagrammatically. The light in these close-ups shows up 

the rock face’s texture, relief and creases. Rock fills the frame in these and similar images, 

they impress upon viewers the rock mass’ field of possibility. Humans cannot pass or access 

such a mass, they barely penetrate it, could hardly inhabit it. These edge to edge rock face 

shots emblematise the mass’ actuality. Humans can only manipulate the rock by attrition, 

force and friction using metal drills and explosive force. Although such lengths tell of 

human determination to obtain materials as commodities for the manufacture of other 

entities, it would be easy to miss the story about the rock as a force: a hard material mass 

and yet full of generative potential. 

  

  

Figure 153 [00:18:37]    Figure 154 [00:18:43] 
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Figure 155 [00:18:46] 1    Figure 156 [00:18:46] 2 

 

  

Figure 157 [00:18:46] 3    Figure 158 [00:18:47] 

 

  

Figure 159 [00:18:54] 1    Figure 160 [00:18:54] 2 

 



Chapter 4 – Objects 304 

 

Figure 161 [00:19:01] 

 

This image series (figures 153 - 161) depicts the aftermath of a rock blast. Figures 153 and 161 

show the modest depression that the explosives created. Pieces of rock spill out on the 

ground in front of the hollow, ready for shipping. The blast created a relatively small dent; 

its size underscores the incremental sense of progress that humans make when facing the 

permanent rock mass. After the blast, the miner uses a metal rod to prod around the blast 

site to dislodge any remaining rock fragments that loosened but did not detach (figure 154). 

Figures 155 - 157 capture the moment when the rock is released from the mass to become 

individual stones, commodities in a value chain, just as with the limestone in AB Strå 

Kalkbruk. These result from the miner’s prods in figure 154. A temporal aspect arises if I 

inspect these fragments as they fall. These images suspend the fragments’ fall and provides 

a juncture to consider what temporalities this moment invokes. What if, when humans 

extract rock, they also exhume deep time itself, and indexes of the events that took place 

therein, from a past that otherwise lies beyond their reach? Events within the rock cycle 

produced the rock mass’ particular mineral structure and constitutive materials; as such, it 

serves as a trace of the time and events that formed it. Even though the rock endures within 

a very long cycle, the rock remains also a whole entity. As humans exhume rock as time and 

index from the hidden depths, its temporal condition intersects with the film that records the 

disinterment. These rock fragments contain traces, as frozen deep time, of the events that 

occurred to bring the rock into being as humans find it. These frames record the moment of 

fragments’ (of rock-time) release from the mass of rock. But they also exist as fragments of 

time, as traces of and a record of the instant the miner released the fragments. The miner 
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summoned a primordial temporality that would (and perhaps should otherwise) remain 

inaccessible. The film constitutes, moreover, a record of suspended summonings in the same 

way that these fragments sit suspended in mid-descent. It preserves and perpetuates, 

therefore, not the summoning itself (as in a re-summoning) but the possibility that viewers 

can witness it once again. This affordance matters, of course, because the moment passes 

immediately and because of the film’s official narrative acutely frames rock as a commodity.  
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Conclusion 

 

What, then, of these primary landscape entities? Primary does not mean ‘more important’ or 

‘of greater value’ — as I have explained from the project’s outset, I assume that, 

ontologically, all matter, all entities, matter. Primary does mean, then, that some objects come 

before others. The notion that some objects precede others includes temporality and 

possibility. Some things existed before others, but the temporal preceding does not exhaust 

the whole aspect. The temporal also alludes to the various temporalities that entities enact in 

the course of being. The sea exhibits a primordial, endless restlessness; trees grow at a rate 

that humans must monitor closely in order to detect and trees respond to their biosphere’s 

rhythms; rock forms, evolves and breaks down gradually over aeons. Some entities only 

exist, moreover, because of the field of possibility that belongs to others. Rock geologically 

and symbolically enables other landscape entities to exist by providing a firm, solid basis 

upon and around which they rest. But rock exceeds a simple facilitation and sustenance of 

other entities’ existence, it also generates possibilities which other entities realise. The sea 

generates possibility not only in providing the boundaries for land, but also constant coastal 

interactions out of which ephemeral landscapes arise; recall also the possibilities for travel 

for materials and their objects. Trees generate the possibility for the existence of many 

different entities within their ecosystems, not just in terms of their physical presence but that 

they consume carbon dioxide and emit oxygen to the air and draw from and emit to the 

earth. 

