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Preface

Like remediation itself, this book has its own genealogy. And like che
genealogy of remediation, our book’s genealogy is one of historical af-
filiations or tesonances, not of origins. In examining these affiliacions,
we would begin by noticing “the myriad events through which—
thanks to which, against which—they were formed” (Foucault 1977,
146). Indeed, the initial affiliation was our own, which began on the
January evening in 1991 when President George Bush ordered the
bombing campaign for what has been characterized as the first totally
mediated war.

We could also trace the book’s descent to the resonances set in
motion in September 1994, when one of us (JDB) decided co sit in on
¢he graduate seminar the other (RG) was offering: “The Visual Geneal-
ogy of Multimedia.” Each of us broughe to that course the conception
of one of the three genealogical traits that our book traces: JDB the
crait of immediacy, which he was beginning to outline in a project
whose eatliest manifestation appeaced on the Internet under the name
of “Deggees of Freedom”, RG the trait of hypermediacy, which (op-
erating under che name of multimediacy) provided the organizing logic
of the seminar. Remediation itself was our chird traic.

We might mote precisely trace the book’s beginnings to May
1996, when we were completing our first truly collaborative venture, 2
team-taught version of the original genealogy seminar, in which the
contradiction between immediacy and multimediacy formed the or-
ganizing principle of the course. It was in May 1996, in a meeting in
his office with Sandra Beaudin, that RG was reported to have coined
the tecm remediation as a way to complicate the notion of “repurposing”
that Beaudin was working with for hec class project. But, as most origin
scories go, it was oot until well after the fact, when Beaudin reported
the coinage to JDB, who later ceminded RG that he had coined the
term, thac the concept of “remediation” could be said to have emerged.
Indeed although the cecm remediation was coined in RG's office, neither
of us really knew what ic meant unril we had worked out cogether the
double logic of immediacy and hypermediacy.

If remediation can be traced ro thac fateful day in May, the book
itself, as a joincly authored collaboration, has its own lineage. The idea
of collaborating on an essay was set in play in 1994, during the firste
genealogy seminar (which ended up being more or less team-taughe
icself). Almost from the first class meeting, we realized thac between us
we had grasped something exponentially more powerful than what ei-
ther of us brought to the table. For more than eighteen months, we



took turns telling each ocher that we should collaborate on an essay. We
passed each other in the hall; we sat in one another’s office; we chacted
in the faculty lounge or before and after department meetings and lec-
cures. But our daily obligations prevented us from seriously undeccak-
ing the project that would eventually become this book. Indeed it was
not until the Olympic summer of 1996, when RG was about to embark
on a crip to Oxford, co teach in a Georgia Tech summes-abroad pro-
gram, that the decision to collaborate on an essay was finally made.

It is hardly accidental to che chesis of this book that it was only
when we found ourselves on either side of the Atlantic Ocean, commu-
nicating with each other through the medium of email, that we were
able finally to undertake the collaboration we had been discussing for
mote than a year. In what was in many senses a reversal of roles, RG
found himself traveling through Europe, thinking through the histor-
ies of Western art from the medieval period to the present; while JDB
was at home in Atlanta, watching che Olympics on TV, chinking
through the relations among contemporary media, sports, and the cul-
rute of entertainment.

The genealogy of the book is well documented through that
summer’s emails: as multimediacy evolved into hypermediacy; as the
initial idea for an essay (which was published in the fall 1996 issue of
Configurations) evolved into our plan for a book; and as we began to work
through the way in which the concepc of remediation helped ro make
sense of the apparent contradiction between our two logics of media-
tion. What is also well documented in those emails is the evolution of
a mutual friendship and ctruse, a growing respect and admiration be-
tween two very different (indeed in many basic senses opposite) indi-
viduals. If we are righc in characterizing remediation as reform, then it
would be fait to say that among those things that Remediation teformed
were ourselves.

We wish to acknowledge here the encouragement and thoughcful cri-
tiques that we received from colleagues and friends.

Those wicth whom we have shared our ideas include Gregory
Abowd, Amy Bruckman, Macthew Causey, Sandra Corse, Stuarc Culver,
Mark Guzdial, N. Katherine Hayles, Henry Jenkins, John Johaston,
Dalia Judovitz, Alan Kay, Wendy Kellogg, Irene Klaver, Ken Knoes-
pel, Geotge Landow, Candace Lang, Elissa Marder, Robert Markley,
Pete McGuire, Rebecca Merrens, Jacob Nielsen, Greg Nobles, Claire
Nouvet, Ciaran O’Faoclain, David Porush, Ashwin Ram, Alan Rauch,

x)

200fa.d



X

2apfaid

William Ribarsky, Ben Schneiderman, lan Smich, Ellen Strain, Laura
Sullivan, Jay Telotte, Bruce Tognazzini, John Tolva, and Greg
VanHoosier-Carey.

Those who commented on various portions of the manuscripr,
and from whose counsel we benefited, include Phil Auslander, Hugh
Crawford, Terry Harpold, Howard Horwitz, Michael Joyce, Richard
Lanham, Blake Leland, and Anne Wysockai.

Jim Bono and Kathy Onofrio worked with us on the original
essay, “Remediation,” which appeared in Configurations 3 (Fall 1996):
311-358. We thank them and the journal for allowing us to refashion
(if not remediate) material in chapters 1 thirough 3 of this book.

We thank Lance Scrate, Ron Jacobson, and Stephanie Gibson,
and the Hampton Press for allowing us to reuse in chapeers 15 and 16
of this book material from JDB's “Virtual Reality and che Redefinition
of Self” originally published in 1996 in Communication and Cyberspace:
Social Interaction in an Electronic Environment.

We wish to chank Roberc Ptior of The MIT Press for his indis-
pensable advice and support. Thaoks also to Managing Edicor Michael
Sims and to those at The MIT Press who put their expertise and enthu-
siasm inro che editing, design, production, and marketing of chis book:
Julie Grimaldi, Yasuyo Iguchi, Vicki Jennings, Ori Kometani, Terry
Lamoureux, Thomas McCorkle, Gita Manakrala, Bev Miller, and San-
dra Minkkinen.

