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POST-FUTURE ESSAYISM

| arrived at the idea of post-future essayism out

of a fundamental desire for a future unlike the one
presented to us today as inevitable. It opposes, that is,
a deterministic belief that the system currently imposed
on us is the only system possible and names the effort
to show the future to be undetermined; it certifies our
predicament to be unresolved. This is not be under-
stood as a kind of disregard for the future consequenc-
es of our actions: it is, rather, a shift in focus from linear
explanatory models (where “linear” indicates a way

of conceiving time and of rationalising value) toward
historical effect and struggle.

The post- in post-future essayism doesn’t declare the
future to be cancelled. It’s a question of challenging
the structures that permit me to imagine and describe
only a specific kind of future through my work. The
essayism, meanwhile, signals a methodological ap-
proach to that problem. It’s a modest and committed, if
passionate, way of making an attempt — from essayer,
the French verb for “to try”.

It’s perhaps already obvious that this presentation isn’t
the traditional artist’s talk. | won’t be showing images
of works to discuss how they came about, or what

the intentions behind them were, or anything like that.

| seek, rather, to contribute to (or maybe intervene in)
assumptions of what applied ecological thinking is;
what it can be.



So | speculate: what are the consequences for applied
ecological thinking in a time when Danish colonial
history and relations have (finally) come to public
consciousness? And how are we to tackle the wave of
technological globalisation, driven by the cryptomania
of the extreme right, in which the imposition of a
neo-imperial, totalising, technological future is ordained
as inevitable? Can post-future essayism bring about a
less instrumental, authoritative, and formative rationality
in favour of a more incongruent, situated and affective
rhetoric — in relation to the climate crisis, for example?
And what forms and expressions can artistic practice
as research provide in response to these questions?

It’s relevant that my approach is artistic research. In
short, | understand this to be research in which artistic
practice serves a central role in the investigation’s
execution. Or research that requires an artistic process;
that can’t be conducted out without it.

In other words: cultural studies is not my field.
But nor is it art history — my approach isn’t empirical.
I’m oriented towards artistic production.

With that said, I've divided this presentation into three
parts. First, I'll situate my artistic practice and touch on
how post-future essayism articulates a distinct position
in relation to the essay film. In the longer second part
that follows, I'll introduce my postdoctoral project here
at CapE which, in the context of interdisciplinary collab-
oration with scientific research, seeks to (re)negotiate



the (historical) role of the artist figure in Arctic terrains
with colonial histories and its entanglement with
present-day ecological and social crises. In the final
part, | connect that aim to my concept of post-future
essayism and try to say something about its relevance
as a methodological reorientation and epistemological
strateqy.

1. THE ESSAY FILM

A little biography to begin. | was trained as a visual
artist in the first decade of the millennium. At this time,
following the first wave of the 1950s-1970s, the essay
film had begun to re-emerge as a promising strategy
and a reflective approach to an increasingly complex
media environment.

The essay film offered a way of relating to a reality
constituted by networks, in which new technologies
were increasingly understood as being entangled with
the human brain; subjectivity was an effect of this
entanglement (by way of the role played by technol-
ogies in shaping human perception, experience, and
interpretation of the world).

But then what always happens happened: instead of
becoming a strategy permitting some kind of liberation,
the essay film became a popular style. Or, as the artist
Hito Steyerl so appositely asked at the time: “Has the
essay as form been replaced by the essay as conform-
ism? ... Has the essay become a dominant form of
narrative in times of post-Fordist globalization?”"






Steyerl’s point was that “the essay as form” no longer
served, necessarily, to challenge the standardised

and homogeneous identities it once did.? Instead, she
suggested, the popularity of the essay film had come
to reflect post-Fordist demands for diversity, mobility,
extreme flexibility and forms of attention described by
distraction, in which the ideal subjectivity is hybrid and
agile.

But what if, others speculated, we consider the essay
film less as a genre and more as an (im)possibility? In
this instance, an (im)possibility within the conditions
of cinema itself. How, and to what extent, can the
essayistic be understood as the very desire to liberate
these conditions?®

In line with these kind of speculations, post-future
essayism positions itself as distinct in relation to the
essay film. It seeks to sustain the essay film’s historical,
critical and experimental approach to audiovisual pro-
duction while acknowledging it as a tradition originating
in the early avant-garde filmmakers of the 1920s and
1930s.