These founding landscape members create the framework, fields of possibility and 

the conditions that other landscape objects find their existence with. Both in the case of 

dwelling and ways, as the preceding chapters explored, have their basis, their conditions in 

these founding, primary landscape objects that I have highlighted in this chapter. Human 

dwelling amongst the landscape is predicated upon these objects — water, trees and rock — 

that determine the conditions amongst which humans dwell. The configuration of the 

landscape humans dwell amongst, its forms and its objects with which they interact to and 

produce new entities, including manufactured objects. Ways find their shape given the 
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configurations that water, trees and rock create amongst the landscape. By forms I simply 

mean landscape objects both individual and collected together, one hill or a range of hills, 

for example, or one tree or a forest of trees. All of the films that I have discussed moreover, 

in relation to dwelling and ways, in addition to the current chapter, have all featured these 

fundamental landscape forming objects. 

 With regards to film in this chapter, it is apt that here distinctive objects have been in 

focus in which the film object has also come to the fore, revealed itself. The sunset sequence 

in Varbergs Vyer, for example, exposed the breakdown of the film strip, echoing the 

breakdown that takes place in all objects over time. But this also pointed out the film strip 

itself and its fragility which is normally hidden in the illusion of movement. Linked to that 

slowing down of the film to its composite parts that revealed its degradation, its frames, 

these also represent moments, fragments in and of time. Film’s individual fragments were 

thus thrown into relief, fragments that, like the rock mined at Sala and Grängesberg, were 

fragments of time.
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5. Conclusion 

 

Landscape as its vitality 

 

I now draw together the senses in which landscape emerges through film. As much as 

entities compose landscape, it hangs on the fact that these constituents are in motion one 

way or another. This motion denotes a vitality that inheres in landscape. Film shows up this 

vitality both in what it records of landscape’s moving constituents but in also how it 

interacts, simultaneously, with those entities it records. From dwelling to ways to specific 

objects, landscape emerges, each and every time, as the camera and its operator constitute 

landscape amongst the other entities doing the same. Essential to this conception of 

landscape, then, is that landscape is produced by its constituents’ interactions, their 

encounters, their movement, not by virtue of frozen entities grouped together and called 

landscape. That is, landscape is its entities and their interactions – landscape is, in other 

words, its vitality, and that vitality the movement and ongoing incarnation of landscape 

through entities’ interactions. 

As a dwelling act, the practice of filmmaking is not only the process that produced the 

films I consider, but evidence that legitimises the camera and operator’s role as landscape 

participants. The implications of this for dwelling are twofold. First, the emphasis upon 

different entities and their interactions – dwelling acts – provides for the recognition of non-

human entities’ irreducible role in human dwelling. The camera repeatedly showed in its 

interactions – moving amongst and recording landscape entities – that human dwelling 

takes place only in accordance with those entities that humans are amongst. This emphasis 

brings a clarity to human dwelling, because even though dwelling by definition is a 

peculiarly human concern, it comprises myriad entities. These are entities without which 

humans would not dwell amongst landscape, or even exist. 

Second, the corollary that flows from the first implication is that filmmaking, 
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understood as a dwelling activity, further modifies understandings of dwelling. Whilst I 

argue that human dwelling intractably involves humans’ fellow landscape constituents, 

where no one entity is more important than another, I went further to suggest that this also 

includes filmmaking itself. But what, then, are the implications for filmmaking and 

dwelling? It brings to the fore, most importantly, the more general point that I make 

throughout – the camera and operator are involved amongst the landscape they record. That 

is, their unique role as landscape participants also records their interactions as they unfold, 

the event of landscape’s moment to moment constitution. For dwelling, then, which sums 

up the totality of humans’ interactions with other landscape entities, filmmaking as a 

dwelling practice exemplifies the breadth and depth of what can comprise that totality. It is 

all too easy to overlook dwelling activities that extend beyond humans’ immediate existence 

and how they provide for their ongoing dwelling with the infrastructure they make to 

support it. But the films I discussed convincingly demonstrate how filmmaking is intimately 

bound up with humans’ responses to, and interactions with, the landscape they dwell 

amongst. As the camera and its operator move and interact amongst the landscape, they do 

not, then, only participate in landscape's ongoing constitution. They dwell, that is, to take 

their place alongside all the other dwelling activities that describe humans’ journey with 

their landscape fellows. It recognises filmmaking as part of the processes of dwelling and in 

so doing, brings to light the scope of possibilities that might be considered as dwelling. 

