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In 2025 Hooroo Jackson shattered precedent—again—by releasing A Very Long Carriage Ride, the first feature film ever launched in two completely different styles simultaneously, marking the first AI stop-motion animated feature film ever made, and the first classic-style AI animated feature film ever made. 

Post-Scarcity Cinema is the theoretical engine powering that leap. Picking up where the landmark volume The New Machine Cinema: Foundations in AI Film Theory left off, Jackson drills deeper into what filmmaking looks like when budgets, crews, and old-guard gatekeepers no longer define what is possible.

Across nine razor-sharp essays he maps the horizons of a cinema unchained:


	Machine Pleasures

	The Pivot

	Post-Aesthetic Cinema

	Mechanica-Surrealism

	The AI Restoration of ‘The Magnificent Ambersons’

	The Future Audience Will Be Machines

	Grotesque Pleasures

	One Film, Two Ways: Introducing 'A Very Long Carriage Ride'

	The Pinnacle Contact



Fusing practitioner grit with radical theory, Jackson argues that AI filmmaking is not a subgenre of cinema, it is a brand new artform surpassing the invention of the camera itself. Post-Scarcity Cinema is the field guide for directors, critics, and futurists ready to build where the old maps end.

🎬 ABOUT THE AUTHOR

Hooroo Jackson is an American film director, screenwriter, editor, and film theorist whose groundbreaking works of cinema set new benchmarks in the field of AI filmmaking.

July '23: Window Seat, the first AI feature film in the history of cinema with complete AI video and performances.

July '24: DreadClub: Vampire's Verdict, the first AI animated feature film and the first AI anime feature film made completely with AI tools.

December '24: The New Machine Cinema: Foundations in AI Film Theory.

May '25: A Very Long Carriage Ride, the first dual-release in cinema history.

June '25: Post-Scarcity Cinema: Writings on AI Film Theory (The New Machine Cinema Volume 2)
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The Heaviest Machine
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Post-Scarcity Cinema: Writings on AI Film Theory.

There is no question here. The AI toolset will create an explosive outcome of the sort we can’t fully conceive yet, because we can only conceive of the status quo. To imagine outcomes beyond our current sense of labor, economics and production, we enter in the realm of fantasy, and this is generally derided. What happens when the notions of labor, economics and production are upgraded? What new outcomes await?

Therefore it is impossible to speak about AI cinema without a projection into the sort of imagining one would associate with delirium.

What is coming? What we can’t imagine. No one can question this. It is a full proof fallacy.

It helps me to quantify the unknown through weight. The analogue is based in resistance, therefore is heavy. The AI is based in invisibility, therefore is unseen. And how exciting is this, to imagine the weightlessness of production, of imagination. 

We talk about the invisible cut. This posits an audience should not be aware they are watching a film. I present AI in terms of the invisible cinema. When people tell us what or what we’re not doing, there is a bit of confusion there—we often don’t even think about what we’re doing. All these tools are invisible. We are just directly assembling a movie from our imagination .

Yes, the pieces of the movie are discordant and varied, but we are reaching into the nether, and taking it for ourselves, and immediately assembling it. 

We are never thinking, “HA-HA, I’m an AI filmmaker and this is AI, damn you!” We are never thinking, “But this isn’t real, I need a camera, a crew, actors, and catering, or else I won’t be respected.” We are thinking oh, this shot belongs there. That assembly belongs here. That delivery can go there.

The invisible machine is not just an audience ideal, but a filmmakers ideal. For now this is afforded to us for the first time, a weightless cinema, following the heavy machines. 

It is an engineering principle success is the path of least resistance. This necessitates invisible tools, but tools that are responsive to us at the quickest possible pace. An audience values immersion, escape, getting lost in an experience.

Why can’t a filmmaker value immersion, escape, getting lost in the experience of making the film. 

Now film tools can offer this by proxy. With enough of an advanced skillet, the most complex technical considerations are in your very muscle memory. They eventually arrive at the invisible machine by sheer proxy and experience, just with heavier machines. 

The continuum was as such the tools were always there to weigh us down, all the way from the spectrum of the beginning of cinema to the present moment. There is no ideal in how heavy the machine should be and our own skillset. Even as the machines became lighter, through the digital revolution, we have collectively decided the machines remain heavy, the skillsets still required, while technology made things easier for us. 

In retrospect, this was a sort of sleight of hand. 

Generally, we portend the heaviest machine is the ideal one because it requires more monumental craft to overcome, integrate, to make invisible.

Simple as this. It is my proposal that the lightest machine with equal monumental craft can create far greater outcomes than ever before seen. A machine so light it is responsible in a light speed, neural interface, our thoughts come alive with no resistance. 

The future of the new is no longer delirium, but possible too.

In this proposal we are not standing around saying, the machine isn’t heavy enough, if only it were heavy so I could have a challenge. We are taking on the challenge, almost psychically, in a Niestzchean sense, to do so without machine. One person and their will alone, easy as they can walk or breathe, they can make films, as fluid as an extra sense. This is the logical, furthest extension on the continuum of streamlining production. 

The art does not come easy, simple, or unfixed, the art emerges for the first time without the limitation of technologial bandwidth. 

Before AI, the tools were always there to weigh us down.

To put it the other way. Least resistance. When everything is flattened—when one has achieved mastery of a complex traditionally analogue (I don’t use this word literally but just to catch all ‘old’), verse a filmmaker doing the same with the full AI toolset—the AI filmmaker will go way further with his invisible craft than the analogue director, because he is not inhibited by real world heaviness.

When flattened, the performance would be multi-fold in outcome. 