Like all ocher teachers, we have learned much from our stu-
dents, in particular, those in the gradvate program in Information De-
sign and Technology of the School of Literature, Communicacion, and
Culture here at Georgia Tech. Since 1994 we have offered three gradu-
ate seminars in the genealogy of new media. In each case, the students
in these courses have helped us define and refine our ideas. Also during
this period, Kelly Balcom, Rhonda Nelson, Aida Najarian, aad Vicky
Pickens served as intelligent and enthuasistic research assistants and
made a real contributian to the research and production of this book.
Our students Michael Koetcer, Debbi Faye Levin, and lan Seymour pro-
duced the fitst Remediation video.

David Joseph Bolter provided helpful information on the reme-
diating strategies of animated film. Sarah and Sam Grusin offered im-
portant lessons on the inseparability of mediation and realiry.

We cannot exaggerate the contribution made by Lori Levy, who
took on the important task of helping us locate, interpret, and present
the various graphic images that appear in this book. To this task, she



Introduction: The Double Logic of Remediation




“This is not like TV only better,” says Lenny Nero in the futuristic film
Srrange Days. “This is life. It’s a piece of somebody’s life. Pure and uncut,
straight from the cerebral cortex. You're there. You'te doing it, seeing
it, hearing it . . . feeling it.” Lenny is touting to a potential customer a
technological wonder called “the wire.” When the user places the device
over her head, its sensors make contact with the perceptual centers in
her brain. In ics recording mode, the wire captures the sense perceptions
of the wearer; in ics playback mode, it delivers these recorded percep-
tions to the wearer. If che ultimate purpose of media is indeed to trans-
fer sense experiences from one person to another, the wire threatens to
make all media obsolete. Lenny mentions television, but the same cri-
tique would seem to apply to books, paintings, photographs, film, and
so0 on. The wire bypasses all forms of mediation and transmits directly
from one consciousness to another.

The film Strange Days is less enthusiastic about che wire than
Lenny and his cuscomers. Although the wire embodies the desire to get
beyond mediation, Strange Days offers us a world fascinated by che
power and ubiquity of media technologies. Los Angeles in the last two
days of 1999, on the eve of “2K." is saturated with cellular phones,
voice- and text-based telephone answering systems, radios, and bill-
board-sized television screens that constitute public media spaces. In
this media-filled wotld, che wire itself is the ulcimate mediating tech-
nology, despite—or indeed because of—the fact that the wire is de-
signed to efface itself, to disappear from the user’s consciousness. When
Lenny coaches the “actors” who will appear in a pornographic te-
cording, it becomes clear that the experience the wire offers can be as
contrived as a traditional film. Although Lenny insists that the wire is
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Figure 1.1 A virroal reality head-
mounced display. Courtesy of Profes-
sor Larry Hodges, GVU Cenrer,
Georgia Inscituce of Technology.

“not TV only better,” the film ends up representing the wire as “film

only beccer.” When Lenny himself puts on the wire and closes his eyes,
he experiences the world in a continuous, ficst-person point-of-view
shot, which in film criticism is called the “subjective camera.”

Strange Days captures the ambivalent and contradictoty ways in
which new digiral media function for our culture today. The film proj-
ects our own culrural moment a few years into the future in order to
examine chat moment wich greater clacity. The wice is just a fanciful
extrapolation of contemporary virtual reality, with its goal of unmedi-
ated visual experience. The contemporary head-mounted display of vir-
tual reality is considerably less comfortable and fashionable (fig. 1.1),
and the visual world it generates is far less compelling. Still, contempo-
rary virtual realicy is, like the wire in Strange Days, an experiment in
cinematic point of view. Meanwhile, the proliferation of media in 2K
L.A. is only a slight exaggeration of our current media-rich environ-
ment, in which digital technologies are proliferating faster than ouc




culrural, legal, or educational institutions can keep up with them. In
addressing our culture’s contradicrory imperatives for immediacy and
hypermediacy, this film demonstraces what we call a double logic of
remediation. Our culture wants both to multiply its media and to erase
all craces of mediation: ideally, it wants to erase its media in the very
act of multiplying them.

In this last decade of the twentieth century, we are in an unusual
position to appreciate remediation, because of the rapid development
of new digital media and the nearly as rapid response by traditional
media. Older electronic and print media are seeking to reaffirm their
status within our culture as digital media challenge that stacus. Both
new and old media are invoking the twin logics of immediacy and hy-
permediacy in their efforts to remake themselves and each other. To
fulfill our apparently insatiable desire for immediacy, “live” point-of-
view television programs show viewers whac it is like to accompany a
police officer on a dangerous raid or to be a skydiver or a race car driver
hurcling through space. Filmmakers routinely spend tens of millions of
dollars to film on location or to recteate period costumes and places in
“Web-

cams” on the Internet pretend to locate us in various natural environ-

order to make their viewers feel as if they were “really” chere.

ments—from a backyard bird feeder in Indianapolis (Fig. 1.2) to a
panorama in the Canadian Rockies (Fig. I.3). In all these cases, che logic
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Figure 1.2 Bird feeder webcam: the
view is updated every three minutes.
heep://fwww.wbu.com/feedercam_
home.htm January 24, 1998.

© 1997, Wild Birds Unlimited. All
rights reserved. Used by permission.
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Figure 1.3 Sulphur Mouncain web-
cam, providing a repeatedly updaced
view of a mountain in che Canadjan
Rockies in Banff, Alberca. heep://
www.ban{fgondola.com/ January 24,
1998. © 1998, Sulphur Mouncain
Gondola. All righes reserved. Used
by permission.
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of immediacy dictates that the medium itself should disappear and
leave us in the presence of the thing represented: sitting in the race car
or standing on a mountaintop.

Yec these same old and new media often refuse to leave us alone.
Many web sites are riots of diverse media forms—graphics, digitized
phorographs, animation, and video—all set up in pages whose graphic
design principles recall the psychedelic 1960s or dada in che 1910s and
1920s (Fig. L.4; Fig. 1.5). Hollywood films, such as Natural Born Killers
and Strange Days, mix media and styles unabashedly. Televised news
programs feature mulciple video streams, split-screen displays, compos-
ites of graphics and texe—a welter of media that is somehow meanc to
make the news moce perspicuous. Even webcams, which operate under
the logic of immediacy, can be embedded in a hypermediated web site
(Fig. 1.6), where the user can select from a “jukebox” of webcam images
to generate her own paneled display.

