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The SPECTRAL project brought together 
six artist-run analogue film labs that col-
laborated around the theme of expanded 
cinema between 2022 and 2025. They 
organised performances, exhibitions, 
residencies, tours and workshops, and 
revitalised old machinery and forgotten 
traditions while developing new devic-
es. In this context, the word ‘spectral’ 
has two meanings: on the one hand, it 
refers to the light spectrum and how the 
human perceptual system divides it into 
separate hue bands; on the other hand, 
it is an acronym that stands for Spatial, 
Performative & Expanded Cinematics 
– Transnational Research at Artist-Run 
Labs. This dual meaning encapsulates 
the conceptual breadth and practical 
identity of the initiative, capturing the 
complexity of what expanded cinema 
can represent within the artist-run lab 
community. The project was initiated by 
the following six labs: Baltic Analog Lab 
(Riga, Latvia), Crater-Lab (Barcelona, 
Spain), WORM Filmwerkplaats (Rot-
terdam, the Netherlands), Laia – Torre 
(Porto, Portugal), LaborBerlin (Berlin, 
Germany), and Mire (Nantes, France).

Just as the visible light spectrum is sep-
arated into di!erent colour bands, each 
lab has independently focused on diverse 
topics, establishing its unique interests 
within the project. In the same way, this 
publication does not aim to summarise 
everything produced, created or accom-
plished over the past four years, but in-
stead o!ers a fragment and a context for 
our activities. Readers are invited to try 
to reconstruct the light from which we all 
stem, bearing in mind that, in analogue 
film, an image exists only if that initial 
light is filtered, modified or manipulated 
in some way. Those who feel daunted by 
this seemingly Promethean-Sisyphean 
task can find great assistance in consult-
ing the SPECTRAL website, which con-
tains details of most activities developed 
within the project.1

This publication contains six texts that 
showcase a variety of writing styles, 
forms and topics. Each reflects on some 
of the core ideas, processes and discus-
sions developed by the labs involved in 
the SPECTRAL project.

In May 2023, the fifth edition of the Pro-
cess festival, organised by Baltic Analog 
Lab, featured two nights of expanded 
cinema performances by international 
artists. Participating artists and cura-
tors joined a public panel to discuss this 
broad and multifaceted practice—its 
definitions, approaches and specificities. 
Their contribution to this publication is 
a transcript of that discussion.

Another approach to these matters is 
to return to the origins of the medium 
and to the raw elements that shape our 
perception. Building on primordial 
image-making processes, Laia – Torre 
explores analogue filmmaking devic-
es not just as technical instruments, 
but as mediums that channel light into 
altered dimensions of reality, as acts 
of evocation. During SPECTRAL, they 
developed a series of artistic residencies 
under the theme of Primal Light. In this 
publication, they reflect on the interplay 
of images and light in dialogue with the 
natural world, tracing a visual journey 
from creation to exhibition that extends 
beyond the walls of the cinema.

While Laia – Torre’s poetic approach 
evokes the elemental origins of film, 
Crater-Lab shifts the focus towards 
questions of immersion and technology. 
Its contribution is an expanded essay 
featuring quotes, hyperlinks and QR 
codes that reflect on the Lab’s involve-
ment in the SPECTRAL project. The 
text explores their engagement with 
immersivity and 360° photomechanical 
analogue devices in expanded cinema, 
historically contextualising their work. 
It also looks at how these ideas have 

been taken up by contemporary artists 
and highlights key works that bridge the 
gap between artistic practice and techni-
cal experimentation.

Adopting a more hands-on approach, 
WORM Filmwerkplaats addressed the 
technical limitations faced by contempo-
rary analogue practitioners. The digital 
shift in the cinema industry has left the 
production of prints for small-format 
projection, such as 16mm, underserved 
by existing technology. The WORM 
Filmwerkplaats’s research into device 
prototypes emphasised the creation of 
various DIY solutions to encourage art-
ists worldwide to build their own 16mm 
film contact printers. The outcome is 
presented in the form of an IKEA-style 
manual, with all parts shown in clearly 
arranged line drawings, making assem-
bly e!ortless.

