PEJZAZE KULTURY 4

PRZEGLAD KULTUROZNAWCZY
NR 3 (65) 2025, s. 352-369
doi: 10.4467/20843860PK.25.028.22074

www.ejournals.eu/Przeglad-Kulturoznawczy/

Ebrahim Barzegar

ANTHROPOCENTRIC LANDSCAPE AND
SOUNDSCAPE IN CLI-FI EXTRAPOLATIONS
TV SERIES

Abstract: This paper aims to explore the detrimental consequences of anthropocentric perspectives
on the environment as portrayed in the television series Extrapolations. Comprising eight inter-
linked episodes and featuring an ensemble cast, Apple TV’s 2023 production Extrapolations is set in
a near-future dystopian Earth grappling with the consequences of ecological collapse. Grounded
in the theoretical framework of the ecological turn, particularly Timothy Morton’s concept of hy-
perobjects, it investigates the interconnectedness of capitalism, global warming, and their destruc-
tive impacts on both human and non-human life. Through close analysis of selected episodes — de-
picting wildfires, animal extinctions, and flooding — these phenomena are examined as hyperobjects
produced by capitalism that contribute to the degradation of marine ecosystems and disrupt inter-
species relationality. Furthermore, drawing on Donna Haraway’s concept of becoming-with, the
paper explores narrative connections between a human mother and a whale, emphasizing feminism,
agency, and motherhood in the development of kinship between humans and non-humans. Finally,
the third section interrogates traditional Jewish interpretations of the punishing deluge, proposing
instead a more earth-centered, ecologically attuned understanding of catastrophe and renewal.
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Introduction

The representation of climate change, biodiversity loss, and ecological disruption in
screen media has generated significant scholarly attention across a range of genres,
including science fiction, climate fiction (cli-fi), ecohorror, and ecofantasy. Scholars
such as Ursula Heise' and Serenella Iovino and Serpil Oppermann? have traced how
narratives of extinction and environmental collapse reflect broader cultural anxieties
about the Anthropocene, framing these stories as part of a planetary turn in literature

U.K. Heise, Imagining Extinction: The Cultural Meanings of Endangered Species, University of
Chicago Press, Chicago 2016, pp. 39-41.
S. lovino, S. Oppermann (eds.), Material Ecocriticism, Indiana University Press, Bloomington 2014,

pp. 3-7.
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and media. Brereton® and Rust, Monani and Cubitt* have emphasized the crucial role
of film and television in visualizing ecological crises and shaping collective environ-
mental imaginaries, often bridging the gap between scientific discourse and public
engagement. Similarly, scholars like Alexa Weik von Mossner® and E. Ann Kaplan®
have examined how affect and emotion are mobilized in environmental storytelling,
particularly through aesthetics that foreground vulnerability, grief, and the temporal
disorientation associated with ecological loss.

Recent critical work has further explored genre-specific approaches, investigating
how different narrative forms mediate ecological themes. Simon C. Estok analyzes
the gothic tropes and atmospheric tension of ecohorror, where nature often becomes
a site of haunting and retribution.” Trexler highlights the speculative temporalities of
cli-fi, arguing that climate fiction constructs future-oriented narratives that challenge
linear conceptions of progress and catastrophe.® Canavan and Robinson interrogate
the moral and political ambiguities in ecological fantasy, noting how the genre can
both reinforce and subvert anthropocentric worldviews.” Meanwhile, scholars such
as Jennifer Fay!® and Nicole Seymour'' have brought attention to the aesthetics of
slow violence and queer ecologies, respectively, pushing the boundaries of ecocriti-
cal analysis to consider temporality, identity, and the ethics of representation in cli-
mate media.

Despite growing scholarly interest in cli-fi’s narrative and thematic dimensions,'?
less attention has been paid to how popular television TV series, beside the docu-
mentary ones, portray ecological issues. This article addresses that gap by analysing
Extrapolations (2023) as a case study in the construction of anthropocentric envi-
ronments. Extrapolations was chosen as the primary case study for its ambitious and
direct engagement with climate change. Unlike other genre series that treat envi-
ronmental themes peripherally, it places the climate crisis at the core of its narrative
and form. Its anthology structure, spanning decades and global settings, allows for

3 P. Brereton, Environmental Ethics and Film, Routledge, New York 2016, pp. 22-24.

4 S. Rust, S. Monani, S. Cubitt (eds.), Ecocinema Theory and Practice, Routledge, New York 2013,
pp. 5-10.

A. Weik von Mossner, Affective Ecologies: Empathy, Emotion, and Environmental Narrative, Ohio
State University Press, Columbus 2017, pp. 14-16.

E.A. Kaplan, Climate Trauma: Foreseeing the Future in Dystopian Film and Fiction, Rutgers Uni-
versity Press, New Brunswick, NJ 2017, pp. 2-4.

7 S.C. Estok, Theorising the EcoGothic, “Gothic Nature” 2019, no. 1, p. 41.

8 A. Trexler, Anthropocene Fictions: The Novel in a Time of Climate Change, University of Virginia
Press, Charlottesville 2015, pp. 6-10.

G. Canavan, K.S. Robinson (eds.), Green Planets: Ecology and Science Fiction, Wesleyan University
Press, Middletown, CT 2014, pp. 1-5.

10" J. Fay, Inhospitable World: Cinema in the Time of the Anthropocene, Oxford University Press, New
York 2018, pp. 12—15.

N. Seymour, Bad Environmentalism: Irony and Irreverence in the Ecological Age, University of
Minnesota Press, Minneapolis 2018, pp. 3-6.