For filmmaking, its consideration as a dwelling act shows how it is similar to other 

dwelling acts. Just as the dwelling acts depicted in the film corpus show, a key aspect of 

these acts is that humans’ interactions with other landscape entities produces new entities. I 

have highlighted that the process of filming itself is not only notable as it makes the camera 

a unique landscape entity as both participant and observer as it records events. It is notable 

also that moments of recording and the filmmaking process make two new landscape 

objects: the filmstrip composed of the frames created moment to moment, then a further 

landscape object that is filmic landscape constructed out of the former object. I will not 

rehash that here, but rather wish to say that these two landscape entities correspond with 

other, totally different dwelling acts, like roadbuilding or fetching water – new entities are 
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produced, the filmstrip and the filmic landscape (the edited film itself). In this aspect, 

filmmaking can and should be understood as a dwelling practice. That film is a dwelling 

practice, moreover, means that film is intrinsically implicated with landscape: its ongoing 

formation, its effects on other landscape entities and its creation of new landscape entities. 

I propose, therefore, that film – and here I mean the medium in general and 

filmmaking together – must be understood in relation to landscape. The camera, its operator 

and both together, are not detached, observing subjects. This point is familiar, of course, 

which harks back to the geography literature discussed in the Introduction as one the 

project’s starting points, where the subject has an active role amongst landscape’s material  

constituents. Rather, then, as they – camera and operator – interact with their surrounding 

entities, they participate in landscape’s constitution, along with those other entities they are 

amongst. As much as humans, stones, bridges and grass are landscape, then, so film is also 

landscape. This runs contrary to the conceit that, in conventional filmmaking and footage, 

the camera is hidden, attention is not drawn to the film apparatus. But that is not, in itself, 

new. Experimental filmmakers and the French New Wave, for example, have set out to 

draw attention to the conceit, to remind viewers that they are watching a film, a constructed 

object, to breakdown illusions of objectivity and narrative continuity. With such work, the 

camera and accompanying film apparatus are exposed as being implicated in the moments 

they record. The difference I want to highlight here is that recognising film as landscape 

opens a new way to think about film, other than as representation, as an art form or as an 

aesthetic, political and historical object. 

I propose that this way of thinking about film contributes two aspects to film studies. 

The first contribution is that it provides another way to ask: are we really sure what film is, 

or, what it also might be, in addition to what we already know it to be? This is not so much a 

Bazinian inquiry into the ontology of the moving image to come to terms with space and 

time in relation to the film medium. It is, rather, an opportunity for reflection on what film is 

and what it could be, even for those who make and have made films concerned with 

drawing attention to film’s form. The specific questions film as landscape poses, besides the 

general challenge to re-think what film can be, and what it might be, are: what does it mean 
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for me, as a filmmaker, as a viewer, as a theoretician, that film is as much a part of its 

environment – landscape – as those others it interacts with and moves amongst; that film as 

a practice coheres with landscape in dwelling; and that films as a product have a direct 

relation to landscape as landscape objects, made of new landscape objects (a filmstrip) as 

their raw material? 

The second contribution makes sense of what landscape is in terms of its vitality, of its 

movement. The topic of vitality comprises all the foregoing aspects regarding film as 

landscape – its practice as dwelling act, the filmstrip as new landscape objects, and the film 

as a further landscape made of that new landscape object. This point exists in the movement 

that is landscape, where camera and operator participate, but also the new objects created, 

landscape’s movement, its vitality, is seen in these. Landscape has an impact, consequences 

that seep, flow out, beyond the moments in which the camera and operator were amongst 

their fellow landscape constituents. These outward flows are material traces of landscape in 

the form of those landscape objects that arise from the camera and operator’s interactions – 

the film strip in the first instance, then the film constructed from that raw material. These 

evidence an outwards material flow, a circulation of landscape objects that shows 

landscape’s dynamic, generative effects but film also serves as an example of these, it shows 

them up. The flow of such material traces raises other questions such as: what further effects 

does film as landscape have in this circulation; what new kinds of interactions occur 

between objects; what new objects result from untold different kinds of interactions; how 

should we understand landscape if its effects reverberate through objects’ specific moments 

in landscape’s ongoing coming-into-being, such as film? 