As the webcam jukebox shows, our two seemingly contradic-
tory logics not only coexist in digital media today but are mutually
dependent, Immediacy depends on hypermediacy. In the effort to create
a seamless moving image, filmmakers combine live-action footage with
computer composicing and two- and three-dimensional compucer
graphics. In che effort to be up to the minute and complete, television



Figure 1.4 A page from Joseph
Squire’s Urban Diary. hrep://
getcrude.art.uinc.edu/ludgate/the/
place/urban_diacy/incro.html Jaou-
ary 24, 1998. © 1995 Urban
Desirces. Used by permission.

ngéwé@suawow.&qé»&;@x%yg&gﬁa@&y@
e - - - e




uoyipipaway fo 21307 ajqnoQq ayy uonponponu|

Figure 1.5 An image from the
RGB Gallecy ar the Hocwired web
site: a collection of digiral art.

htrp://www.hocwired.com/tgb/opp/ (371 C B
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Figure 1.6 This webcam jukebox
allows the user to combine three in-
dividual webcams of her choosing.
heep://wee.images.com/jukebox Jan-
uary 29, 1998. © 1998, Kamal A.
Moscafa, All rights reserved. Used
by pecmission.
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news producers assemble on che screen ribbons of texe, photographs,
graphics, and even audio withour a video signal when necessary (as was
the case during the Persian Gulf War). At the same time, even the mosc
hypermediared productions strive for their own brand of immediacy.
Directors of music videos rely on multiple media and elaborate editing
to creace an immediacte and appatently spontaneous style; they take
great pains to achieve the sense of “liveness” that characterizes rock mu-
sic. The desire for immediacy leads digital media to botrow avidly from
each ocher as well as from their analog predecessors such as film, televi-
ston, and photography. Whenever one medium seems to have convinced
viewers of its immediacy, ocher media try to appropriate that convic-
tion. The CNN site is hypermediated—arranging text, graphics, and
video in multiple panes and windows and joining themn with numerous
hyperlinks; yet the web site borrows its sense of immediacy from the
televised CNN newscasts. At the same time televised newcasts are com-
ing co resemble web pages in cheir hypermediacy (fig. 1.7 and 1.8). The
team of web editors and designers, working in che same buildiag in
Atlanta from which the television news necworks are also administered,
clearly wanc cheit technology to be “television only better” Similarly,

Figure [.7 The CNN Interactive
web site. © 1998 Cable News Net-
work, Inc. All rights ceserved. Used
by permission of CNN.
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Figure 1.8 CNN Headline News.
© 1997 Cable News Nerwork, Inc.
All rights reserved.

Figure 1.9 Pbotorealistic Piper Sen-
eca 111 Module: the incerface for a
flighc simulacor. © 1998 Initiative
Computing AG, Switzecland. Re-
printed with permission.
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one of the most popular genres of computer games is the flight simula-
tor (fig. 1.9). The action unfolds in real time, as the player is required
to monitor the instruments and fly the plane. The game promises to
show the player “what it is like to be” a pilor, and yet in what does the
immediacy of the experience consist? As in a real plane, che simulated
cockpit is full of dials to read and switches to flip. As in a real plane,
the experience of the game is that of working an intetface, so chat the
immediacy of this experience is pure hypermediacy.

Remediacion did not begin with the introduction of digital
media. We can identify the same process throughout the lase several
hundred years of Western visual representation. A painting by the
seventeenth-century artist Pieter Saenredam, a photograph by Edward
Weston, and a computer system for virtual realicy are different in many
important ways, but they are all attempts to achieve immediacy by ig-
noring or denying cthe presence of the medium and the act of mediation.
All of them seck to put the viewer jn the same space as the objects
viewed. The illusionistic painter employs linear perspective and “realis-
tic” lighting (fig. I.10), while the computer graphics specialist ma-
thematizes linear perspective and creates “models” of shading and
Ulumination (fig. I.11; plate 1). Furthermore, the goal of che computer
graphics specialists is to do as well as, and eventually better than, the

painter or even the photographer.

Figure 1.10 Saenredam, Pieter
Jansz. “S. Bavo in Haarlem” 1631.
The Jobn G. Johnson Collection,
Philadelphia Museum of Act. Ulced
by permission.

1
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Figure 1.11 A phocorealistic com-
putcer graphic: the nave of Chartres
Cachedral, by John Wallace and
Jobhn Lin. © 1989, Hewletc-Packard
Co. Used by permission.

Like immediacy, hypermediacy also has its history. A medieval

illuminared manuscript, a seventeenth-cencury painting by David
Baijlly, and a buttoned and windowed multimedia application are all
expressions of a fascipation with media. In medieval manuscripts, the
large inicial capiral lecters may be elaboracely decorated, but they still
constitute part of the text itself, and we ate challenged to appreciate the
incegration of text and image (fig. I.12; plate 2). In many multimedia
applications, icons and graphics perform the same dual role (as in igure
1.13; place 3), in which the images peek out at us through che word
ARKANSAS. This dual role has a history in popular graphic design, as a




Figure 1.12 A page from a Book of
Hours, circa 1450. © Roberc W.
Woodruff Library, Emory Univer-
sicy. Used by permission.

Figure 1.13 Arkansas: the splash
(opening) scteen for 2 multimedia
celebracion of che state.

)
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Figure [.14 A Coney Island post-
card from the 1910s. heep:i/
naid.sppst.ucla.edu/coneyisland/
bistarc.hem January 24, 1998.
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postcard of Coney Island from the early twentieth-century shows (fig.
1.14). Today as in che past, designess of hypermediated forms ask us to
take pleasure in the act of mediation, and even our popular culture does
take pleasure. Some hypermediated arc has been and remains an elite
taste, bur the elaborate stage productions of many tock stars are among
many examples of hypermediated events that appeal to millions.

In the chapters that follow, we examine the process of remediation in
contempotary media. In pare I, we place the concept of remediation
within the ¢radicions of recent literary and cultural cheory. Readers who
are less interested in theory may want to turn directly to part II, which
illuscrates the work of remediation in such media as compurer graphics,
film, television, the World Wide Web, and virtual reality. These illus-
trative chapters should make sense even without the fuller explanations
of transparent immediacy, hypermediacy, and remediation provided in
part I. In part III, which is again more theoretical, we consider how
new digital media are pacticipating in our culture's redefinition of self.
Because readers may choose not to read che book in linear order, we
have provided references—the printed equivalent of hyperlinks—to
connect points made in the cheoretical chaprers with examples in the
illuscrative chapeers, as well as some references from each illustracive
chapter to others. This link directs the reader to parc I1. © p. 85

Our primary concern will be with visual technologies, such as
computer graphics and che World Wide Web. We will argue that these
new media are doing exactly whac their predecessors have done: pre-



senting themselves as refashioned and improved versions of other me-
dia. Digiral visual media can best be understood through the ways in
which they honor, rival, and revise linear-perspective painting, photog-
raphy, film, celevision, and print. No medium today, and certainly no
single media evenc, seems to do its culrural work in isolation from ocher
media, any mote cthan it works in isolation from other social and eco-
nomic forces. Whar is new about new media comes from che pascicular
ways in which they refashion older media and the ways in which older

media refashion themselves to answer the challenges of new media.