12 G. Garrard, Ecocriticism, 2nd ed., Routledge, New York 2012, p. 19.

11
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a complex portrayal of ecological, political, and social impacts. As a high-budget,
star-driven series on a major streaming platform (Apple TV+), it exemplifies main-
stream media’s effort to visualize climate change on a global scale.

The aim of this study is to examine how Extrapolations uses landscape and sound-
scape to reflect, reinforce, or challenge anthropocentric perspectives in the context
of ecological collapse. This study adopts a qualitative approach rooted in ecocritical
media analysis. It focuses on close readings of selected episodes and scenes from
Extrapolations, paying particular attention to landscape and soundscape. The analy-
sis is informed by the theoretical frameworks of Morton, Haraway, and Tsing, whose
concepts guide the interpretation of ecological relationality and anthropocentric per-
spectives. The chief research question guiding this inquiry is: How do the landscapes
and soundscapes in Extrapolations function to position humans in relation to their
environment, and what ideological implications arise from this positioning?

To address this question, the article draws on the eco-philosophical and posthu-
manist frameworks of Timothy Morton, Donna Haraway, and Anna Tsing — think-
ers whose prominence in contemporary environmental humanities and distinctive
conceptual tools enable a nuanced reading of ecological representation in audiovis-
ual media. Their work shifts the analytical focus from conventional environmental
symbolism or moral critique toward an understanding of ecological entanglement,
relationality, and the epistemic limits of anthropocentric thought. Morton’s theory of
hyperobjects — entities so massively distributed in time and space that they exceed hu-
man comprehension — offers a critical lens for interpreting Extrapolations’ depiction
of climate change on a planetary scale.!* Haraway’s concept of “staying with the trou-
ble” critiques human exceptionalism and emphasizes multispecies interdependence,
illuminating the series’ speculative intersections of biotechnology and environmental
collapse.' Tsing’s model of collaborative survival highlights precarious ecological
assemblages, aligning with the show’s fragmented, episodic structure and its por-
trayal of localized resilience.'® By mobilizing these theoretical perspectives, the arti-
cle situates Extrapolations within a discourse that foregrounds ecological complex-
ity, de-centres the human subject, and interrogates the narrative and aesthetic con-
ventions through which climate futures are visualized. It argues that the series uses
landscape and soundscape to craft affective atmospheres that both critique and rein-
scribe anthropocentric values, exposing the tensions between ecological awareness
and the persistence of narrative anthropocentrism in contemporary climate media.

In pursuit of the research objective, the first section critically examines the phe-
nomenon of wildfires and their multifaceted impacts on both human and non-hu-

13 T. Morton, Hyperobjects: Philosophy and Ecology after the End of the World, University of Minnesota
Press, Minneapolis 2013, p. 1.

4 D.J. Haraway, Staying with the Trouble: Making Kin in the Chthulucene, Duke University Press,
Durham, NC 2016, p. 1.

5 A. Lowenhaupt Tsing, The Mushroom at the End of the World: On the Possibility of Life in Capitalist
Ruins, Princeton University Press, Princeton, NJ 2015, p. 2.
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man entities. The second section investigates anthropogenic auditory pollution, with
a particular emphasis on its detrimental effects on marine ecosystems and its role in
accelerating species extinction. The final section engages with the interpretive ten-
sions between traditional and contemporary biblical readings of the Deluge, situating
this discourse within the broader framework of environmental catastrophe. This ar-
ticle contributes to the field by offering a focused ecocritical media analysis of how
Extrapolations negotiates anthropocentric worldviews through its sensory aesthetics.

Hyperobjects, Capitalism and Anthropocene

Timothy Morton, the literary scholar best known for his work on ecological philoso-
phy, has written extensively on nature, climate change and the relations between hu-
man and nonhuman world. Committed to decentralized the human subject within the
world, he introduced a term, hyperobjects, which he defines as “a thing that is mas-
sively distributed in time and space relative to humans,”'® A phenomenon that eludes
human perception and comprehension, yet holds the capacity to radically alter human
existence. He furthermore characterizes this concept, as viscous and pervasive,

I do not access hyperobjects across a distance, through some trans- parent medium. Hyperob-
jects are here, right here in my social and experiential space. Like faces pressed against the win-
dow, they leer at me menacingly: their very nearness is what menaces. From the center of the
galaxy, a supermassive black hole impinges on my awareness, as if it were sitting in the car next
to me at the traffic lights. Every day, global warming burns the skin on the back of my neck,
making me itch with physical discomfort and inner anxiety. Evolution unfolds in my genome as
my cells divide and mutate, as my body clones itself, as one of my sperm cells mixes it up with
an egg. As I reach for the iPhone charger plugged into the dashboard, I reach into evolution,
into the extended phenotype that doesn’t stop at the edge of my skin but continues into all the
spaces my human- ness has colonized."”

Morton contends that hyperobjects — such as climate change — possess an onto-
logical reality that is independent of human perception or comprehension. Despite
their resistance to full cognitive or sensory apprehension, they remain materially and
objectively real. Crucially, Morton asserts that it is impossible to adopt a detached
or external vantage point from which to engage with hyperobjects; there exists no
neutral or transcendent perspective “outside”® their influence. Rather, human beings
are invariably embedded within hyperobjects, continually shaped by and entangled in
their effects and temporalities. And he posits that, capitalism’s single-minded pursuit
of profit, regardless of ecological cost, has played a central role in producing hyper-
objects in the anthropocentric age.