 

 

The power of objects 

 

The power of objects describes three broader points I wish to draw out that articulate further 

implications of my project. The first concerns human dependence upon objects. Not only in 

chapter 2, but in chapter 3 and 4, an underlying narrative plays out: humans are dependent 
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upon their fellow objects, to survive, and to get anything done, in fact. This fact means two 

things for humans and landscape. First, humans, in their practice, their existence as humans, 

cannot do without their fellow landscape objects. If this proposition is correct, then it leaves 

no room on the part of humans to assume mastery, transcendence or otherwise, over and in 

relation to the other objects along with which they constitute landscape. This implication 

matters, of course, because of the burden that the totalising, grand narrative of 

anthropocentrism places upon humans’ interactions with other entities. This alternative 

narrative relates to and has its roots in the approaches to landscape that lie behind the work 

of those geographers I have referred to as the point of departure for the project. 

Heidegger (1977, 3-35) also addresses, for example, a form of this anthropocentrism in 

his essay, “The Question Concerning Technology”. He highlights how there are two modes 

of revealing in relation to “nature” (1977, 14) or, I could say, their co-constituent landscape 

entities. One operates as “bringing-forth, in the sense of poiesis” (1977, 14; emphasis original) 

and that of “challenging-forth”, where the logic of modern technology reveals landscape as 

a resource from which maximal value is extracted (1977, 15-16). In the first mode, humans 

work in harmony with their surrounding entities such as the “peasant” sower, who 

cultivates “in the keeping of the forces of growth” (1977, 15) or a windmill’s sails that are 

turned by the wind (1977, 14). With modern technology, however, humans manipulate 

landscape, transforming it into different kinds of resource to generate power, mine coal for 

power or other kinds of energy. Heidegger valorises the poetic working-with of the farmer, 

or the windmill over and against exploitative methods where, “even the object disappears 

into the objectlessness of standing-reserve” (1977, 19) as ready-to-hand entities. Whilst he on 

the one hand he lifts up the humble working with landscape and on the other decries the 

exploitative frame of modern technology, anthropocentrism shows up in both approaches. 

That one mode is romantic and the other critical is neither here nor there for my point – both 

assume some kind of human comportment of mastery, domination and utility in relation to 

other landscape entities. Both modes of revealing have at their heart overriding human 

concern: how might these entities, serve, be of use to, humans? Even in his attempt, then, to 

valorise one mode of revealing over another, neither are less self-centred, human-oriented 
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than the other, even though Heidegger would like his readers to believe that to be the case. 

I propose, however, that my study of landscape provides more than just clear and 

consistent evidence that concretises a position for the equality of all objects. It provides more 

than just confirmation that humans are utterly dependent on other landscape objects for 

their dwelling, important though this is in itself. It amounts to a rallying call to action for 

those working in landscape studies, whatever their particular disciplinary perspective. For, 

if humans are utterly dependent on their fellow landscape entities as I contend, then this 

tells us that landscape – as an idea, as an analytical category, as a material actuality, as 

representation – matters much more for humans than has been acknowledged hitherto by 

landscape studies. It injects an urgency to landscape studies that, from a human perspective, 

we re-double our efforts to understand it all the more so that humans can improve how they 

interact with landscape and understand their own experiences amongst landscape. It 

demands, ethically speaking, that we question how we analyse representation of landscape 

and, equally, for artists and filmmakers, how they represent landscape. If the human centred 

representations of mastery over landscape are to be broken down, it behoves us working in 

landscape studies to provide the robust critique of that representation and its narrative. 