In 2023, LaborBerlin further explored 
questions of preservation and transmis-
sion by collaborating with the European 
Media Art Festival in Osnabrück, Germa-
ny, to create a series dedicated to restag-
ing historical works of expanded cinema 
under the title Unburdened Recollections. 
The project analysed how archival prac-
tices might preserve the live, performa-
tive nature of expanded cinema. The aim 
was to develop methods for a living ar-
chive that could capture the experiential 
and spatial aspects of these works rather 
than reducing them to static historical 
artefacts. A series of essays reflects on 
the process of researching and recreating 
three historic pieces, o!ering insights 
into both the challenges and discoveries 
encountered along the way.

Finally, in expanding the cinematic 
experience beyond traditional spaces, 
MIRE explored the idea of taking images 
and sounds out into the open. The theme 
of wandering guided their entire jour-
ney. Their contribution to the project is 

a kind of souvenir from this journey: a 
logbook-like object that preserves mem-
ories and reflects a particular perspec-
tive and philosophy.

Taken together, these contributions do 
not provide an absolute definition of ex-
panded cinema, but rather seek to trace 
some of the directions it might take 
when shaped by the distinct identities, 
questions and motivations of artist-run 
analogue film labs. While each text 
emerges from a particular context, they 
are all linked by shared concerns: the 
relationship between light and matter, 
the politics of tools and access, the role 
of preservation and technology, and the 
desire to think of cinema as an embod-
ied, spatial and collective experience. 
Throughout the project, expanded cine-
ma has proven to be a constantly evolv-
ing field of possibility that is simultane-
ously technical and poetic, archival and 
speculative, local and transnational. This 
diversity is reflected not only in the wide 
range of activities undertaken by the six 
participating labs, but also in the variety 
of approaches found in these pages.

Like the spectrum to which it alludes, 
SPECTRAL resists easy circumscrip-
tion. Its edges are blurred, its meanings 
are shifting and its light is scattered 
through the various practices it has 
helped define and sustain. What remains 
is not a fixed legacy, but rather a series 
of technical, aesthetic and a!ective 
resonances that will hopefully continue 
to echo beyond the project’s completion. 
In this sense, this publication is both a 
culmination and a departure point: a 
moment of reflection that brings togeth-
er disparate threads before letting them 
unravel—or unspool—again towards 
future projects and cinematic forms yet 
to be imagined.

 

1 https://www.spectral-cinematics.eu/.
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HANDING OVER 
HORROR FILM 

by Luisa Greenfield

In a darkened room, the retina of the eye 
focuses on areas of light to make viewing 
possible. Composed of multiple photo-
receptors that distinguish between day 
and night vision, the cones of the eye are 
particularly sensitive to the colours red, 
green and blue, which are known as the 
additive primaries of light. The varia-
ble di!erence of receptivity in each eye 
and mind means that every person will 
understand the shadow play of colours 
during a projection event in their own 
distinct way.

In a darkened room in Osnabrück, where 
people have gathered to see a restaging 
of Malcolm Le Grice’s 1971 “film shadow 
performance”22 Horror Film 1, rhyth-
mic sounds of breathing and the steady 
clicking hum of three 16mm projectors 
fill the space. A woman in black pants 
and a close-fitting white shirt is standing 
in front of the light source, facing the 
screen close enough to touch it. Projec-
tors positioned at the back of the room 
illuminate three separate film loops 
containing shifting bands of colour that 
cast a larger frame in the centre, while 
projectors on either side are angled so as 
to superimpose a frame within a frame, 
bathing the white screen and the female 
figure in alternating, overlapping grada-
tions of colour. With her eyes fixed on 
the screen as if under a spell, her arms 

and hands hold slowly transitioning 
gestures that, in Le Grice’s words, “delin-
eate the screen size and shape at various 
points in the space between the screen 
and the three projectors,”23 making ref-
erence to the parameters of the screen, 
its possibilities, and its limits. Over the 
course of twenty-four minutes, she takes 
a few measured steps backwards before 
pausing and changing gesture, stead-
ily reducing the distance to the three 
projectors until her torso eventually 
blocks the centre projector lens and her 
hands move directly in front of the left 
and right lenses. The focus of attention 
gradually shifts from the figure to the 
colour dynamics of the silhouette and 
its mercurial shadows that in the end 
dominate the screen until, “by instinct 
of timing but relatively un-hurried,” 24 
the projectors are switched o! giving 
way to applause.