St
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In part I we explain in greater detail the theory and history of remedia-
cion. Like other media since cthe Renaissance-—in particular, perspec-
¢ive patocing, photography, film, and television—new digital media
oscillate between immediacy and hypermediacy, between transparency
and opacity. This oscillacion is the key to understanding how a medium
cefashions its predecessors and other contemporary media. Alchough
each medium promises to teform its predecessors by offering a more
immediate or authentic experience, the promise of reform inevitably
leads us to become aware of the new medium as 2 medium. Thus, im-
mediacy leads to hypermediacy. The process of remediation makes us
aware that atl media are at one level a “play of signs,” which is a lesson
thac we take from postscruceuralist literary theory. At the same time,
this process insists on the real, effective presence of media in our cul-
cure. Media have the same claim to reality as more tangible culcural
arrifacts; phorographs, films, and computer applications are as real as
airplanes and buildings.

Futhermore, media technologies constitute networks or hybrids
chat can be expressed in physical, social, aesthetic, and economic terms.
Introducing a new media technology does not mean simply invencing
new hardware and software, but racher fashioning (or refashioning) such
a network. The World Wide Web is not merely a software protocol and
text and data files. It is also the sum of the uses to which this protocol
is now being put: for markecing and advertising, scholarship, personal
expression, and so on. These uses are as much a parc of the technology
as the software itself. For this reason, we can say that media technolo-
gies are agents in our culcure withour falling into the trap of technolog-
ical determinism. New digical media are noc external agents chat come
to distupc an unsuspecting culeure. They emerge from wichin culcural
contexts, and chey refashion ocher media, which are embedded in the
same or sjmilar contexts.
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The two logics of remediation have a long bistory, for their interplay
defines a genealogy that dates back at least to the Renaissance and the
invention of linear perspective. We do not claim that immediacy, hy-
permediacy, and remediation are universal aesthetic truths; racher, we
regard them as practices of specific groups in specific times.! Alrhough
the logic of immediacy has manifested itself from the Renaissance to
the present day, each manifestation in each age may be significantly
different, and immediacy may mean one thing to cheorists, another co
praccicing artists or designers, and a third to viewers. The diversity is
even greater fog hypermediacy, which seems always to offer a number
of different reaccions to the contemporary logic of immediacy. Remedi-
ation always opetares under the current culrural assumptions about im-
mediacy and hypermediacy.

We cannot hope to explore the genealogy of remediation in de-
tail. What concerns us is remediation in our current media in North
America, and here we can analyze specific images, texcs, and uses. The
historical resonances (ro Renaissance painting, nineteench-cencury pho-
tography, twentieth-century film, and so on) will be offered to help ex-
plain che contemporary siruation. At the same time, the practices of
contemporary media constitute a lens through which we can view the
history of remediation. What we wish o highlighc from the past is
what resonates with the twin preoccupations of contemporaty media:
the cranspatent presentation of che real and the enjoyment of the opac-
ity of media themselves.

TrHE LOGIC OF TRANSPARENT IMMEDIACY
Virtual reality is immersive, which means that it is a2 medium whose
purpose is to disappear. This disappearing act, however, is made diffi-

1. Our notion of genealagy is
indebrted to Foucault’s, for we too
are looking for hiscorical affiliations
or resonaoces and not for origins.
Foucaulc (1977) characterized ge-
nealogy as “an examination of
descent,” which “permits che discov-
ery, under the unique aspect of a
trait or a concepe, of the myriad
events chrough which—thanks to
which, against which—rthey were
formed” (146). Our genealogical
traits will be immediacy, hypermedi-
acy, and remediation; however,
where Foucault was concerned with
relations of power, our proposed ge-
nealogy is defined by the formal
relations within and among media
as well as by relacions of culrural
power aad presrige.
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cule by che apparatus chat virtual reality requires. In Strange Days, users
of the wire had only to put on a slender skullcap, but in today’s vircual
reality systems, the viewer must wear a bulky head-mounted display, a
helmet with eyepieces for each eye (fig. 1.1). In other systems known as
“caves,” the walls (and sometimes the floor and ceiling) are themselves
giant computer screens. Although less subtle than che wire, current
virtual reality syscems also sutround the viewer with a compuret-
geonerated image. With the head-mounted display in particular, victual
reality is licerally “in the viewer’s face” The viewer is given a first-
person point of view, as she gazes on a graphic world from a station
point that is always the visual center of that world. As computer scien-
tists themselves purc it, the goal of virtual reality is to foster in che
viewer a sease of presence: the viewer should fosgec that she is in fact
wearing a computer interface and accept cthe graphic image thac it offers
as her own visual world (Hodges et al. 1994).

In order to create a sense of presence, virtual reality should come
as close as possible to our daily visual experience. Its graphic space
should be continuous and full of objects and should fill the viewer’s
field of vision withour rupture. Bur today's technology still contains
many rupeures: slow frame rates, jagged graphics, bright colors, bland
lighting, and system crashes. Some of these ruptures are apparent even
in the single static images chat we see, for example, in figures 9.1, 9.2,
and 9.3. We notice immediately the cartoon-like simplicity of the
scene, which no user could confuse with the world that greets her when
she cakes off the helmert. For the enthusiasts of virtual reality, however,
today’s technological limitacions simply point to its greac potential,
which for chem lies in a fucure not much further removed than Strange
Days. In fact, Lenny Nero's words could almost have been wricten by
these enchusiascs. In his book on virtual reality, Howard Rheingold
(1991) claims chat “ar the beart of VR [virtual reality] is an experi-
ence—the experience of being in a vircual world or remote location”
(46). Jaron Lanier, a developer of one of the first commercial vircual
reality systems, suggests thar in vircual realicy “you can visit the world
of the dinosaur, then become a Tyrannosaurus. Not only can you see
DNA, you can experience what it’s like co be a molecule” (quoted in
Ditlea 1989, 97). Meredich Bricken (1991), an incerface designer,
writes that in a vircual environment, “You can be the mad haccer oc you
can be the teaport; you can move back and forth to the rthythm of a song.
You can be a tiny droplet in the rain or in the civer” (372). All of these
enchusiasts promise us transparent, perceprual immediacy, experience



without mediation, for they expect virtual reality to diminish and ulti-
mately to deny the mediating presence of the compurer and its inter-
face. Brickeo’s work is, in fact, encicled “Virtual Worlds: No Incerface
to Design.”