The second broader conclusion concerns how a focus on objects further balances 

narratives where subjects’ concerns and their relation to the world dominate. In the case of 

landscape, the thesis posits an alternative narrative that responds to the concern regarding 

landscape and the related human-centred narratives. Whilst I do not strictly adhere to an 

object-oriented ontology as such, my approach articulates an ethos wherein I tried to 

consider objects and their interactions on their own terms. There are three aspects, one from 

each of three chapters that evidence this. The first, concerning dwelling, comes in addition to 

the point I just made above relating to humans’ dependence upon other entities. It relates to 

how much dwelling is, as that which describes human comportment to landscape, a story of 

objects as much as it might be, on some readings, a story of humans’ dealings with 

landscape according to their needs and desires. A narrative that considers the entities that 

compose landscape where humans are one of those myriad constituents, whilst still noting 

the unique interactions they have and the new entities those interactions produce. This 
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approach works well with film, too, as it also provides for attempts to consider entities’ 

interactions, as in this project. As the film frame only includes a specific collection of entities 

at any time it brackets out many others. This in turn allows for viewers’ consideration of a 

specific collection of entities and their interactions, as was the case in the sequence in 

Granite, when hands, tools and stone interacted in the making of granite setts. In that case, 

we were still considering dwelling, but in an entity centred fashion rather than a human 

master in a subject-world interaction. The second aspect, in the same vein as this bracketing 

out of localised examples, concerns ways. Whether it was a motor touring holiday or a bus 

service anniversary film, the narrative again was firmly concerned with the mastery of the 

human subject, this time in terms of travel amongst the landscape by road. With example 

after example, and with the perspective of trying to consider entities on a mutually even 

footing, the volume of human concerns is turned down. The films become not so much 

about human cultures of mobility, but the interactions between bus and the road’s gradient 

and bends, about the car’s responses to the road’s camber, potholes, ruts and debris. The 

force of water’s movement amongst landscape also makes a cogent case for the range of 

different entities making ways and moving amongst the landscape by them. The third aspect 

relates to the water-trees-rock series of entities I considered. These undergirding entities 

each serve as specific and practical examples of the life that landscape has because of its 

broad and deep variety of constituents. The three entities structure and give shape to 

landscape’s forms and configurations. This decisive role provides the ground for other 

entities’ existence and the parameters within which that existence unfolds. Here again the 

approach to landscape I take allows some of the most important and formidable landscape 

entities to come to the fore. Entities that decisively determine the conditions of human 

dwelling and upon which humans are innately dependent. 

The third and final broader point relates to Levi Bryant’s call for a return to the 

material. To be clear, it is the sentiment I draw upon here – I am not referring in-depth to 

Bryant’s specific variant of object-oriented ontology. So what is the value, then? I contend 

this thesis inhabits and carries out just such a return. It returns with a focus that provides for 

a small yet varied range of landscape’s diverse constituents to be highlighted. Moreover, 
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that return operates in two senses. The first sense is the consideration of the material 

elements of landscape through film. The bracketing out of objects which allows a close, 

controlled consideration of their interactions, along with the recognition of film’s material 

participation in those interactions. Film itself becomes recognised as an equal partner in 

landscape’s processes of formation, when set in perspective as a participant and entity 

whose interactions create new objects. The second sense is in the way that film replays, sets 

in motion again, the interactions that once took place. This recovery, this motion invites 

viewers’ attention, to review (and re-view) landscape’s materials from a filmic record. This 

filmic record provides, furthermore, a means to the material, a vehicle that, in itself, flattens 

out entities captured in each image. 

 

 

Possible future research paths  

 

In the Preface, I outlined three prospective lines of inquiry, which I ultimately decided had 

to fall out of the scope of this thesis. These lines of inquiry, however, can form the basis of 

three future research tracks. The first of these would comprise a first person ethnography of 

a selection of the landscapes explored in the film corpus. That exercise will create record of 

writing and photographs for comparison with the films’ depictions of the same areas. The 

second track concerns the exciting possibility of dealing with the period in which the films 

were made, approximately 1930 – 1950. The possibility for a comparison of nations, and 

thereby nation, at that time, and how the films play into national imaginaries of landscape. 

How do the films’ articulation of landscape, as I consider it in this thesis, mean for 

conceptions of nation? The third track would devote attention to the films as archival 

materials and the archives themselves. This track would provide further grounds for the 

exploration of nation as both archives are state-funded, national archives. What does it mean 

for these archives that they house, archive landscape? But this also touches on what could be 

done in terms of making something of archive materials similar to experimental films that 

re-work archive materials into something new. In addition to these three lines of inquiry, I 
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propose that an opportunity arises to explore film as landscape, in light of my portrayal of 

film as one constituent member of the myriad others that can form landscape at any 

moment. 