Cinzia Nistico was invited to curate and 
help realise this iteration of Horror Film 1  
and she asked Betija Zvejniece to  
perform it. Both are film artists in their 
own right, and their careful attention to 
detail included direct conversations with 
Malcolm Le Grice, which resulted in a sin-
gular expanded cinema event, a restaging 
that even in its documentation resonates 
well beyond its limits. Perhaps this has 
something to do with the straightforward 
structure of a piece that, according to Le 
Grice, “attempted to make use only of the 
simple components readily visible within 
the projection event itself, working with 
simple loops of changing colour, direct-

 

22 https://www.malcolmlegrice.com/1970s.
23 Malcolm Le Grice, Experimental Cinema in the Digital Age (London: BFI Publishing, 2001), 319.
24 Malcolm Le Grice’s Horror Film 1 performance instructions from April 2022 in “‘Moving beyond Malcolm’ 

– annotations on Horror Film 1,” (Teaching and Learning Cinema, April 2022), 6. https://bit.ly/3xlQ6mf.

Fig.10 Betija Zvejniece performing Horror Film 1 at EMAF, April 2024, Osnabrück  © Angela von Brill
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ly-cast shadows and moving projectors.”25 
As well as the figure of the performer, a 
catalyst who activates the ritual through 
movement, gesture, and audible breath-
ing throughout.

Le Grice had always performed the piece 
with a recorded loop of his own deep 
breathing, which invariably serves as 
a kind of score for the pacing of move-
ments. In his indications for enacting the 
piece, he wrote, “The action begins touch-
ing the screen and—passing through the 
space of the audience—it ends at the 
projectors. The actions are timed to an 
audio tape of breathing. Though impro-
vised in detail to fit the particular time 
and place, the action follows a consistent 
pattern that has changed little since the 
first performance.”26

REMEMBER… THE PERFORMER IS 
ALWAYS FREE TO MODIFY, INVENT 
AND IMPROVISE WITHIN THE SHAD-
OW PLAY PERFORMANCE.27 Taking 
to heart Le Grice’s recent performance 
instructions for Horror Film 1, with the 
last line emphasised in all caps, Betija 
Zvejniece has performed the piece three 
times to date, and each time she has 
tried a di!erent method for amplifying 
the breath. The first performance was 
curated by Cinzia Nistico and took place 
at the WORM film lab in Rotterdam dur-
ing the Back to the Future festival. Dur-
ing the performance, Cinzia breathed 
live into a microphone while Betija 
performed the movements. The sec-
ond time, movement was performed by 

Betija who used a recording of her own 
breathing at Club Solo in Breda, Neth-
erlands. The third performance took 
place at EMAF and they both opted to 
use a headset microphone so that Betija’s 
breathing and actions could be more 
closely integrated into the piece as a 
whole. Cinzia pointed out that, “Malcolm 
liked the idea of reenactment because 
you make the work alive again. He said, 
‘If I would have had that [headset] tech-
nology in my own time, I would probably 
have used it.’”28 Since there are no fixed 
gestures or choreography to the move-
ments, the breath is a way to measure 
time in the piece and this method allows 
for a slippage in the synchrony of breath 
and movements. Cinzia observed, “When 
the performer is breathing live, there is 
nothing to restrain their movements, 
they can really focus on seeing the e!ect 
they are creating and not be distracted 
by some other structure imposed onto 
what they are doing on stage.”29

Although in the early days Le Grice 
often performed Horror Film 1 naked, 
he later said, “I fairly quickly came to 
the conclusion that there wasn’t any 
particularly good reason to do it with 
no clothes on. […] Certainly in the 60s 
and early 70s people couldn’t wait to get 
their clothes o!.”30 Cinzia and Betija 
agreed that it was not only unnecessary, 
but could also detract from the intention 
and materials of the piece.