The logic of transparenc immediacy is also at work in nonim-
mersive digital graphics—that is, in two- and three-dimensional im-
ages projected on to traditional compurer, film, or television screens.
Digital graphics have become tremendously popular and lucrative and
in fact are leading to a new culcural definition of the computer. If even
ten years ago we thought of compurers exclusively as numerical engines
and word processors, we now think of them also as devices for generat-
ing images, reworking photographs, holding videoconferences, and
providing animacion and special effects for film and television. With
these new applications, the desire for immediacy is apparent in claims
chat digital images are more exciting, lively, and realistic than mere
text on a computer screen and that a videoconference will lead to more
effective communication than a telephone call. The desire for immedi-
acy is apparent in the locreasing popularity of the digical compositing
of film and in Hollywood’s interest in replacing stunt men and evencu-
ally even actors with compucter animations. And it is apparent in the
triumph of the graphical user interface (GUI) for personal computers.
The desktop metaphor, which has replaced the wholly textual com-
mand-line interface, is supposed to assimilate cthe computer to the
physical deskrop and to the materials (file folders, sheets of paper, in-
box, trash basker, ecc.) familiar to office workers. The mouse and the
pen-based interface allow the user the immediacy of touching, drag-
ging, and manipulating visually atcractive ideograms. Immediacy is
supposed to make this computer interface “natural” racher than arbi-
trary. And alcthough the standard desktop 1oterface has been two-
dirensional, designers are experimenting wich three-dimensional ver-
sions—uvirtual spaces in which the user can move in, around, and
through information (Card, Robertson, and Macinlay 1991). These
three-dimensional views are meant to lend even greater immediacy to
the experience of computing. What designers often say they want is an
“intetfaceless” interface. in which there will be no recognizable elec-
tronic cools—no butcons, windows, scroll bars, or even icons as such.
Inscead the uset will move chrough the space interacting with che ob-
jects “naturally,” as she does in che physical world. Virrual reality, three-
dimensional graphics, and graphical interface design are all seeking to
make digital cechnology “transparent.” In this sense, a transparent in-
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2. See also Martin Jay (1993, 69—
82). Unlike Jay, Samuel Edgercon
(1975) not only documents a connec-
tion between the machematizacion
of space and linear perspective, but
seems ¢o accept it as true. Bruno
Latour (1990) also remarks on che
significance of perspectivalism.
Building on William Ivins's study,
On the Rationalization of Sight (1973),
Latour atgues that by mathematiz-
ing space, linear perspective enabled
visual representacions to be trans-
ported from one contexc to another
without being alcered or distocced.
By manipularing these “immurable
mobiles,” practitioners of linear per-
spective could in effect manipulace
the world itself, because che ma-
thematization of space makes the
conrext or medium craosparent and
provides immediate access to the
world. See Lacour (1987, chap. 6,
1990).

terface would be one that erases icself, so thar che user is no longer
aware of confronting a2 medium, buc instead stands in an immediate
relationship to che contents of that medium.

The transparent interface is one more manifestation of the need
to deny the mediated character of digital technology altogether. To be-
lieve that with digital technology we have passed beyond mediation is
also to asserc the uniqueness of our present technological moment. For
many virtual reality enthusiascs, the compucer so far surpasses other
rechnologies in its power to make the world present that the history of
earlier media has liccle relevance. Even chose, like Rheingold, who do
acknowledge technological precursors (particularly film and television)
still emphasize the novelty of virrual realicy. Theic view is chat virtual
realjty (or digital technology in general) completes and overcomes che
history of media. In Strange Days, cthe wire is che lasc and most powerful
technology created before the end of the millennium. However, che de-
sire for immediacy itself has a history that is not easily oveccorne. At
least since che Renaissance, it has been a defining feature of Western
visual (and for that matcer verbal) representation. To understand imme-
diacy in computer graphics, it is important to keep in mind the ways
in which painting, photography, film, and television have soughc to
satisfy chis same desire. These earlier media sought immediacy through
the incerplay of the aesthetic value of transparency with techniques of
linear perspective, erasure, and automaticity. all of which are scrategies
also at work in digiral rechnology.

As Albrecht Diirer noted, and as Panofsky (1991) reminded us
in Perspective as Symbolic Form (27), perspective means a “seeing through,”
and, like the interface designers of today, students of linear perspective
promised immediacy through transparency. They trusted in linear per-
spective to achieve transparency because by mathemarizing space, it
used the “right” technique to measure the world. Martia Jay and others
have argued for a close connection between Albertian perspective and
Descartes’s spatial mathemarics. For Jay (1988), “Cartesian perspecti-
valism” constituted a peculiar way of seeing that dominated Western
culture from the seventeenth century to the early twentiech by allowing
the Cartesian subject to control space from a single vantage point.” By
using projective geometry to represent the space beyond the canvas,
linear perspective could be regarded as the technique thar effaced itself
as technique. As Alberti (1972) expsessed it in his tceatise On Painting,
“On the surface on which I am going to paint, [ draw a rectangle of
whatever size I want, which I regard as an open window through which



the subject to be painced is seen”(55). If executed properly, the surface
of the painting dissolved and presented ro che viewer the scene beyond.
To achieve transparency, however, linear perspective was regarded as
necessary buc not sufficienc, for the arcisc muse also work the surface
co erase his brush strokes. Norman Bryson (1983) has argued that
“chrough much of the Western tradition oil paint is created primarily
as an erasive medium. What it must first erase is the surface of the pic-
ture-plane” (92). Erasing the surface in this way concealed and denied
che process of painting in favor of the perfected product. Although ef-
facement is by no means universal in Western painting, even before the
nineteenth cencury, it was one important technique for making the
space of the picture continuous with the viewer's space. This continuity
between depicted and “real” space was particularly apparent in trompe
l'oeil art—for example, in ceilings where the painting continues the
architecture of che building itself (Kemp 1990). The irony is that it
was hard work to make the surface disappear in this fashion, and in fact
the artist’s success at effacing his process, and chereby himself, became
for trained viewers a mark of his skill and therefore his presence,