In other words: | don’t entirely agree with Hito Steyerl
and the understanding of the essay film as an obsolete
genre. For me, the issue isn’t altogether post-essayistic
forms, works and ideas - it is the post-future within the
essay, a methodology that looks beyond the post-mil-
lennium celebration of the essay film as a personal and
subjective mode of expression, beyond the essay film’s
glorification of individual auteur visions.
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Post-future essayism is grounded in a process-oriented
and collaborative ethos. What drives it is less a vision
owing something to film — an idea of the future-as-fiim,
complete and releasable — and more a kind of negoti-
ation that belongs in the editing room. Or in the street.
Post-future essayism is a way of working (against)
images that totalise what they depict: it’s a question of
treating filmmaking as an environment highly sensitive
to influence. A malleable process. It’s an exercise in
remaining open to what happens during the editing
process, without losing focus.

From the anthropological theory of ethnographic field-
work, I've drawn inspiration from Marilyn Strathern’s
idea that the decisive axis of isolation or separation

it is not space but time.* According to Strathern, “the
ethnographic moment” occurs when an observation or
lived experience (connected to fieldwork) is recreated in
the reflective and analytical space of writing. Strath-
ern’s notion of the ethnographic moment, then, is a
matter of recognising fieldwork as something that takes
place in two locations. Encounters and impressions
“out there” are active and consequent “back home,” so
to speak.

I’'ve spent quite some time considering this in the
context of flmmaking together with the artist Mia
Edelgart. In our 80-minute video essay Problems

never got solved before there was no time left (2024),
for example, we use vox pops and street interviews

to constructively interfere in our ongoing investigation
of, and continuing conversation about, the ecological
crises subsuming us today. We call our method precari-



ous film practice — a kind of flmmaking practiced with
the aim of exploring something both collectively and
durationally.

There’s a lot to unfold about my collaboration with Mia
Edelgart. It began as an exploration of the role art and
cultural production can play in a time of continuing
climate collapse, revealing both its accelerating scale
and slow violence.® But there’s also much to say about
how the momentous cycle of crises defining our time

— the invasion of Ukraine; the genocide in Gaza; re-
cord-breaking temperatures and wildfires; inflation; the
proliferation of weapons; the uncovering of historical
abuses in Kalaallit Nunaat; the accumulation of capital;
the monopolisation of power by ever-more invulnerable
rich men — has affected our working process and our
production.

A fundemantal concern is this: if it is possible to adopt
an unorthodox position on the climate crisis — one

that seeks systematic critique rather than superficial,
hyggeligt activism — how are we to ensure that it avoids
becoming abstracted and too far removed from lived
lives and sensing bodies?® How, that is, are we to
practically engage in social struggles toward “knowing
otherwise?”” What is the epistemic and ethical status of
audiovisual production at a historical moment when the
overarching risk of collapse, environmental, social and
mental, can only be prevented through extraordinary
collective effort?® How are we to move beyond the
production of instances of knowledge, of data, toward
the production of practices permitting and generating
communal knowledge? And more generally, but quite
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crucially: how are we to address the (looming) risk of
imposing and aestheticizing colonial frameworks for
imagination, for dreaming the future?®

2. THE ARTISTIC FIGURE
AND INTERDISCIPLINARITY

Here I’'m going leave the intellectual history of the
essay film and turn to my postdoctoral project at
CAPpE, which, among other things, involves fieldwork
in western Kalaallit Nunaat with the Danish marine
biologist Torkel Gissel Nielsen.

Torkel studies copepods. These are crustaceans
entirely crucial to the ecosystem in every kind marine
environment. Those thriving in Arctic waters are big
and fat. They have beautiful names such as Calanus
hyperboreus and Calanus glacialis. With his colleagues
from all over the world, Torkel has spent thirty years
both describing the seasonality and behaviour of these
creatures, how they’re affected by increasing quantities
of human-caused contaminants in the seawater, includ-
ing oil from cruise ships, mercury and microplastics —
and how rising temperatures have seen the emergence
of new copepod species altogether.

| was introduced to Torkel’s work by Janne Breinholt
Bak, also a visual artist. Together we’ve joined Torkel in
his fieldwork in Qeqgertarsuaq for three years in a row,
most recently in April of 2025. The reiterative and dura-
tional quality of Torkel’s work interested me right from
the start. Since the 1990s, he has collaborated with
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local hunters, navigated changing political agendas and
funding structures, and experienced the ways in which
specific biophysical conditions have altered. But he has
also grown older himself. | was interested in how the
amassing of scientific knowledge within a field such as
marine biology is both founded on inscrutable scientific
data while being essentially shaped by emotional,
situated and aesthetic engagements, relationships and
preferences.