Firstly, the walking of sites depicted in a selection of the films would enable the 

creation of another kind of record of landscape created amongst it. Field notes would be 

taken during the walk as well as photographs in order to record the entities, the encounters 

and interactions that take place. This record would then form the basis for comparison with 

the filmic record upon which the walk was based. This kind of walk would, in itself, be 

nothing new. It draws upon the kinds of walks and active engagement made by those 

geographers in their phenomenological and post-phenomenological approaches to 

landscape. It is also something that anthropologist Chris Tilley (2008) highlights in his 

practice as the “phenomenological walk” (2008, 269). Of his approach, Tilley says, “I take my 

own body into the landscape and allow it, rather than texts or images or diagrams, to 

mediate my encounter so that I can re-present it in a fresh way” (2008, 266; emphasis 

original). So the walking of specific sites and creation of a record might be just that or it 

could form an ethnography of particular places. This approach would not need to mandate a 

strict disciplinary method – the creation of another kind of record through first-hand 

involvement as a constituent amongst the landscape being explored. 

Once the record had been made, different routes of comparison potentially open up. 

The new record could be regarded as a human created record to be compared with a 

mechanically produced filmic record. Whilst the description of the two records is 

oversimplified, to undertake a comparison in those terms, I think, would be to focus on 

answering questions of different media, and their contrasting merits as forms of 

representation. There is another approach to this, however, that builds on this project's 

emphasis on entities and their interactions, which together constitute landscape. The 

question that this approach would ask is, simply, what does the walk and its word-image 

record show of landscape entities and their interactions as compared to that which film has 

in this study? Alongside this question is the creation of the record itself, what interactions 

took place at the time, amongst the landscape, during the new record’s moments of 
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production? That would be a question best posed and answered by the researcher doing the 

walk and participating in the record's creation. To assess the interactions and elements 

involved in the record’s creation, those moments would require special consideration. 

Moments when the walker stopped to make a note or take a photograph, assuming that the 

walker did indeed stop when either of those things occurred. What happened between 

hand, pencil, notepad, human body on haunches and the other entities they were amongst? 

Similarly, what happened between the camera, the photographer and their surrounding 

entities? And what new entities were produced in each case? 

Whatever findings these questions bring to light, they matter because they would offer 

at least two outcomes. The first indubitably invites the complication of my analysis of 

objects and the landscape they make. This might be around how entities constitute and form 

landscape by their interactions, or it could equally concern contradictory analyses of entities 

and their role amongst landscape be reconciled with those I have made from filmic records. 

The second concerns the ability of such approaches to create new, productive perspectives 

that in turn produce constructive insights on landscape. If landscape is considered in terms 

of its entities and their interactions through film in this project, then this line of inquiry 

would test out the same consideration through a word-image record – is it viable, is it 

fecund, does it really move landscape studies forward from the subject-world relation and 

beyond phenomenological and post-phenomenological approaches concerned with that 

relationship? 

The second line of inquiry would bring to bear the wider social and historical context 

in which the films were made, during approximately 1930-1950. A film-historical approach 

could provide valuable insight into specific films in the corpus, by engaging in paper-based 

archival research where ephemera pertaining to particular films are available. It could be, 

for example, that those industrial films in the corpus, whether made in-house or sponsored, 

have sufficient accompanying documentary evidence to build a picture of the context in 

which their production, distribution and exhibition took place. From there this picture could 

be connected to broader questions of landscape, for example, what relationship did these 

companies have with landscape and how did they exploit it? But that kind of approach 
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would not suit the task of considering the whole film corpus composed of different kinds of 

film – industrial, sponsored, educational and home movies – in relation to landscape, nor 

would it necessarily take forward an emphasis on the entities and their interactions that 

constitute landscape. What questions, what approach, could be most productive? 