A third strategy for achieving transparency has been to auto-
mate the technique of linear perspective. This quality of automacicity
has been ascribed to the technology of the camera obscura and subse-
quently to photography, film, and television. In the most familiar story
of the development of Western representation, the invention of photog-
raphy represented the perfection of linear perspective. (For a revisionist
view, see Crary 1990.) A photograph could be regarded as a perfect
Albertian window. André Bazin (1980) expressed this view with un-
troubled cerrainty: “The decisive momeat {in Western painting} un-
doubtedly came wich the discovery of the first scientific and already, in
a sense, mechanical systems of reproduction, namely, perspective: the
camera obscura of da Vinci foreshadowed the camera of Niepce. The
artist was now in a position to create the illusion of three-dimensional
space within which chings appeated to exist as our eyes in reality see
them” (239). Photography was a mechanical and chemical process,
whose automatic character seemed to many to complete the earlier
trend to conceal both the process and the artist. In fact, photography
was often regarded as going too far in the direction of concealing the
artist by eliminating him altogether. In the nineteenth and eatly cwen-
tiech centuries, this question was extensively debated. Was photogra-
phy an art? Did it make painting and painters unnecessary? And so on
(Trachtenberg 1980, vii—xiii). In examining automatic ceproduction
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3. A similar argument could be
made for television, especially for
che “live” coverage of news and
sposting events, which promise im-
mediacy chrough cheir real-time
preseatation. In “The Fact of Televi-
sion,” Stanley Cavell has described
what he calls the “monitoring” func-
tion of television. The case for
immediacy in film is complicated by
the intervention of che director and
the ediror, bur film is still experi-
enced as immediate duriag che time
of its showing——an immediacy that
greacly troubled Christian Mecz
1977).

and the artist as a crearive ageat, Stanley Cavell (1979) expanded on
and revised Bazin: “Photography overcame subjectivity in a way un-
dreamed of by painting, a way that could not satisfy painting, one
which does not so much defeat the act of painting as escape ic alco-
gether: by automatism, by removing the human agent from the task of
reproduction” (23). For both Bazin and Cavell, photography offered its
own route to immediacy. The photograph was transparent and followed
the rules of linear perspective; it achieved transparency through auto-
matic reproduction; and it apparently removed the artist as an agent
who stood between the viewer and che reality of the image.’

Bazin (1980) concluded that “photography and the cinema . . .
are discoveries that satisfy, once and for all and in its very essence, our
obsession with realism,” yet he was certainly wrong. These two visual
technologies did noc satisfy our culture’s desire for immediacy (240).
Compurer graphics has become the latest expression of that desire, and
its strategy for achieving immediacy owes something to several earlier
tradicions. William J. Mitchell (1994) claims, “The tale of computer
image synchesis in the 1970s and 1980s . . . strikingly recapitulaces che
history of European painting from the miracle of Masaccio’s Trinity to
the birth of photography. . . . Synthesized images can now be virtually
point-for-point matches to photographs of actual scenes, and there is
experimental evidence chac, for certain sorts of scenes, observers cannot
distinguish these images from photographs” (161). Bur even if we can-
not always tell synthesized images from photographs, we can distin-
guish the different strategies that painting and photography have
adopred in striving for immediacy, and we can explore how digital
graphics borrows and adapts each of these strategies.

Digiral graphics extends the cradicion of the Albertian window.
It creates images in perspective, but jt applies to perspective the rigor
of contemporary linear algebra and projective geometry (Foley et al.
1996, 229-283). Compucer-generated projective images are mathe-
matically perfect, at least within the limits of computational error and
the resolution of the pixelated screen. Renaissance perspective was
never perfect in this sense, not only because of hand methods, bur also
because the artists often manipulated che pecspective for dramatic ot
allegorical effect (Elkins 1994; Kemp 1990, 20, 47-49; Hagen 1986).
(Of course, digital graphic perspective can be discorted too, but even
these distortions are generated mathematically.) Computer graphics
also expresses color, illumination, and shading in mathematical terms
(Foley et al. 1996, 563-604, 721-814), although so far less success-



fully than perspective. So, as wich pecspective painting, when computer
graphics lays claim to the real or the natural, it seems to be appealing
to the Cartesian or Galilean proposition that mathematics is appro-
priate for describing nature.

Furthermore, to Cattesian geometry computer graphics adds
the algorithmic mathemarics of John von Neumann and Alan Turing.
Computer programs may ultimately be human products, in the sense
chat they embody algorithms devised by human programmers, but
once the program is written and loaded, the machine can operate with-
out human intervention. Programming, then, employs erasure or ef-
facement, much as Norman Bryson defines erasure for Western
painting, or as Cavell and othess describe the erasure of human agency
from the production of photographs.* Programmers seek to remove the
traces of their presence in order to give the program the greatest pos-
sible autonomy. In digical graphics, human programmers may be in-
volved at several levels. The computer operating systems are written by
one group of specialists; graphics languages, such as Open GL, are writ-
cen by others; and applications are programs that exploit the resources
offered by languages and operating systems. All of these classes of pro-
grammers are simultaneously erased at the moment in which che com-
puter accually generates an image by executing the instructions they
have collectively wricten.

The fact that digital graphics is automatic suggests an affinity
to photography. In both cases, the human agent is erased, although the
techniques of erasure are rather different. With photography, the auco-
matic process is mechanical and chemical. The shutter opens, and light
streams in through the lens and is focused on a chemical film. The pro-
cess of recording itself is holistic, with no clearly defined parts or steps.
For this reason, many in the nineteenth century could regard light or
nature jtself as the painter. Talbot did so in his book The Pencil of Nature
(1969), and Niepce did as well, when he wrote that “che Daguerrotype
is not merely an instrument which serves to draw Nature; on che con-
trary it is a chemical and physical process which gives her the power to
teproduce herself” (Trachtenberg 1980, 13; see also Jussim 1983, 50).
In digital graphics, however, it is not easy to regard the program as a
natural product, except in the sense that nacure steers the electrons in-
side the computer chips. Digital graphic images are the work of hu-
mans, whose agency, however, is often deferred so far from the act of
drawing that it seems to disappear. This deferral is especially important

in real-time animation and virtual reality, where the computer is draw-

4. Computer graphics, representa-
tional painting, and craditional
photography efface che visible signs
of agency; an American abscract art-
ist like Rauschenberg, however,
seeks co efface the act of erasure it-
self. (See Fisher 1991, 98-99.)
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ing ten or twenty frames per second, all wicthout the programmer’s
intervention. The automatic or deferred quality of computer program-
ming promotes in the viewer a sense of immediate contact with the
image.