I’m not merely talking about the differences between
Torkel’s scientific data and his lived experience. It isn’t
a question of the fact of there being people behind the
data, so to speak. I'm speaking about the way that, as
much his experiences have generated insights that can
only be imperfectly articulated in scientific spreadsheet,
they have nevertheless influenced scientific under-
standing in decisive ways (as evidenced by shifting
paradigms). I’'m talking about the ideas of science and
data in a Eurocentric scientific tradition, and about the
dominance of those ideas over scientific cultures that
afford greater recognition to lived experience (without
using the term “local knowledge”).”°

Before | continue, | must say a few words about the
Arctic Station.

Established by the Danish government in 1906, the
Arctic Station is an international research facility today
owned and operated by the University of Copenhagen.
A handful of red wooden houses with white windows
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furnished with Danish design classics, the station is
found just outside Qeqgertarsuaq, a town of some 800
inhabitants on the island of the same name in what is
known as Disko Bay.

| visited the station for the first time in 2017 with a
colleague, the artist Tinne Zenner. At the time, | was
interested in DTU’s geomagnetic observatory — an old,
green building in the shape of a compass, oriented
towards the four corners of the world. It was founded
in 1926 by my great-grandfather, Dan la Cour, then
the director of the Danish Meteorological Institute. At
that time, Kalaallit Nunaat (“the land of the Kalaallit”)
was a territory under Danish rule, considered by the
Danes to be the property of Denmark' - or, rather, a
country under Denmark’s protection, as the Danes told
themselves, a projection of the Danish self-image.'

| only know my great-grandfather from my mother’s
stories. But even so, a clear picture of a dedicated geo-
physicist emerges, a member of the enlightened elite, a
man with a passionate belief in science. Dan la Cour’s
passion was also shaped by a view of history typical

of his time — a linear and eternal progression with

an implicit understanding of the Inuit as a backward
people in need of a helping hand.

| tell this to show my personal links to the story |

am trying to tell. It is a kind of meta-story about the
relationship between Danish colonial and scientific
history. From 2025, the Arctic Station appears as a
kind of haunting presence from the past. Or as a kind
of threshold for speculation. What do the red and
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white buildings tell us about the social relations formed
through research? What do they tell us about the
fundamentally relational nature of aesthetic qualities?

Arriving at the Arctic Station, one of the first things
you're told is that it was built on a site previously used
by angakkut — shamans with the ability to communicate
with the spirit world. Thus, the place is also called
Angakussarfik — “where there is haunting”. In itself, this
is an invitation to speculate and dwell on the place’s
stories; how they convey its meaning.

Before lingering on this any further, more context to the
postdoctoral project is necessary. This context relates
to the ways in which interdisciplinarity and collabora-
tion have today become mandatory in (critical) Arctic
studies, and the ways in which artists and researchers
from the humanities and social sciences are increas-
ingly involved in projects and research consortia led by
natural science faculties. But if the aim is to guarantee
the social legitimacy and societal relevance of scien-
tific research contributions from the artists and the
humanities, the contributions of artistic researchers are
often reduced and instrumentalised for the purposes of
illustration and communication — work conducted after
the scientific “finding”, so to speak.

This isn’t unequivocally a bad thing. If scientific

data is to inform public debates and reach political
decision-makers, science communication is crucial.
And, clearly, art has a role to play here; the problem lies
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(rather) in art’s more subtle function as a legitimising
force and its capacity to aestheticize and exceptionalize
scientific activity.

What | seek, therefore, is a more integrated approach
to interdisciplinarity. I'm pursuing a renegotiation of
the Eurocentric scholarly tradition’s idealisation of
representation; through that, | seek a renegotiation of
my own role in the production of the Arctic.

Here, and with the enduring myth of the archetypal
artist’s seductive power in mind, | assume a general
historical overlap between colonial history, geopolitics
and colonial image-making practices. The Arctic has
long been used and imagined by outsiders as “a place
where the past, present and future of the planet’s
environmental and geopolitical systems unfold”.!® In the
current context of climate crisis, artists are expected
to create narratives and images that can prompt
(future) action. This applies, not least, to critical studies
and post-humanist efforts to challenge the various
contributions linear anthropocentric narratives made to
the colonisation of the Arctic in the first place.* But the
assumption that one can create images capable of ef-
fecting change often carries with it notions of the artist
figure that can be difficult to navigate. In other words,
my interest in a more radical production of interdisci-
plinary practice is an expression of my own experience
of the discomfort arising from the inadequate language
that the traditional artist figure has at its disposal, as
my friend and colleague Anne Mette Schultz has put it.
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With that said, I'd like to dwell on a specific event that
occurred during my stay at the Arctic Station this April.
Several of the natural science researchers had given
presentations on previous evenings; one evening | did
the same. | wanted to talk about some of the things

| also discuss here and to take the opportunity to
possibly develop some collaboration.