¢ T. Morton, Hyperobjects..., op. cit., p. 1.
7 Ibidem, p. 27.
18 Ibidem, p. 3.
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Donna Haraway, in the similar vein of ecological thinking, examines how capital-
ist structures frames the relationships with human and nature. Nonetheless, she cri-
tiques the widespread use of the term Anthropocene, which describes the current ge-
ological epoch as one shaped primarily by human activity. While she acknowledges
its utility in drawing attention to ecological crises, Haraway argues that the term dan-
gerously homogenizes responsibility by implying that all humans equally contributed
to environmental destruction. She writes, “The Anthropocene is a misnomer. It is
a way of trying to say something important, but it’s a mistake.”" According to her, it
obscures the historical, economic, and political systems — especially colonialism and
capitalism — that are central to ecological devastation.

In response, Haraway engages with the term Capitalocene, which she finds more
analytically and politically useful. Although she did not coin the term, she adopts and
extends it to emphasize that it is not “human beings” per se, but rather capitalist sys-
tems of production, accumulation, and exploitation that have driven us to the brink
of ecological collapse. She argues that “I use Capitalocene to highlight the Capitalo-
cene’s generative relationships —not as a bad epoch to be escaped but as a name for the
thick co-histories of humans and nonhumans in capitalism.”® Haraway situates
the rise of industrial capitalism, plantation economies, and extractive industries as
key turning points, and emphasizes how capitalism’s logic of endless growth has
underpinned both environmental degradation and social injustice. She insists that
this framing centres historical responsibility and opens up new avenues for political
resistance and transformation.

Taking a feminist posthumanist approach, in The Companion Species Manifesto:
Dogs, People, and Significant Otherness, Haraway proposes the concept of “think-
ing-with,” which involves acknowledging that other species and systems — in her
case, her dog Cayenne — challenge solitary or purely human-centered thinking. In-
stead, she insists on relationality, emphasizing the importance of more-than-human
engagements. As an advocate of correlationality, she further argues in Staying with
the Trouble that we should “make kin” with other beings and “stay with the trouble”
rather than seek escape or transcendence,

Kin making is making persons, not necessarily as individuals or as humans. I was moved in
college by Shakespeare’s punning between kin and kind — the kindest were not necessarily kin
as family; making kin and making kind (as category, care, relatives without ties by birth, lateral
relatives, lots of other echoes) stretch the imagination and can change the story.?!

Both Thinking-with and making-kin is Haraway’s invitation to think in compan-
ionship, in entanglement, and in accountability. It’s a way of resisting detached, an-
thropocentric, or colonial modes of thought.

19 D. Haraway, Staying with the Trouble..., op. cit., p. 47.
2 Ibidem.
2 Ibidem, p. 103.
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In the following sections, the analysis begins with the wildfires and the “orange
day” depicted in the second episode, focusing on how these climate events profoundly
shape the life of Ezra, Rebecca’s young son. The discussion then turns to the parallel
narrative, where the concept of hyperobjects — particularly industrial sound — is ex-
plored and applied to the story of the last humpback whale. Additionally, Rebecca’s
relationship with the whale is examined through Donna Haraway’s notion of “think-
ing-with.” Finally, the chapter investigates how Alana, an environmentally conscious
Jewish teenager, challenges traditional theological interpretations of the biblical del-
uge as a form of divine punishment.

Wildfire and Summer Heart

The narrative of Extrapolations opens at a critical juncture, as the world confronts
the escalating consequences of climate change. Amid global protests and mounting
public pressure, political leaders and corporate stakeholders convene at the United
Nations Climate Change Conference in 2037 to determine whether to implement
measures to limit the annual global temperature increase to under two degrees Cel-
sius. Among the key figures in attendance is Nicholas Bilton (portrayed by Kit Har-
ington), the CEO of Alpha Industries, a company poised to invest in a controversial
new casino project located above the Arctic Circle. His presence at the summit in-
cites widespread criticism and public outrage. During the conference, Bilton delivers
a provocative statement: “Around the turn of this century, climate change was de-
scribed as a symptom of capitalism. A symptom. I am here to suggest that capitalism
is also the cure”.?? Ultimately, his influence contributes to the failure of decisive
climate action, resulting in the global temperature surpassing the critical two-degree
threshold — a turning point that precipitates widespread environmental and societal
collapse. In the subsequent episodes, the catastrophic ramifications of this decision
unfold through a series of ecological crises, including widespread wildfires, severe
flooding, and the accelerated extinction of animal species.

In second episode, two ecological crisis are represented along with each other,
animal extinction and wild fire, which mother and the son are respectively engaged
with, though it is sometimes overlap each other. Next Rebecca Shearer, the archivist,
employer of Menagerie 2100, heading toward Bahia Malaga, the largest concentra-
tion of breeding humpbacks along the Colombian Pacific coast on a private helicopter
flying through thick smoke above a burning forest. The first ecological consequences
of raising temperature is shown is the wildfire, devouring the forest uncontrollably.
This line of a burning fire even is formed as the urban skyline of the city impacting
the city and citizens, giving them constant orange day, a climatological event refers to
a day when the sky turns an eerie orange hue due to the smoke and particulate matter
from wildfires.

22 S.Z. Burns, Extrapolations, Season 1, Episode 1, Apple TV+, 2023, 00:45:06-00:45:19.
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One direct influence of the temperature is shown in her son, who suffers from
a disease commonly known as “summer heart,”* linked to thermal cardiomyopathy.
While vising his doctor, visual data and on-screen diagrams disclose to the audience
that the son’s cardiac condition originated prenatally, indicating it is congenital in
nature. The condition is identified as moderately severe, requiring the avoidance of
extreme heat, stress, and strenuous activity. Furthermore, medical records reveal that
between the years 2038 and 2045, he experienced a series of additional illnesses,
including Otitis Media, Bronchitis, Conjunctivitis, and Coronavirus.