Experts on computer graphics often say chat they are striving
to achieve “photorealism”—in other words, to make cheir synthetic
images indistinguishable from photographs. ® p. 119 This comparison
may take the explicit form of putting a photograph side by side with a
synthetic digital image. In such cases che computer is imitating not an
external reality but racther anocher medium. (We argue later that chis is
all @ny new technology could do: define itself in relationship to earlier
technologies of representation.) To achieve photorealism, the synthetic
digital image adopts the criteria of the photograph. It offers a single
station point, a monocular point of view, and a photographic sense of
appropriate composition. Computer graphics experts do not in general
imicate “poor” or “distorted” photographs (exotic camera angles or
lighting effects), precisely because these distorted photographs, which
make the viewer conscious of the photographic process, are themselves
not regarded as realistic or immediate. Thus, photographs and syn-
thetic images achieve the same effect of erasure through different
means. The photograph erases the human subjece through the mechan-
ics and chemiscry of lens, shutter, and film. Digital graphics erases che
subject algorichmically chrough the marthematics of perspective and
shading embodied in a program. So-called digital photography is a hy-
brid that combines and recoufigures chese two kinds of automaticicy.
® p. 104

Obviously the test of photorealism can apply oanly to single,
static images. The equivalent for computer animation would be
“filmic” realism: a sequence of computer images that could not be dis-
tinguished from a craditional film, a feat chat is technically even more
challenging than phototealism. However, the very fact that che images
are in motion (in computer animation and virtual reality) suggests new
strategies for achieving immediacy. If immediacy is promoted by re-
moving the programmer/creator from the image, it can also be pro-
moted by involving the viewer more intimately in the image. The
production of computer animation seems to be automaric, yet the view-
ing can be interactive, although the interaction may be as simple as the
capacity to change one’s point of view. In painting and photography,
the user's point of view was fixed. In film and television, the point of

view was set in motion, but it was the director or editor who controlled




the movement. Now, computer animation can function like film in this

respect, for it too can present a sequence of predetermined camera shots.
However, the sequence can also be placed under the viewer’s control, as
it is in animated computer video games or virtual reality.

In virtual reality, the helmer that contains che eyepieces also
cypically contains a tracking device. As the viewer turns her head, the
tracker registess the change in her orientation, and the compurer re-
draws the image in each eyepiece to match her new perspective. Because
she can move her head, the viewer can see that she is immersed—rthat
she has jumped through Alberti’s window and is now inside the de-
picted space. For virtual reality eathusiasts, the plane defined by the
video screen on the outmoded desktop compurter is like Alberti’s win-
dow, and it is chis plane that virtual reality now shaccers. Rheingold
(1991) claims that “in the 1990s, VR technology is taking people be-
yond and through che display screen inco vistual worlds” (75). As
Rheingold implies, in graphics delivered on a conventional video
screen, for example, in computer games, the interface is more obtrusive.
The viewer must use the mouse or the keyboard to control what she
sees. Yet even here, the viewer can manipulate her point of view and
may still have a feeling of immersion, especially if she can turn in a full
circle. It is remarkable how easily a player can project herself inco a
computer game like Myst, Riven, or Doom, despite the relatively low
resolution and limited field of view afforded by the screen (fig. L.1).
® p. 94 I¢ is also a creed among interface designers chat interactivity
increases the realism and effectiveness of a graphical user interface: the

Figure 1.1 A view of Myst island.
© 1993 Cyan Inc. Myst ® Cyan
Inc. All rights reserved.
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5. Theorists in the second half of
the twencieth century have consis-
tently denfed chac an image is a
morte direct presentacion of the
world than is weitcen or spoken lao-
guage. Their approach has geaerally
been to textualize che image and
therefore co cake it into the dis-
course of poststrucruralism—a
strategy apparent in works as diverse
as Derrida’s Of Grammatology (1976)
and Nelson Goodman'’s Languages of
Arr (1968). W. J. T. Mitchell (1994)
attempts to break down the dichot-
omy berween words and images by
arguing for 2 hybrid, the “im-
agetext,” but his picture theory
finally assimilates images to words
more than the reverse. Martin Jay
(1993) has shown how almosc all the
influential Prench theoreticians of
the rwenciech cencuty have sought
to surround and subdue the image
by means of text.

6. In some theorists the embar-
rassment becomes acute. The
“punctum” in Barthes’s Camera
Lucida is precisely that element

in photography chac chreatens to
become immediace, co pull the
viewer into the phorograph icself.
Meanwhile, in his analysis of the per-
nicious reality effect of cinema,
Christian Metz (1977) seems ap-
palled at the thought that the
“apparacus” of the cinema can lull
the viewet into a hypnotic state of
apparencly znmediated experience.

icons become more present to the user if she can reposition them or
activate them wich a click of the mouse.

Contemporary literary and cultural theorists would deny that
linear-perspective painting, photography, film, television, or computer
graphics could ever achieve unmediated presentation.’ For such theo-
rists, the desire for immediacy through visual cepreseatation has be-
come a somewhat embarrassing (because undercheorized) tradition.®
Outside the circles of theory, however, the discourse of the immediate
has been and remains culturally compelling. Even within the academic
community, among art historians and perceptual psychologists, linear
petspective is still regarded as having some claim to being natural. (See,
for example, Gombrich 1982; Hagen 1980, 1986.) Meanwhile, com-
puter graphics experts, computer users, and the vast audiences for
popular film and television continue to assume chat unmediated presen-
tation is the ulcimate goal of visual represenration and to believe that
technological progress toward that goal is being made. When interacti-
vity is combined with automaticity and the five-hundred-year-old per-
spective method, che resulc is one account of mediation that millions
of viewers today find compelling.