One possible route comprises questions such as, given what we know of Scotland and 

Sweden in this period – inter-war, war, reconstruction – are there particular entities that 

play a decisive role in landscape’s formation? If yes, what are they? Do these entities feature 

significantly in the varied films in the corpus, or do others feature – what was their role 

according to the filmic record? What differences appear between the Swedish and Scottish 

contexts? Another route might analyse the governmental policy in both countries during 

this period as pertaining to land use, agriculture, infrastructure and tourism. In the light of 

those policies, what transformations in landscape does the corpus articulate? Do the films 

evidence particular entities that were likely created as a result of government policy? To 

what extent do the films display the differences between the Scottish (or UK) and Swedish 

governments’ methods and their outcomes for landscape? A third possible route could take 

up the question of nation and identity, from a broadly Imagined Communities (Benedict 

Anderson 1991) perspective or similar. If the film corpus was composed of state sponsored 

films, say for public information or education of schoolchildren, then a question such as, 

“how might the landscape’s role in these films form viewers as national citizens?”, could 

provide impetus for productive research. Whilst the present corpus’s variety of films may 

not neatly align with the foregoing question, to what extent might the corpus articulate a 

national landscape imaginary? Are there entities that not only form landscape, but also form 

viewers’ imaginations? Do the films, considered as landscape, continue to create landscape 

entities if they give rise to a landscape imaginary? And how do the variables of Scotland and 

Sweden factor into this landscape imaginary? 

The third possible line of inquiry concerns that the film corpus is derived from two 

archives. Of those I have outlined so far, this is the line of inquiry that contains the greatest 

variety of directions in which research could be taken forward. One direction would ask, 

what does it mean that landscape entities have been collected and stored in archives? Here I 
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refer to what humans often do when amongst landscape, they pick an entity up and take it 

home to place it on a windowsill, for example, or take it to a lab for experimentation or to an 

archive for conservation and posterity. Making the same assumption about objects, that does 

not discriminate between entities origins, how does conceptualising films (and film) as 

landscape change our understanding of films stored in archives? Does that, in turn, have 

implications for how film archives more generally are understood? Another possible 

direction concerns the institutional aspect that operates in two senses. The most immediate 

sense is the obvious fact that the films are housed in archives, but these are not freestanding 

archives but rather fall under the auspices of larger institutions, a national library in each 

case. So, what could this institutional relationship tell us about the films and the collections 

they come from? The stated aim – to record everyday life for future generations – of both 

archives is broadly similar, but how could landscape figure in that goal? How does that 

relationship between institutional goal and its representation play out? If film can be 

regarded as landscape, then does landscape (films as material landscape artefacts) play a 

key role in the formation of a collective memory? One other possibility concerns the idea of 

archival materials and their use to do or make something new. To be clear, this means where 

the study of the thing in itself is not the objective, but rather to lay hold of it, to know it by 

using it, and using it to do something new. I contend this is one way to describe what this 

thesis does, why time and again, I read with a landscape counterpoint in the face of the 

films’ official narratives or stated purposes. This theme relates, in fact, to the first line of 

inquiry, where the archive could inspire – in that case – walking and the creation of new 

records to compare with the films. The archive and its materials can be given new leases of 

life, new meanings, give rise to new entities. What other landscape entities could the corpus 

and the archives they come from give rise to? How can, in that respect, archives create 

landscape? Can landscape act as a vehicle to further demonstrate that just because things are 

“in” or “housed by” an archive, that archives are not divorced from or sit separate to the rest 

of material reality and those original contexts that gave rise to the objects that constitute 

them?  

 



Chapter 5 – Conclusion 320 

Final thoughts 

 

My thesis continues the work of landscape studies, searching landscape’s breadth and depth 

– both its scope an idea and its material actuality. I demonstrate that if landscape is anything 

at all, it is its constituent entities and their interactions, its vitality. This vitality shows up 

through film because film, too, is landscape: as a constituent entity of landscape, as 

filmmaking as a dwelling act, as a resultant landscape object from interactions between 

landscape entities, and as filmic landscape constructed from landscape, the raw material. 

This re-imagining of film as landscape requires a fresh assessment of what film itself, is and 

can be: the thing represented, landscape (filmic landscape), made from the thing itself, 

landscape (the film strip). Tracing the emergence of landscape through film, then, does not 

only touch the question of what landscape is, but also touches the question of what film is – 

in other words, each bears upon the ontology of the other. 
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Appendix A 

The SMDB films are listed first, followed by those from the Scottish Moving Image archive. Colour coding: green is for more relevant, yellow 
for somewhat relevant, pink is for less relevant. The greyed-out rows denote films that were not available at the time I requested them. 
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