The narrative his struggle with survival resumes in episode six in 2066, presenting
the protagonist as an adult contending with the progressive loss of his memory. In the
absence of consistent visual stimuli, his cognitive functions deteriorate, placing his
identity at risk. To maintain a sense of continuity and survival, he relies on the nightly
replay of a traumatic memory — the death of his wife and child during a catastrophic
event referred to as Summer Heart. His memories are stored within the Cache Cloud
server farms, a globally distributed digital infrastructure that adapts to fluctuations in
global temperature. This system preserves memory through blockchain technology,
which, while offering secure data retention, demands substantial energy resources.
As climate conditions worsen and temperatures rise, the energy required to maintain
the blockchain increases accordingly, leading to elevated operational costs. Conse-
quently, the protagonist is compelled to delete portions of his memory. Notably, his
initial choices — memories involving a tiger, a dog, a bear, and his grandmother’s
stories about animals — signifying the personal erosion of memory to the planetary
collapse brought by climate change.

This narrative choice reflects humanity’s growing estrangement from the non-hu-
man world and underscores the ongoing erasure of biodiversity in the face of tech-
nological advancement and climate crisis. In this context, the protagonist’s decision
to delete animal memories, including seeing the last humpback whale on the earth
with her mom, is not arbitrary. These memories represent personal, cultural, and eco-
logical ties to the more-than-human world. Their removal signifies a prioritization of
utilitarian, human-centric knowledge over relational and ecological memory. From
an Anthropocene lens, this moment serves as a critique of the anthropocentric world-
view that positions human needs as paramount, even when doing so accelerates eco-
logical collapse. The deletion of animal memories thus becomes a metaphor for the
broader loss of ecological consciousness in the face of techno-survivalism. It raises
urgent questions: What kinds of knowledge and relationships are considered expend-
able in a warming world? And what does it mean for humanity to forget nature in
order to survive?

#  Ibidem, Episode 2, 00:05:38.
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Marine Soundscape

In his conceptualization of hyperobjects, Timothy Morton incorporates the full spec-
trum of sensory perception, moving beyond the confines of visuality. He asserts that
moments of sensory disruption are instances in which the otherwise “invisible”** hy-
perobjects becomes not only visible but also felt or aesthetically experienced. This
perspective challenges the dominant frameworks of visual culture and aligns with
Jonathan Sterne’s critique of the “so-called hegemony of the visual and the privileg-
ing of the eye” in his analysis of sonic culture.” By foregrounding the multisensory
nature of hyperobjects, the visual hegemony is destabilized, and an avenue opens
up for alternative modes of ecological awareness and aesthetic engagement, namely
soundscape.

The invention of James Watt’s steam engine in 1784 marks a pivotal moment in
the rise of noise-producing machinery, ushering in an era that profoundly transformed
Earth’s geology and ecosystems — particularly in an auditory sense. This develop-
ment set in motion the spread of mechanical noise, gradually encroaching upon and
dominating the natural soundscape. The Canadian composer R. Murray Schafer pop-
ularized the concept of the “soundscape” in his influential work The Soundscape:
Our Sonic Environment and the Tuning of the World. He defined soundscape as the
acoustic environment, either naturally occurring or artificially composed, which
shapes how individuals perceive and relate to a place through sound. Schafer sought
to raise awareness of the way human activities distort natural acoustic environments,
replacing biologically and culturally meaningful sounds with noise pollution — what
he termed a condition of “universal deafness.”?’

Building on Schafer’s foundation, Bernie Krause, a natural sound recording ex-
pert, extended the notion of soundscapes into Earth’s untamed regions during the
mid-1980s, referring to them as “wild soundscapes.”® His soundscape framework,
comprising geophony, biophony, and anthrophony, offers a powerful tool for inter-
preting environmental change through sound. Geophony refers to natural, non-bio-
logical sounds like wind, rain, or ocean waves; biophony encompasses the collective
sounds of living organisms, such as birdsong or marine mammal calls; and anthroph-
ony includes all human-generated noise, from industrial machinery to urban traffic®.
Krause argues that in healthy ecosystems, biophonic sounds are rich and organized,

2 T. Morton, Hyperobjects..., op. cit., p. 1.

% J. Sterne (ed.), The Sound Studies Reader, Routledge, London 2012, p. 7.

2% R.M. Schafer, The Soundscape: The Tuning of the World, Destiny Books, Rochester 1994,
pp. 274-275.

27 Ibidem, p. 3.

2 B.Krause, Voices of the Wild: Animal Songs, Human Din, and the Call to Save Natural Soundscapes,
Yale University Press, New Haven 2015, p. 12.

2 B. Krause, The Great Animal Orchestra: Finding the Origins of Music in the Worlds Wild Places,
Little, Brown, New York 2012, pp. 27-30.
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while environmental degradation leads to their collapse or silencing. Drawing on
musical metaphors such as the “orchestration” of animal vocalizations, Krause em-
phasized that these natural soundscapes are shaped by evolutionary and ecological
processes.