Le Grice identified the duration of 
Horror Film 1 as “14 min. (approx.),” 

 

25 Malcolm Le Grice, “Material, Materiality, Materialism,” in Cinema News, 1978.
26 https://www.malcolmlegrice.com/1970s.
27 Malcolm Le Grice’s Horror Film 1 performance instructions from April 2022 in “‘Moving beyond Malcolm’ 

– annotations on Horror Film 1,” (Teaching and Learning Cinema, April 2022), 6. https://bit.ly/3xlQ6mf.
28 Transcribed from an online conversation with Cinzia Nistico, Betija Zvejniece and Luisa Greenfield on  

May 5, 2025.
29 Ibid.
30 Malcolm Le Grice in conversation with Louise Curham and Lucas Michael Ihlein, “Reaching Through to 

the Object: Reenacting Malcolm Le Grice’s Horror Film 1,” in Performance Matters, Vol. 1, No.1-2 Archiving 
Performance (2015), 32. https://performancematters-thejournal.com/index.php/pm/article/view/14.

Fig.11 Malcolm Le Grice, Horror Film 1 sketch
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Fig.12 Malcolm Le Grice with Horror Film 1 colour loops, 2013  © Louise Curham and Lucas Ihlein
Fig.13 Horror Film 1 colour loops, 2013  © Louise Curham and Lucas Ihlein

whereas the EMAF reenactment ran for 
twenty-four minutes. Betija indicated 
that “Malcolm Le Grice did everything 
himself in the pieces including turning 
on and o! the projectors. In the first 
performance I didn’t really connect with 
the sound. Breathing can give peace or a 
rhythm to the movements and that was 
what I was trying to do.”31 She indicated 
that it was easier to perform when the 
breathing was pre-recorded, because 
changes in the speed of her breathing 
were known and could be rehearsed, and 
her breath directed the movements. At 
EMAF, she needed to breathe through 
her mouth, amplified live throughout 
the performance, which was why the 
piece lasted longer. “At a certain point, 
I started to feel dizzy because it is very 
hard to breathe for twenty minutes loud-
ly so that it is audible and so I started to 
do everything slower and that made it a 
bit longer. But the feeling was that the 
rhythm, gestures, and breathing are one 
thing.”32 The performer’s body retracts 
towards the source of light in a sort 
of reverse zoom motion, blurring the 
silhouette while expanding the shad-
ows cast on the screen, and relating the 
body’s mechanism to that of the projec-
tor through movement and sound. 

A person enacting Horror Film 1 oc-
cupies a unique vantage point as both 
performer and observer, and together 
with the audience they become mesmer-
ised by it. According to Betija, the act 
of walking backwards, of generating the 
image while watching it, and fixating 

on the flow of shadows in the shifting 
colour dynamics creates a hypnotic 
state. For the audience, it seemed as if 
she materialised from within the screen 
as she moved away from it. Cinzia com-
mented that during the performance, “I 
lost the sense of time because it has this 
hypnotic e!ect. I really had a sense that 
she was coming out of the film itself. As 
if someone who was in the film is emerg-
ing from it.”33 

The title Horror Film comes from a 
series of film-performances Le Grice 
created between 1971 and 1972 that make 
passing reference to film genres (Love 
Story 1, 2 and 3; and Horror Film 1 and 2).  
They are inextricably linked since, as 
Le Grice notes, “Love Story 1 has only 
been performed once, was exploratory 
and improvised, the most successful 
elements being incorporated into Horror 
Film 1.”34 The three film loops with a 
changing spectrum colour used in Hor-
ror Film 1 were cut directly from a print 
of Love Story 1, and these were also used 
for the EMAF restating. 

However, Malcolm Le Grice was no pur-
ist. Regarding reenactment of his piece, 
he heartily encouraged its reworking: 
“My work is part of a public discourse 
really. I am not precious about it, if 
somebody wants to preserve it and work 
on it or be influenced by it or modify it, 
change it.”35 During the three screenings 
described here, red, blue, and yellow fil-
ters were taped over the projector’s lens-
es to saturate the colours, since the print 

 

31 Transcribed from an online conversation with Cinzia Nistico, Betija Zvejniece and Luisa Greenfield  
on May 5, 2025.

32 Ibid.
33 Ibid.
34 Malcom Le Grice, “Real TIME/SPACE,” in Art and Artists, (December 1972). https://www.luxonline.org.uk/

articles/real_time_space(1).html.
35 Malcolm Le Grice’s Horror Film 1 performance instructions from April 2022 in “‘Moving beyond Malcolm’ 

