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we’re left to wonder.


Even though we’re experiencing the film in a non-VR mode of display, the sense of being inside the 
scene is palpable, and essentially transforms our encounter with the image into a form of Cartesian 
theatre. Scholar Alison McMahan developed the term “homunculus films” to describe the affective 
charge offered by VR work, likening its strangeness to a certain tendency in early cinema—namely, 
in select movies by Louis Lumière, Alice Guy, and Edwin S. Porter—wherein the film’s camera 
operator is included in the diegesis, so that the creator of the image became analogous to the movie 
spectator’s own vision. We see this effect in James Cameron’s Avatar films, when Earthlings virtually 
enter the bodies of the Na’vi (and, while we’re at it, it’s also the plot of Being John Malkovich [1999]). 
While watching The Human Surge 3, one can readily feel its maker entering the film’s body to 
reframe its already recorded image. Williams has used rephotography several times before in his 
work, usually to build up layers of format textures and artifacts—e.g., digital video rescanned off a 
laptop with Super 16mm film—but here he ups the ante: we are the spectator within the spectator, 
the body inside the machine, watching its gaze become our own.


In case it isn’t evident already, Williams doesn’t hesitate to take playful liberties with his workflow, 
and it’s remarkable that his experiment expresses an inclusive rather than exclusionary air. Any 
person, animal, or object present during the shoot was in play, and it’s his democratic willingness to 
direct our eyes toward anything, to leave nothing behind, that helps lend the film its utopian 
attitude. A motorcycle mishap becomes secondary to a pigeon that flaps up and over the camera, 
just as, later, the camera gets distracted from characters lounging in a jungle by a fly that appears to 
land on one of the camera lenses, then buzzes around to another side of the camera, to other lenses, 
before it darts off—every movement precisely tracked in close-up. Later, a static long take of a 
docked boat in an Amazonian swamp seems to finally reveal its subject several minutes into the 
take once a monkey enters the frame, only for the camera to then passively pan away, tilting upward 
and accelerating its spin as it zooms into the treetops, now a kaleidoscopic roof to the domed ceiling 
of the image.


An RPG fairy tale at heart, The Human Surge 3 ends with as close to a climax as one could expect 
from this filmmaker, siding with euphoria and silliness alike for an image that demands new 
heights to accommodate it. Narrative threads are, of course, left unresolved—Will a mega-
millionaire get killed? Who are those blue starling eggs being taken to? Did they hatch and lend 
their wings?—yet this is a film of inversion, spiralling upward when narrative dictates, “go west.” Its 
gaps are there not to be bridged, but to help create more tunnels. Every dream told—and there are 
well over a dozen instances of a character sharing some dream, fantasy, or hallucination—refers to 
a scene that either has already occurred or will later on, in a faraway place much different than 
where they are now. In this oneiric axis, the Cloud effectively supplants the first film’s teleological 
march into digital nihilism, and one might call that progress. ◆
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ABOUT THE PROGRAM

Acropolis is proud to welcome Argentine director Eduardo Williams for a special rerun of The 
Human Surge 3 (2023), recipient of this year's Best Experimental Film prize from the Los Angeles 
Film Critics Association, as well as the local debut of his 2022 installation A Very Long GIF.


The Human Surge 3 (Dir. Eduardo Williams, 2023, 121 min)

Different groups of friends wander in a rainy, windy, dark world. They spend time together, trying 
to get away from their depressing jobs, meandering constantly towards the mystery of new 
possibilities.


Among the major talents to emerge in international cinema in recent years, Argentinian 
filmmaker Eduardo Williams returns with a breathtaking new feature: a globetrotting, playfully 
disorienting and utterly rewarding feat of experimental cinema. (First of all: it’s not really a 
sequel.) Shot entirely with a 360-degree camera, Williams follows a group of 20-something friends 
across three continents (Sri Lanka, Taiwan, Peru), all played by an assortment of nonprofessional 
actors, who drift and exist in constant motion amid the film’s expansive, contorting visuals. Taking 
the concept of virtual reality into otherworldly directions, The Human Surge 3 is among the few 
films in recent years that seems to point toward cinematic paths not yet taken, using hypnotic 
abstraction to make our familiar world newly spectacular. 


A Very Long GIF (Dir. Eduardo Williams, 2022, 75 min)

Recorded with a swallowed pill camera, the video A Very Long GIF is an observational journey 
through the landscape of the digestive system, combined with a detailed zoom into cities and 
people moving in the limits of our vision, filmed with a powerful telephoto lens. These disparate 
image spaces sustain each other with the tension of celestial bodies. The sound of overlapping 
movements through different human agglomerations offers a third level of observation. Scales are 
flipped and imperceptible movements are unveiled in the longest GIF you’ve ever seen.