The second episode of Extrapolations highlights the impact of human-generated
noise in the Anthropocene and explores how as it was shown capitalism has invaded
marine life and disrupted entire ecosystems, told through the touching story of the
last humpback whale on Earth. Humans impact aquatic ecosystems in many ways,
mainly through noise-generating structures — such as ships, oil and gas platforms,
dams, and wind turbines — or through actions like harvesting seaweed, fishing, in-
troducing invasive species, and dredging.’! In cetacean worlds, sound is central: it
functions as orientation which is known as echolocation, acoustic reflection is used
to navigate spaces or to find objects and communication.*? This often-overlooked
dimension of human-made sound culture is brought to light in the dialogue between
Rebecca and the female whale. In response to Rebecca’s question, “Where is your
child now?”,** the whale’s response — “He moved beyond the sound of my voice...
He became lost and fell away’* — evokes a deeply emotive narrative arc of separation
and grief. Rebecca, and the audience with her, comes to understand that it is not dis-
tance that has quieted the son’s sound, but death — his sound has been stilled, silenced
permanently, as he has perished along with his siblings to the verge of extinction. The
absence of call-and-response vocalizations evokes a sensory void, making the loss
perceptible not only narratively but sonically. This acoustic design reinforces the idea
that disconnection is not merely emotional but spatial and sensorial.

At a certain point, Rebecca’s attempt to communicate with the whale is met with
silence — a silence that signifies more than a failed exchange. It gestures toward
a wounded oceanic soundscape, one increasingly shaped by human intrusion and
ecological disruption. In the brief pre-title sequence, a humpback whale is shown
swimming peacefully before the camera tilts downward to reveal several submers-
ible vehicles engaged in deep-sea mining. The mechanical noise generated by these
machines disrupts the natural soundscape of the ocean, interfering with the animals’
ability to communicate. This acoustic pollution created by mining drillers highlights
the extent of human domination, interference and intrusion in sensory and commu-
nicative lifeworld’s of non-human beings.

The significance of sound is further elevated when Rebecca transmits Mahler’s
Symphony No. 10, Adagio through large underwater megaphones arranged in a cir-
cular formation.

3 Tbidem, p. 4.

31 B.C. Pijanowski, Principles of Soundscape Ecology, University of Chicago Press, Chicago 2024,
p.9.

32 Ibidem, p. 53.

3 S.Z. Burns, Extrapolations, Season 2, Episode 2, Apple TV+, 2023, 00:08:30-00:08:33.

3 Ibidem, 00:08:35-00:08:56.
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Female whale: I don’t know what this sound means.

Rebecca: Music? It means something different to everyone.
Female whale: The one of you who made it, do you know him?
Rebecca: I never met him, only the music he made.

Female whale: But you can still hear him?

Rebecca: Yes.

Female whale: So you can know his world and not know him?
Rebecca: Yes.

Female whale: And the ones who have not yet begun? They will hear these sounds that we
make today?

Rebecca: Yes.*

The ongoing dialogue between the female whale and Rebecca gradually discloses
a multilayered understanding of more-than-human subjectivity and interspecies com-
munication. When the whale says, “I don’t know what this sound means,” she ex-
presses her ability to distinguishes between the different sounds. Moreover, building
on that, the whale seems to teach us about the sound and his life as non-human spe-
cies. The whale’s questioning continues: “The one of you who made it, do you know
him?” Rebecca answers, “I never met him, only the music he made.” This exchange
highlights the relational intimacy of the composer and the listeners, including Rebec-
ca is shaped around the sound. When the whale follows with, “So you can know his
world and not know him?” she gestures toward a relational epistemology — one in
which knowledge is understood neither as possession nor visual sense, but as audito-
ry and resonance. To “know his world” is to be affected, to engage in deep listening,
even in the absence of the subject.

This dialogue takes an allegorical story when read against the backdrop of animal
extinction and the increasing silencing of non-human voices in a capitalist world. In
an era where extractive industries and techno-economic expansion actively disrupt
natural habitats and soundscapes, many species — like the whale — are not only disap-
pearing biologically, but becoming acoustically erased. Their calls, songs, and sonic
presence are drowned out by human-made noise or lost altogether with extinction.
The whale’s reflection thus becomes a haunting reminder of what it means to know
a world only through its remnants: through music, echoes, and memory. It invites us
to consider how, in late capitalism, to listen may be the only way left to know what
has been lost — and what is still being silenced.

In an anthropocentric framework in which human beings place, occupy and see
themselves in the central position of the world, the stories which have been told be-
fore and being told now, to some extent, typically and inherently priorities humans
concerns and perceptions. This perspective, which is often the dominant form of
storytelling, view and treat the natural world — including plants and animals and in
general entire ecosystems as a soulless passive background or utilitarian resources.

35 Ibidem, 00:48:32-00:49:20.
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As a result, more-than-human experiences and agencies not only have never been
included, but also could be claimed that systematically excluded from the cultural
imagination. This structure, which in fact rooted in the superiority of human being
over the nature, strongly distinguishes, maintains and reinforces the hierarchical di-
vision between the humans and non-humans, blinding humans towards the complex
interdependencies that characterize ecological systems. By denying the non-human
life forms, human has perpetually legitimized environmental exploitations and ig-
nores the intrinsic value of non-human world.

A powerful way to challenge dominant Anthropocene narratives is by incorpo-
rating more-than-human perspectives — a technique employed in episode two, 2046
Whale Fall. Rebecca Shearer, the archivist, is commissioned by Menagerie 2100 to
communicate with and attract the last female humpback whale on Earth, from an
exploration rig in the Bahia Malaga region of the Colombian Pacific coast, by trans-
mitting recorded male humpback whale voice. By breaking conventional employ-
ment protocols, Rebecca is able to communicate with the whale, forming a mother-
to-mother bond with the female humpback and offering us a glimpse into her inner
world.

Rebbeca: I am a mother. Are you?

The female whale: Four times.

Rebbeca: And when was the last?

The female whale: Five turns before now. he made his way into the world. Empty of under-
standing but full of want. He took his place against my skin. I was all food for him, every
direction. He was, for me, the purpose.