– annotations on Horror Film 1,” (Teaching and Learning Cinema, April 2022), 4. https://bit.ly/3xlQ6mf.
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copy extracted from Love Story 1 was not 
in great condition. Cinzia elaborates:  
“I told Malcolm that we used the loops 
plus filters for the first performance, and 
he was totally fine with this. He said that 
when he was performing Horror Film 1,  
he was always carrying filters in his 
pockets so that, in case one of the loops 
would break, he could still carry on 
performing using filters. So it was in line 
with what he would have done.”36

In the mid-1960s, although Malcolm Le 
Grice and other members of the London 
Filmmakers’ Co-op were developing and  
printing their films in his garage “on 
equipment he built himself out of drain-
pipe and lumber,”37 in that era he also 
learned how to programme computers. 
At the 2024 EMAF panel on histori-
cal reenactments in the Unburdened 
Recollections series, Malcolm Le Grice 
was asked whether digital and other 
technologies could replace 16mm film 
loops when reenacting Horror Film 1. 
He stated that he was a forerunner in 
exploring di!erent technologies, well 
ahead of many other people working in 
film and video. Not at all concerned with 
authenticity, which he considered to be 
the domain of consumerist art markets, 
he said: “For me, the real concern is the 
experience of the spectator.”38 Regarding 
her work with Horror Film 1, Cinzia also 
pointed out: “He was not a purist. Even 
when we had problems with the loops, he 
said: ‘Why don’t you do it digitally?’”39

However, during the EMAF panel, film 
archivist Simona Monizza discussed the 
importance of maintaining the integrity 
of original materials when restaging a 
performance. “The film loops are part 
of an ecosystem of technological things 
that were happening at a certain time, 
and so you can read a lot of layers by 
having a film loop in your hands. How 
were colours produced? How were the 
labs working at that time? What film 
stocks were used and why? What kind of 
lamps were used in the projectors, and 
what kind of light were the people see-
ing? It’s much more complex, not just a 
fetishism. These elements have informa-
tion that can teach a lot about a moment 
in history, art history.”40

For anyone interested in restaging Hor-
ror Film 1, research is immensely aided 
by the work of artists Louise Curham 
and Lucas Ihlein from Teaching and 
Learning Cinema. They have created de-
tailed user manuals for the reenactment 
(or re-creating) of expanded cinema 
pieces from the 1960s and 1970s, includ-
ing Horror Film 1.41 Considering their 
work to be a form of custodianship, they 
make sense of selected historic pieces 
of expanded cinema through extensive 
material research, and importantly, by 
taking a genuinely sociable approach  
to forming deep connections with the  
artist. Learning about the piece also 
means performing the work themselves 
multiple times. They term the overall 

process of artists handing over historic 
pieces for others to reenact, “intergen-
erational transmission.” Since 2013, they 
have been working with Malcolm Le 
Grice on Horror Film 1, spending extend-
ed periods of time in the British Film 
Institute archives and with Malcolm Le 
Grice at his home in Devon, UK, where 
he taught them how to perform the 
work. Together, they developed a de-
tailed user manual to encode what they 
call the ‘DNA’ of a work, enabling it to be 
realised by future artists and evolve into 
the future. Even going so far in their 
preservation e!orts as to transform 
Horror Film 1 into literal DNA, packaged 
in a tiny metal capsule that is predicted 
to last 1000 years without loss or data 
corruption.42

 

36 Transcribed from an online conversation with Cinzia Nistico, Betija Zvejniece and Luisa Greenfield  
on May 5, 2025.

37 Pip Chodorov, “The Artist-Run Film Labs,” in Process Cinema: Handmade Film in the Digital Age, Eds.  
Scott Mackenzie and Janine Marchessault  (Montreal: McGill-Queen’s University Press, 2019), 165.

38 SPECTRAL Unburdened Recollections Panel - EMAF 2024, https://www.youtube.com/
watch?v=EcR57dq621c.

39 Transcribed from an online conversation with Cinzia Nistico, Betija Zvejniece and Luisa Greenfield  
on May 5, 2025.

40 SPECTRAL Unburdened Recollections Panel - EMAF 2024, https://www.youtube.com/
watch?v=EcR57dq621c.

41 https://teachingandlearningcinema.org/expanded-cinema-re-enactments/horror-film-1/.

 

42 https://teachingandlearningcinema.org/expanded-cinema-re-enactments/mlghf1oatlc/.
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