Note: A Very Long GIF will be projected in the gallery at 2220 Arts + Archives before and after the 
screening of The Human Surge 3, at 6:45pm and 10:00pm. The Human Surge 3 will begin at 8:00pm.


In person: Eduardo Williams


Outside In

by Blake Williams


The following article was originally published in Cinema Scope, Fall 2023


By now, those familiar with the filmography of Argentinian filmmaker Eduardo “Teddy” Williams 
are aware of his wont to open his films in medias res. His narratives (to the limited extent to which 
they can be called that) invariably follow low-income twentysomethings from various parts of the 
world—usually in South America, Africa, and/or Asia—lazing with their friends between menial 
shift work and other odd jobs, and he drops viewers into these milieux mid-scene, mid-
conversation, sometimes even mid-sentence, and immediately tasks us with catching (and 
keeping) up with his characters’ scattered actions and thoughts. Little surprise, then, that his 
second feature, The Human Surge 3, arrives after a non-existent sequel to his debut, The Human


Surge (2016), and picks up where nothing left off. Born on the extreme margins of an industry 
that is still only barely interested in product that isn’t either a sequel, remake, or reboot, 
Williams’ Surge saga is a franchise befitting the current climate of arthouse filmmaking, 
wherein conventions of continuity, plot mechanics, and psychological clarity are increasingly 
being challenged, if not outright dismissed. We have no idea where we’re going, but we seem 
to be getting there fast.


Noting the differences between the two features ends up being part of the fun. There are no 
returning humans from the initial Surge in Surge 3, and the transitions connecting their 
respective locations—Argentina, Mozambique, and the Philippines in the first; Sri Lanka, 
Peru, and Taiwan in this one—have graduated from fluidly linear to spiritedly elliptical. Exe, 
Alf, Archie, and Canh are gone, and Williams now introduces us to Meera & Sharika, Livia & 
Abel, and Ri Ri & “BK.” Less erotic yet generally more queer, the new Surge feels more 
spontaneous, lighter, and considerably more playful. The acting is rougher, but at the same 
time the film is also less interested in grounding its scenes in straight realism. Characters are 
no longer confined to their home country, and pop up in each of the other locales as if they’ve 
passed through a wormhole, transcending time and space to be with others in the community 
this film has forged. We may one day see, in the nth episode of The Human Surge, Exe, Meera, 
Abel, and other future subjects spanning time in the multiverse. 3 suggests that any future 
permutation, every possible (re)organization of its particles, could come to fruition.


From the opening view of a nondescript beach nestled beneath a sea of storm clouds, The 
Human Surge 3 destabilizes viewers with obscured information, beginning just as cryptically 
as the previous entry ended. (“You came back!” “No. I don’t believe you.”) The first lines of 
dialogue—“Didn’t you run away?” “We’ll wait until it becomes stronger,” followed by multiple 
screams—are uttered and emoted by people we cannot see, and are reactions to a situation we 
are not shown. Even after two subjects finally enter the frame, guiding the camera through 
the dunes, past some people sleeping while standing up (which we are alerted to, but never 
see) and around to another side of the beach, our engagement with the image is pervaded by 
mystery and doubts. Who are these individuals? What is the narrative importance of their 
actions and discussion? Who in the frame (if any of them) is speaking? As is often the case 
with Williams’ tracking shots, the camera is too distant from the action to match voices to 
mouths. Here, in particular, we’re made conscious of the potentiality that any given voice 
could be coming from any number of sources, whether it’s someone we see, a character just 
out of frame, or, hell, even the camera operator, who may well end up being one of the film’s 
principal characters.  


This manner of narrative withholding and misdirection, which evokes some of the 
obscurantist tactics seen in Godard’s work, extends across much of the rest of the film, and is 
largely facilitated by the filmmaker’s choice of camera. As he did for his 2019 short Parsi, 
Williams opted to shoot The Human Surge 3 with a 360 VR camera. The Insta360 Titan—a 
spherical device nearly equal in size and weight to a ten-pin bowling ball—captures 11K video 
via eight lenses surrounding its body, and allows for scenes to be framed during post-
production. The distinctive ultra–wide angle lens distortion of 360 cameras, wherein the 
ground curls up into sky (and vice versa), is immediately recognizable to viewers who have 
ever seen flattened VR video before; once noticed, it recalibrates one’s spectatorship in 
profound ways. Every side of the camera is recorded—the “proper” scene in front of it, and 
also the entire field of visible negative space above, under, and behind it. Thus, to see any 
frame is to be made conscious of every other side we’re not seeing. Sometimes, Williams we’re 
humours us and cranes over to reveal what is (or, often, isn’t) happening over there, and others