A cross-disciplinary and cross-generational discussion
about collaborations between art and science and

the importance of context unfolded afterwards. While
it proved both interesting and insightful, a relatively
stereotypical distinction was also quickly established
between the production of scientific knowledge and
art as something “other”. One person, for example,
expressed the view that, fundamentally, the role of art
was to speak on its own behalf, to be “magical”, and
not necessarily to explain things — to do the opposite
of what science does, speaking so concretely that no
one could misunderstand it. Another, older, researcher
went on to express the necessity for a clear distinction
between art and science in order to avoid the risk

of researchers becoming “howling wolves” — which

| understood as the risk of researchers expressing
beliefs freighted with emotion, lacking in credibility
and thus risking themselves not being taken seriously.
This prompted one of the younger researchers, on the
other hand, to convey a different, emotional sense of
powerlessness and frustration. She felt that her work
seemed to be inconsequent in a time of acute climate
crisis.”®
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After all this, | was left with a feeling of doubt. Not
because | necessarily disagreed with anything that
was said. But any sense of “lived interdisciplinarity”
seemed, however, a long way away;'¢ it seemed far
from any cooperative labour capable of tackling the
very real risk that, through our work and the ways we
talk about it, we perpetuate colonial frameworks of
representation and description.

Here, I’d like to say a few words about the term
“collaboration” and the unequal relationship between
the arts and the natural sciences. | recently spoke to a
philosopher who aptly remarked: “Researchers never
knock on the door of the philosophy department and
ask: ‘Why don’t we do some interdisciplinary research,
led by what you’re into at the moment?’ Somehow, you
always end up being a kind of maid.”"” With regard to
the word “collaboration”, then, a key question is how
we are to address this asymmetrical relationship — the
form of inequality embedded in ideas about interdisci-
plinarity.

What is at stake in interdisciplinarity?

How is interdisciplinarity to be understood?

And what is at stake in image production related to it?
In neoliberal discourse, interdisciplinarity is often
presented as something historically new and useful,
capable of generating innovation and new knowledge.

It’s a means to break down barriers between disci-
plines, to generate greater interaction between science
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and society. In this sense, interdisciplinarity serves

as an image of how disciplines are dissolving and
cultural autonomy in research set aside in favour of an
economic rationale. But, as many have pointed out,
interdisciplinarity is neither the opposite of single-disci-
pline work, necessarily, nor the dissolving of such work.
Indeed, perhaps it serves to reinforce it.'® Without the
recognition of a discipline, there’s nothing to “interact”
with, if you like. The professional art world and its
institutions function as my ticket to the interdisciplinary
space — but this also means that my contribution is
often valued according to traditional criteria in the art
world rather than any methodological or epistemo-
logical potential. In this sense, there’s a risk that the
integration of fields offers the appearance of success
precisely because one avoids discussion of the political
and politicised differences and (in)equalities that
characterise knowledge formation — both at the micro
and macro levels."®

A risk of interdisciplinarity for its own sake?

Back at the Arctic Station, | woke up the morning after
my presentation doubting myself, doubting my project.
What kind of interdisciplinarity, what kind of collabora-
tion, was | even thinking of?

Before too long, paradoxically enough, | also noticed
a kind of energy in that feeling. A species of energy
that my friend Jundan Jasmine Zhang later helped me
identify as a tension between my own curiosity about

21



the world and the question of whether anything relevant
to others would result from this curiosity. But a tension,
too, that has related to how the Arctic has historically
been portrayed by artists in the service of science.
Responding to the question of relevance (of critical

and more radical interdisciplinarity) thus requires not
only a critical approach to notions of interdisciplinarity,
but considerations of how they are embedded in
understandings of the Arctic. And understandings of
fieldwork: as has been pointed out by others, these un-
derstandings are prone to be characterised by specific
ideas about the relationship between the centre and
the periphery, serving to “link scientific discovery with
the territorial expansion of the empire” by way of the
field station.2°

In the context of the Arctic as a hotspot for climate
change and (neo)imperial expansion, | speculate, in
other words: What is my role in the reproduction of the
art system and its relationship to knowledge produc-
tion? How are we to collaborate in ways that do not
entrench what already exists? That do not serve to con-
firm the desire of science to communicate results while
simultaneously remaining “unaffected” — no “howling
wolves”? That do not serve to confirm the essentialisa-
tion of local perspectives (colonial anthropology)?