Rebbeca: How did you know what to do?

The female whale: My mother did this for me. She taught me the path and the problem.*

In this scene, Rebecca draws on the shared experience of motherhood to forge
an emotional connection with the whale. As the female whale recounts her maternal
journey, the narrative simultaneously grants the audience access to Rebecca’s inti-
mate memories — tender moments with her husband and their newborn son. When
the whale says, “He took his place against my skin,” the scene cuts to an intimate
visual: Rebecca lying in bed, her husband gently holding her from behind as they
both gaze at their son. Her stretched hand touches the tiny foot of her son. Pairing the
voiceover narration with visual representations of Rebecca’s memory, not only rein-
forces the parallel between the two maternal figures but also invites the audience to
experience their emotional worlds, both human and non-human, as equally complex
and valid. To reinforce the concept nurturing, the whale continues, “I was all food
for him, every direction. He was, for me, the purpose,” asserts her agency as entity,
which defies the notion of animals as instinct-driven beings. Moreover, her closing
line, “My mother did this for me. She taught me the path and the problem,” depicts

3 Ibidem, 00:07:20-00:08:03.
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a generational continuum of maternal knowledge, emphasizing revealing a form of
non-human intelligence and intergenerational care.

This aligns with Donna Haraway’s concept of “becoming-with,””*” in which mean-
ing and identity emerge through co-constitutive relationships between human and
non-human beings. Rebecca and the whale, in this exchange, are not merely sharing
language — they are participating in a moment of interspecies worlding, where sound
becomes a bridge between ontologies. The whale continues: “The one of you who
made it, do you know him?”® and Rebecca responds, “I never met him, only the mu-
sic he made.”® The whale’s follow-up — “So you can know his world and not know
him?”4° — challenges anthropocentric assumptions about presence and knowledge.
Her question resonates with Anna Tsing’s notion of “the arts of noticing,” where
knowledge emerges not through mastery or control, but through attentiveness to tra-
ces, residues, and echoes.*! The whale’s understanding that sound can carry a world,
even in the absence of its maker, reframes knowledge as a non-linear, affective ex-
perience — something felt and imagined, rather than owned in the capitalistic system.

When the whale asks, “And the ones who have not yet begun? They will hear
these sounds that we make today?”* she gestures toward multi-temporal conscious-
ness and acoustic futurity. This is not only an awareness of legacy, but also a specula-
tive, intergenerational act of care — what Haraway might call staying with the trouble,
remaining attuned to the complexities of shared survival in a damaged world. The
whale is not a passive subject in need of saving; she is an epistemic agent envisioning
a world in which sonic traces outlive bodies, echoing forward into unknown futures.
Thus, this exchange enacts a kind of post-human ethics of listening. Sound becomes
more than communication — it becomes memory, archive, and possibility. In centring
the voice of a whale, the scene resists human exceptionalism, which Haraway often
insists, and embraces a multispecies framework where knowledge is co-produced,
partial, and situated. As Haraway and Tsing both emphasize, staying with complexity
means listening differently — across boundaries of species, temporality, and language.

Deluge Landscape

In the previous episode, underwater noise was framed as a hyperobject. However, in
a dialectical shift, episode three repositions water itself as the hyperobject — this time
in the form of catastrophic flooding. Set in a Jewish community in Miami, the third
episode, 2047: The Fifth Question follows a rabbi Zucker desperately trying to secure

3 D. Haraway, When Species Meet, University of Minnesota Press, Minneapolis 2008, p. 28.
¥ S.Z. Burns, Extrapolations, Season 1, Episode 2, Apple TV+, 2023, 00:48:42-00:48:46.

3 Ibidem, 00:48:47-00:48:51.

40 Ibidem, 00:49:04-00:49:09.

4 A. Lowenhaupt Tsing, The Mushroom at the End of the World..., op. cit., p. 37.

42 Ibidem, 00:49:12-00:49:19.
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protection for his synagogue, Temple Isreal, against rising sea levels and flooding.
The episode revolves around the fifth question that Alana, a young Jewish girl poses
to the rabbi Zucker, “Why God is punishing us?”’* Convinced that the flooding is an
act of divine retribution, she relentlessly questions her father and the rabbi, demand-
ing answers they struggle to provide.

Theologically speaking, the flood narrative in Genesis 6-9 represents divine judg-
ment on human corruption. God, grieved by humanity’s violence and wickedness,
unleashes a flood to cleanse the earth, sparing only Noah and his family. Scholars
such as Norman C. Habel* and Richard Bauckham* argue that nature in the Bible is
not merely a passive backdrop but actively responds to human sin. References to the
natural world and figurative usage of natural elements are abundant to teach about
the relationship between God and humans, including the Israelites. In fact, ungodly
behaviour leads to ecological punishment. Since God is the sole creator, it is God’s
prerogative to sustain or destroy nature.

In their analysis of catastrophic climate change representations within the science
fiction genre, Milner and Burgmann identify three predominant tropes: the new ice
age, the burning world, and the drowned world. Deeply rooted in Western mytho-
logical traditions, the flood narrative, which is highly popular in apocalyptic or sci-fi
films, according to their readings, either appears as an expression of “divine caprice,”
as in the Akkadian Epic of Gilgamesh, or is framed as an act of “divine justice,”
such as in the well-known story of Noah.*® They conclude that, within Judaeo-Chris-
tian-Islamic cultural traditions, prior to the emergence of modern science fiction, ex-
treme climatic events were predominantly construed as theogenic — that is, resulting
from divine intervention, and were neither associated with anthropogenic causes, nor
scientific concerns about global warming®*’.