Let’s use budgetary differences as an example. Between AI and tradfilm, we are not talking about multi-fold but exponential. I estimated that doing the performances traditionally in my film, A Very Long Carriage Ride—sixty speaking character parts, it would have cost $280,000. With AI, it cost me $30. 

This is not three or four fold, this is an improvement of 10,000x. It is the difference between gravity, and no gravity. Heaviness vs the invisible machine. To combat the heaviness of economics, labor and production, we now have the invisible machine. 

So great is the revolution it is best expressed in terms of scarcity verse post-scarcity. 

But where does this land, having access to a one hundred dollar movie, in terms of outcomes? Where is your effort better spent? Mastering analogue tools and coming up with cinema as we know it, or mastering the AI toolsets of a $100 movie and doing things never before possible?
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Machine Pleasures
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Drawing parallels with Robert Bresson’s theory of models and Japanese traditions in aesthetic motion, Jackson discovers the concept of “machine pleasure” – keeping and even emphasizing performance readings that might seem “wrong” by traditional standards but achieve a kind of transcendence in their artificiality.

I have long been considered an actors director, finding my greatest creative satisfaction in the writing and performance of a film. Even during the most stressful periods of my AI productions, I would sometimes work on the machine performances for an upcoming project on the side. To me this constituted a break.

That is because the production of the film is technical. The writing and performance of the film—is the soul. 

This has aligned with my change in the perception of the historic canon. Upon David Lynch’s death on January 15th, 2025, I had been exploring a list of the greatest American directors. My list had all the canonical names: Steven Spielberg, Stanley Kubrick, Terrence Malick, David Lynch, Martin Scorsese.

But I had stopped briefly and realized... while these directors live in my bones, and Kubrick and Lynch are all over my films, I had evolved into a performance mindset. My new list constituted actors directors primarily: Elia Kazan, John Cassavetes, Sidney Lumet, Robert Altman, Woody Allen; now this is an American list. The Japanese list alone would be great. Same with animation as a separate category. Ingmar Bergman. All the French.

You see my interest in cinema shifted far beyond aesthetic, to where aesthetic seemed like yesterday. Which director gave you people? Where do you get lost in their ensembles and trapped in their lives? My point of view about the painterly notion of greatness, shifted; a film as an icon, a perfect work of art inside a golden frame seemed to serve a limited understanding of the screens potential. This carried into my philosophy of filmmaking, with the visual limitations in AI as it stood, the priority had to be performance, as a matter of survival.

I would collect components like a sound designer. I would always be carrying around the tape recorder to add different ingredients into future characters. In fact all my machine actors are a combination of some five, ten different ingredients. It is an alchemy, with one rule: transformative.

Just one angry rant can anchor ‘anger’ for any character you need. When I need a whisper, I always have my go-to whisper. When I need crying. Rinse and repeat any which way any direction. Add a pinch of this, add a pinch of that. You find it always takes you where you need to get.

By the time of my third AI feature, I was beyond naturalism. Machine acting had revealed entirely new frontiers. With my latest cast of machine actors, I began to experience intense pleasure in machine readings. I had stopped aiming for naturalism, and began aiming for something more. What I found were performances which transcend our traditional understanding of cinema acting.

From Perfection to Pleasure

When I began working with machine performances in “Window Seat” and “DreadClub: Vampire’s Verdict,” my approach was fundamentally conservative. I strived for perfection in a conventional sense, meticulously identifying and replacing any line readings that felt off-kilter or unnatural. Realism was my goal. I challenged viewers to tell me who was a voice actor and who was live action. This challenge bent it into incomprehensibility. Critics couldn’t tell. (Of course they were all machine actors.)

The performances in my machine films have been universally lauded from the very start. But this is also the area people tend to take for granted most.

With my first two AI features, each deviation from human performance patterns was treated as a flaw to be corrected. This pursuit of naturalism seemed logical at the time – wasn’t the goal to make machine performances indistinguishable from human ones?

Everything changed during the production of “A Very Long Carriage Ride.” Dozens of lines, I had initially flagged for replacement, I considered like a temp track—where you put music from other films over your movie to reserve the space, while the composer worked on the OST. I had a tight deadline and I knew production irons most things out.

These temp, eccentric machine readings that I intended to replace, like temp tracks, began to grow on me. Eventually, I decided to keep every one of these readings in the film. They were weird, wrong, or off, but they were extremely pleasurable to listen to. They didn’t sound human, but they gave me a thrill.

In fact, what I had first perceived as flaws gradually revealed themselves as strengths.

I had discovered machine cinema had opened up an entirely new philosophy in screen acting.

Beyond Mere Performance

Consider the performance dynamics in a scene from “A Very Long Carriage Ride” with Miss Hart’s breakdown scene. The sudden full shift into an emotional breakdown just wasn’t working. It was trying, cringy, and the actor didn’t catch it. The breakthrough however, came not from perfecting the performance in isolation, but from the setting. So I played her breakdown against an increasingly intense sound design: there was relentless laughter and celebration from another room countering her emotional breakdown. The claustrophobic counterpoint to the breakdown formed a Lynchian or Bressonian effect where meaning comes from contrast. 

Suddenly a scene that fell totally flat seemed to confront the viewer with the awkwardness of her extreme emotion contrasting the hedonistic joy of the party happening the room away.

Whether the scene works or not, it is the biggest scene in the movie, and the biggest illustration in the thesis of this very essay: the unnatural machine acting may not be right, but it achieves a kind of transcendence in its wrongness.

In just two years, machine cinema has made progress that took traditional cinema 35 years to achieve. Just as animation developed its own vocabulary of expression – those sudden cuts to exaggerated expressions that would be impossible in live action; machine performance is developing its own unique tricks, very much along those lines.

In fact people may not realize that Miss Hart is portrayed by three entirely different machine actors. They just blend together seamlessly.
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