Or, more simply: through which forms and expres-
sions, can research results be presented, rather than
represented, in an interesting way?

What makes something interesting??’
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There are many valuable examples of the effects of
interdisciplinary processes, and of artistic practices
in which the context of knowledge-culture, material
properties and social exchange play a central role.

But a critical question remains in how interdisciplinarity
can be understood less as a thing and more as a field
of difference, of ambiguity.??2 Could the relevance of
interdisciplinary collaboration lie, rather than in any
good example it might set, in its offer of ongoing open-
ness? An openness that does not necessarily accord
with a paradigm of growth-oriented innovation or a
neoliberal concept of accountability, but leads, rather,
to something more subtle and less sharply delineated?

Can interdisciplinarity be understood as a kind of
politics of convergence, in which disciplinary traditions
and ideologies around publicity and communication are
themselves (re)negotiated?

Can interdisciplinarity be understood as the production
of practices for an indeterminate future?

Can interdisciplinarity be understood as a kind of
post-future essayism?
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3. POST-FUTURE-ESSAYISM
AS EPISTEMOLOGICAL STRATEGY

Here, in the third and final part of this presentation, I’ll
simply try to summarise a few points.

In “The Essay as Form” (1958), Adorno writes that “the
essay is what it was from the beginning, the critical
form [...] it is critique of ideology”.?® It is, however,
precisely with reference to Adorno that Hito Steyerl, as
I’ve already mentioned, pointed to the essay’s turn to a
conformist style in the early years of this century. More
specifically, in relation to documentary film, Kodwo
Eshun of the Otolith Group collective has characterised
the essayistic in filmmaking as a way of practicing
dissatisfaction, as “discontent with the duties of an
image and the obligations of a sound”.?* The essay film
is a form and expression of dissatisfaction with the
presumed authority of the documentary genre and its
morally self-righteous pursuit of truth.

It is thus in continuation of the intellectual history of the
essay film, but in a contemporary media reality defined
by the ubiquity of Al and network-based systems and
a fundamental alteration in image production, that
post-future essayism seeks to resist contributing to
forming the future according to any predefined catego-
ry — including generic/predetermined representations
of categories such as icebergs, “the Arctic”, or even
“nature”.

How can data (image representation) be remediated in
a way permitting technical, emotional and institutional
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aspects to more deeply influence image production

— even with a delay? How can sensory experience,
acquired expertise and specific mediation technologies
be weighted in order to challenge standardised notions
of knowledge production (representation, data) as the
accumulation of homogeneous identities?

Torkel Gissel Nielsen’s recurring work in Qeqgertarsuaq
confronts me with such questions. More specifically,

it confronts me with the value of long-term continuity
in scientific monitoring as opposed to the “more-than-
linear” as artistic practice.

| think about what happens to Torkel’s 30-year record
of copepod data when it is mapped onto a lived life,
and what happens to the span of a lifetime when
measured against irreversible climate collapse. | think
about the political tension between the possibility of
the more-than-linear as an artistic method and the slow
violence of climate collapse. Or is there another way to
talk about life as simultaneously defined by continuity
and the proliferation of discontinuity rather than as
opposing ways of thinking about temporality? A way to
speak of a kind of integrative temporality (and not as
contradictory ways of thinking about temporality)?

At stake is an understanding of value as an index

of continuity, independent of the telos of research

as a naturally progressive process; of continuity as
something other than linearity. And perhaps such an
understanding is simply made possible by distinguish-
ing between scientific monitoring as an idea and as

a practice. Does scientific monitoring also manifest

25



26



an internationalist and collaborative spirit capable

of exerting a form of resistance in an era of funding
structures driven by capital and neo-imperial geopoliti-
cal tendencies?

And, similarly, with regard to the so-called “research
turn” in contemporary art of recent decades, while
knowledge production has become a central compe-
tency in both the making and understanding of art,
does the recognition of “idiosyncratic thinkers who
feel their way through the world” (as the theorist Claire
Bishop has put it) also constitute a recognition of art’s
active epistemic function??®

Indeed, in an artistic and methodologically reflective
research project conducted between 2012 and 2022,
the visual artist and curator Marie de Brugerolle has
theorised the anecdote as a way of situating, narrating
and explaining something both conscious and uncon-
sciously — an intimate mode of argumentation.?® Doing
so, she offers a kind of not unambiguously academic
theorisation challenging the argument-based world and
rationales of research.