As aerial shots reveal massive sea barriers built around a half-submerged Miami
to hold back rising waters, Alana’s family gathers at home to celebrate the Passover
Seder, commemorating the Jewish Exodus story from Egypt. Traditionally recited by
the youngest at the table, the Four Questions — Ma Nishtana in Hebrew — set the tone
for the Passover Seder. Here, however, Alana adds a fifth: “Why is God doing this to
us?” In theological sense, the question is profoundly significant it seems to contra-
dict God’s promise in the Bible. According to Genesis, after the flood, God vowed
never again to destroy humanity by means of a deluge (Genesis 9:11, 13). Implicitly
challenging the covenant, Alana seems to be asking, if God promised not to destroy

4 Ibidem, Episode 3, Apple TV+, 2023,00:21:50-00:21:53.

4 N.C. Habel, The Birth, the Curse and the Greening of Earth: An Ecological Reading of Genesis 1-11,
Sheffield Phoenix Press, Sheffield 2011, p. 62.

4 R.Bauckham, The Bible and Ecology: Rediscovering the Community of Creation, Baylor University
Press, Waco, TX 2010, p. 89.

*  A. Burgmann, Science Fiction and Climate Change: A Sociological Change, Liverpool University
Press, Liverpool 2020, p. 4.

47 Ibidem, p. 21.
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humanity again, why are we experiencing such destruction now? Has God broken the
covenant? In any theological interpretation, the divine disaster seems unjustifiable
and inherently contradictory.

The concept of the disaster landscape — specifically, the flooding in this episode
—is closely tied to the role of the observer. A landscape is not a purely objective phe-
nomenon; rather it is perceived, shaped and created through the act of perception. As
John Wylie argues, landscape involves “a tension between proximity and distance,
body and mind, sensuous immersion and detached observation.”*® This tension raises
a fundamental question, as he proposes, “is the landscape the world we are living in, or
merely a scene we are observing from afar?”* Taking proximity and distance into con-
sideration, from his perspective, landscape emerges not simply as an external object,
but as a dynamic field of relationships between viewer and viewed. The question then
arises: are we inhabitants within a landscape, or are we spectators gazing at it? This
insight aligns with Denis Cosgrove’s definition of landscape as positing that, “land-
scape denotes the external world mediated through subjective human experience.”°
Landscape, as he further argues, is “a construction, a composition of that world. Land-
scape is a way of seeing the world.”' Landscape, thus, is constituted through both
modes of engagement of the observer, rather than a fixed pre-fabricated entity, ready
to be consumed.

Alana and the rabbi represent two fundamentally opposite approaches to seeing
the world. The latter adopts a predominantly theological perspective, interpreting the
disaster as an act of divine retribution, a framework that, while consistent with his
religious role, limits humanity to a passive traditionalist view that casts God as the
sole powerful agent of the flood, with humanity relegated to the role of passive spec-
tators. This passivity is reflected in his pragmatic response, as he focuses his efforts
on securing assistance from the Department of Sea Level Mitigation. The theolog-
ical reading of the deluge landscape, which underscores the human as the external
detached spectators, resonates with the broader binary opposition of culture and
nature, strengthening the idea of separation of human from the ecological disasters.
Rather than accepting the flooding as an inevitable divine wrath, she approaches the
unfolding ecological catastrophe with non-theological perspective. Her question,
“Why is God doing this to us?” is in fact best understood with irony: What have
we done to nature? In her view, rising sea levels and global warming result from
humanity’s violation of natural laws, making the catastrophe a fitting consequence
of humanity’s transgressions.

In a surreal dream sequence, the flooding landscape serves as a complex satiri-
cal critique of disaster in the ecological context of the contemporary world. Set in
a half-flooded synagogue in Miami submerged by ecological catastrophe, the rabbi

4 J. Wylie, Landscape, Routledge, London 2007, p. 1.

4 Ibidem.

30 D. Cosgrove, Social Formation and Symbolic Landscape, Croom Helm, London 1984, p. 13.
S Ibidem.
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dreams of dancing with Alana, evoking the iconic cinematic image from Singin’in
the Rain.>* The cinematic allusion here is deliberately satirical. Unlike the original
film, where Gene Kelly famously dances through a downpour to celebrate romantic
love in the urban streets of Hollywood with streetlamps, gentle rain, and small pud-
dles, the rain in the rabbi’s dream is foreboding, signaling an approaching hurricane
Stanley and the imminent collapse of the city. Rising sea levels, intensified storms,
and extreme weather patterns have already begun to displace communities and dis-
rupt ecosystems.> By transforming the rain from object of play into threat, the danc-
ing performance challenges the romanticization of rain in the contemporary reality of
ecological precarity, where flooding and rainstorms caused by human’s interference,
increasingly represent climate disasters rather than passing joy.>*

According to Morton, hyperobjects are not “mystical or transcendent”, meaning
they exist in the real world — they’re physical, measurable, and grounded in material
reality. And more importantly, they “force us to confront the limits of human-cen-
tered thinking.”*® In fact, in this episode, Alana, as an active observer, embodies
environmental materiality, challenging the divine reading — and by extension, the
audience — to confront and ultimately break free from an human-free perspective on
climate catastrophe. In the final moments, as the rabbi and the others are relocated to
a roofed sports centre, Alana once again poses the question, “If God loves us, why
not intervene? Why so much suffering?”” The rabbi initially responds with a reference
to Moses asking God the same question, receiving the response that humans cannot
fully understand God’s reasoning. The answer suggests a gap between human percep-
tion and divine will. However, in a pivotal moment, the rabbi revises his response,
stating, “It is up to us.”>® The Rabbi’s shift in attitude can be seen as a new reflection
on biblical stories, where passive spirituality is replaced by active observation and
accordingly, active responsibility. The old belief that natural disasters are part of a di-
vine plan or punishment and are beyond human control or responsibility is rejected
in favour of human-centred ecological disaster and accountability, which aligns with
modern environmental discourse. By altering his perspective toward a more-than-
human view in relation to ecological disasters, the rabbi comes to recognize that
“we,” as human beings, possess both agency and responsibility in addressing the
environmental crises confronting the world, rather than passively attributing them to
fate or divine will. This ecological reorientation is accomplished through adopting
the position of an active observer — one who sees humanity as embedded within the