Similarly, | propose that post-future essayism should
take intuition, association, and the anecdotal seriously
as ways of generating or recoding concepts and
discourses — and the challenge inherent in formalising
these concepts and discourses. But also the challenge
inherent in formalizing these concepts and discourses.

| specifically speculate on the film still as a threshold for
(re)negotiating the timeline as image. Can the still image
be understood as a data point without closing itself off
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as an image — can the volatile nature of the anecdote
enact a form of resistance? Can film practice as a
monitoring practice challenge the production of future
scenarios based on advanced computational models
integrating data? Future scenarios, that is, designed
to maximize GDP growth under climate pressures in
a time when green transition and data integration are
corrupted by the status quo.?”

Post-future essayism is a mode of working with a
material and its material connections. A prioritisation
of aesthetic experience in the production of structural
critique. | invented the term because | needed it. |
needed something | could use to rethink and break
with the way | have learned to understand the future as
a matter of transformation — the way | was trained to
understand how images change “us”. As we know all
too well, “enlightenment” isn’t enough. The system of
logical argumentation, transparency and (democratic)
communication of scientific results does not serve to
galvanise any will to change, let alone change itself.?

Post-future essayism is an interdisciplinary research
methodology — insofar as the collection, circulation,
presentation and production of knowledge are
compounded. And specifically, as | have already made
clear, | am particularly interested in flmmaking in this
context. In my practice and collaborations, | explore
how filmmaking can function both as an inclusive and
practice-generating tool and a framework for reflecting
on knowledge and being and relating in the world with
others (and other).
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Through, for example, live-edited audiovisual montages
— video works that are created as they are composed
live. Live-edited documents of dialogue.

| am thinking of various forms of conversation-based
processes in which academic, anecdotal and personal
memories can coexist. And more specifically, again,
on my collaboration with Mia Edelgart and on how

our video works — yes, we could call them “conver-
sation-programmes” — as well as being recorded and
edited live, “take place” across physical locations
and/or archives, and between people with different
vocations. But live editing as a method is also a self-re-
flective tool, allowing us to explore the language we
use to communicate with one another, and to consider
the significance of a specific location as a place from
which knowledge may be derived.

My postdoctoral project, founded precisely on the
assumption that a “place” always extends beyond itself
(biophysically, socially and structurally), is in that regard
driven by a post-future essayistic hope of finding in art
the capacity to formulate how the presentation of an
image (of the Arctic, say) also produces what the image
represents (the Arctic).

In relation to the question of what applied ecological
thinking is and can be, the project seeks to construc-
tively alienate us from the way in which the reality of the
climate crisis is communicated and understood as nat-
ural, both scientifically and aesthetically. The effect may
be a more disjointed rhetoric. But a critical perspective
on the rhetorical and aesthetic frameworks through
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which the climate crisis is framed needs to protect the
messy, contradictory relationships involved — especially
when they clash. Ultimately, the desire is to reorient the
idealisation of representation — especially in relation to
embedded political notions of “nature”, “culture”, “self”
and “other’- towards an understanding of mediation as
a process or environment never foreclosed. Post-fu-
ture essayism seeks to break with the “harmony” of
mediation in the conventional sense by mobilising a
shift in focus from the visions of individual auteurs

to the effect of collaborative processes. But without
claiming any idealized distribution.?® This is central. And
thus, post-future essayism is not a tool for escaping
authorship. In live editing, both the essayist and the
artist embody the productive subject, ideologically and
practically.

Can post-future essayism as epistemological strategy
be a kind of editorial authorship?

Without knowing exactly where the marine biologists
might sit at the editorial table, or the roles they might
play, | like the idea of editorial authorship. And so, at
this point, three months into my postdoctoral project,
I’ve gone as far as to change the title.

What was Scenes of Fieldwork: Negotiated Imagination
and Interdisciplinary Collaboration is now Scenes of
Fieldwork: Towards Forms and Expression of Editorial
Authorship.

How can the axis of time be mobilised as a space
permitting collective reflection and structural critique?
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Or, more practically, how are we to construct timelines
on the basis of the degree of ungovernable disorder
arising from multivocal and less (solo-)author-oriented
editing processes and modes of (re)negotiation?
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