2 G. Kelly, S. Donen (dir.), Singinin the Rain, Metro-Goldwyn-Mayer, 1952.

3 Intergovernmental Panel on Climate Change, Climate Change 2022: Impacts, Adaptation and Vulner-
ability, Contribution of Working Group II to the Sixth Assessment Report of the Intergovernmental
Panel on Climate Change, ed. by H.-O. Portner et al., Cambridge University Press, Cambridge 2022.

3 E. Kolbert, The U.N. s Terrifying Climate Report, “The New Yorker”, 23 August 2021.

T. Morton, Hyperobjects..., op. cit., p. 1.

6 S.Z. Burns, Extrapolations, Season 1, Episode 3, Apple TV+, 2023,00:53:06-00:53:07.
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landscape — thus fostering a collective sense of “us” necessary for the preservation of
the environment and the prevention of further collapse.

The final episode of Extrapolations culminates in the symbolic trial of tech mag-
nate Nick Bilton, who is held accountable for crimes of ecocide — a term Franz Bro-
swimmer defines as encompassing “the horrifying scope and cumulative effects of the
human-induced crisis of mass extinction and habitat destruction.”’ The International
Criminal Court’s sentencing of Bilton to a space-based prison and the dissolution
of his corporation represent a rare instance of environmental justice in speculative
media. This narrative resolution echoes David Whyte’s central argument in Ecocide:
Kill the Corporation Before it Kills Us — that environmental destruction is not the
product of rogue individuals, but a systemic feature of corporate capitalism, embed-
ded in legal structures like limited liability and driven by profit maximization.>®

Conclusion

This article has examined Extrapolations (2023) as a significant case study in pop-
ular contemporary cli-fi television, focusing on how its landscapes and soundscapes
articulate, complicate, and occasionally subvert anthropocentric worldviews in the
context of ecological collapse. Through close analysis of selected episodes, groun-
ded in the theories of Timothy Morton, Donna Haraway, and Anna Tsing, this study
demonstrates that Extrapolations positions capitalism not as a peripheral backdrop
but as a central force driving ecological catastrophe. The series underscores how
profit maximization, corporate extractivism, and techno-solutionism not only fail to
mitigate climate harm but actively accelerate it, portraying environmental degrada-
tion as unfolding more rapidly than scientific projections suggest. This framing aligns
with critiques by Kyle Whyte and Donna Haraway, who argue that ecological col-
lapse stems not from a generalized human impact — as implied by the Anthropocene
— but from historically specific systems of settler colonialism, racial capitalism, and
industrial extraction. Whyte’s critique complements Haraway’s theorization of the
Capitalocene, which redefines ecological crisis as the product of exploitative eco-
nomic and political structures. Both thinkers reject the myth that capitalism can be
reformed to solve the climate crisis — a belief ironically voiced by the character Bilton
in episode one: “I am here to suggest that capitalism is also the cure.” Instead, they
advocate for a radical transformation or dismantling of the economic and epistemo-
logical systems that perpetuate environmental harm. Haraway’s notion of “staying
with the trouble” through multispecies entanglements in the Chthulucene echoes

37 EJ. Broswimmer, Ecocide: A Short History of the Mass Extinction of Species, Pluto Press, London
2002, p. 2.

8 D. Whyte, Ecocide: Kill the Corporation before It Kills Us, Manchester University Press, Manchester
2020, p. 122.

% S.Z. Burns, Extrapolations, Season 1, Episode 1, Apple TV+, 2023, 00:45:06-00:45:19.
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Whyte’s political imperative to abolish or reconfigure the corporate form before it
renders the planet uninhabitable. Together, their perspectives illuminate how Extra-
polations functions not merely as a speculative narrative about climate futures, but
as a systemic critique of the capitalist ideologies that underpin ecological collapse.

What is particularly striking in Extrapolations is the way it visualizes climate
change as a multi-scalar phenomenon — affecting both the global and the intimate,
the human and the nonhuman. Rising temperatures are not presented in abstract met-
rics but are embodied in devastating, tangible consequences that disrupt ecosystems,
dissolve coastlines, and destabilize social relations. The interdependence between
species is made viscerally clear as environmental harm bleeds across ontological
boundaries, challenging the notion of human exceptionalism.

Moreover, the series innovatively extends these ecological impacts beyond the
visual domain into the realm of sound. Its soundscapes are carefully designed to
convey environmental degradation in ways that may elude conscious perception but
resonate affectively. For instance, the subtle shifts in underwater acoustics under-
score the vulnerability of marine mammals to anthropogenic noise pollution — a form
of harm often overlooked in visual media. By rendering these inaudible or barely
audible frequencies, Extrapolations not only aestheticizes the silencing of nonhuman
suffering but also implicates the audience in modes of sensory exclusion. This multi-
sensory approach reinforces the series’ overarching argument: that ecological crisis
is a deeply entangled, multispecies condition, intensified by capitalist infrastructures
and perceptual limitations.
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