It is important to note that the logic of transparent immediacy
does not necessarily commit cthe viewer to an utterly naive or magical
conviction that the representation is the same thing as what it repre-
sents. Immediacy is our name for a family of beliefs and practices chat
express themselves differently at various times among various groups,
and our quick survey cannot do justice to this variety. The common
feature of all these forms is the belief in some necessary contact point
between the medium and whar it represents. For those who believe in
the immediacy of photography, from Talbot to Bazin to Batthes, the
concact poinct is che lighe that is reflected from the objects on to the
film. This light establishes an immediare relationship between the pho-
tograph and the object. For theorists of linear-perspective painting and
perhaps for some painters, the contact point is the mathematical rela-
tionship established between the supposed objects and cheir projection
on the canvas. However, probably at no time or place has the logic of
immediacy required that the viewer be completely fooled by the paint-
ing or photograph. Trompe 'oeil, which does completely fool the
viewer for 2 moment, has always been an exceptional practice. The film
theorisc Tom Gunning (1995) has argued chat what we are calling the
logic of transparent immediacy worked in a subtle way for filmgoers of
the earliest films. The audience members knew at one level that the film



of a train was not really a train, and yet they marveled at che discrepancy
between what they knew and what cheir eyes told them (114-133), On
the other hand, che marveling could not have happened unless the logic
of immediacy had bad a hold on the viewers. There was a sense in which
they believed in the reality of the image, and cheorists since the Renais-
sance have underwricten chat belief. This “naive” view of immediacy is
the expression of a historical desire, and it is one necessary half of the
double logic of remediacion.

Tae LoGic oF HYPERMEDIACY
Like the desire for transparent immediacy, the fascination with media
also has a history as a representational practice and a cultusal logic. In
digital media today, the practice of hypermediacy is most evident in
the beterogeneous “windowed style” of World Wide Web pages, che
desktop interface, multimedia programs, and video games. It is a visual
style that, in the words of William J. Mitchell (1994), “privileges frag-
mentation, indeterminacy, and heterogeneity and . . . emphasizes pro-
cess or performance rachet than che finished art object” (8). Interactive
applications are often grouped under the rubric of “hypermedia,” and
hypermedia’s “combination of random access with mulciple media” has
been described with typical hyperbole by Bob Cotten and Richard Oli-
ver (1993) as “an entirely new kind of media experience born from the
marriage of TV and compurter technologies. Its raw ingredients are im-
ages, sound, text, animation and video, which can be brought together
in any combination. It is 2 medium that offers ‘random access’; it has
no physical beginning, middle, or end” (8). This definition suggests
that the logic of hypermediacy had to wait for the invencion of the
cathode ray tube and the transistor. However, the same logic is at work
in the frenetic graphic design of cyberculture magazines like Wred and
Monda 2000, in the patchwork layout of such mainstream ptint publi-
cations as USA Today, and even in the earlier “multimediated” spaces of
Durch painting, medieval cathedrals, and illuminated manuscripts.
When in the 1960s and 1970s Douglas Englebart, Alan Kay,
and their colleagues at Xerox PARC and elsewhere invented the graphi-
cal user interface and called their resizable, scrollable rectangles “win-
dows,” they were implicitly relying on Alberti’s metaphor. Their
windows opened on to a world of information made visible and almost
tangible to the user, and their goal was to make the sutface of these
windows, the interface itself, cransparenc. As the windowed style has
evolved in the 1980s and 1990s, however, transparency and immediacy
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Figure 1.2 The windowed style of
the desktop incerface.

have had to compete with other values. In current interfaces, windows
multiply on the screen: it is not unusual for sophisticated users to have
ten or more overlapping or nested windows open at one rime. The mul-
tiple representarions inside the windows (text, graphics, video) create a
heterogeneous space, as they compete for the viewer's attention. Icons,
menus, and roolbars add further layers of visual and verbal meaning.

The graphical incterface replaced che command-line interface,
which was wholly textual. By introducing graphical objects into the
represencation scheme, designers believed chat they were making the
interfaces “transparent” and cherefore more “nacural” Media theorist
Simon Penny (1995) points out that for interface designers: “transparent
means that the computer interface fades into the expetiential back-
ground and the analogy on which the software is based (typewriter,
drawing table, paintbox, etc.) is foregrounded. If the paintbox sofcware
is ‘intuitive,’ it is only intuitive because the paintbox is a culturally
familiar object” (55). In fact, the graphical interface referred not only
to culturally familiar objects, but specifically to prior media, such as
paincing, cypewriring, and handwriting. In making such references,
computer designers were in fact creating a more complex system in
which iconic and arbitracy forms of representation interact. We have
only to place figure 1.2 beside the virtual environmenc in figure 9.1 to
see that a wholly different visual logic is operating.
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Unlike a perspective painting or chree-dimensional computer
graphic, this windowed interface does not attempt to unify the space
around any one point of view. Instead, each text window defines its own
verbal, each graphic window its own visual, point of view. Windows
may change scale quickly and radically, expanding to fill che screen or
shrinking to the size of an icon. And uslike che painting or computer
graphic, the desktop interface does not erase itself. The multiplicity of
windows and the heterogeneity of cheir contents mean that the user is
repeatedly brought back into contact with the interface, which she
learns to read just as she would read any hypertexc. She oscillates be-
tween manipulating the windows and examining their contents, just as
she oscillates between looking at a hypertext as a texture of links and
looking through the links co the texrual units as language.

With each return to the interface, the user confroncs the fact
that che windowed computer is simultaneously automartic and inter-
active. We have argued thac the automatic character of phorography
contributes to the photograph'’s feeling of immediacy, but wich che win-
dowed computer, the situation is more complicated. Its interface is au-
tomatic in che sense that it consists of layers of programming that are
executed wich each click of the mouse. Its interface is interactive in the
sense thar these layers of programming always return conttol to the
uset, who then initiates another antomated action. Alchough che pro-
grammer is not visible in the incerface, the user as a subject is con-
stantly present, clicking on buctons, choosing menu items, and
dragging icons and windows. While the apparent autonomy of the ma-
chine can contribute to the transparency of the technology, the buctons
and menus that provide user interaction can be seen as getting in the
way of the transparency. It software designers now characterize the two-
dimensional desktop incerface as unnatural, they really mean thar it
is too obviously mediated. They prefer to imagine an “interfaceless”
computer offering some brand of virtual reality. Nevercheless, the possi-
bilities of the windowed style have probably not been fully explored
and elaborated.

One reason that this style has not been exhausted is thac it func-
tions as a cultural counterbalance ¢o the desire for immediacy in digital
technology. As a counterbalance hypermediacy is more complicated and
various. In digital technology, as often ia the earliet history of Western
representation, hypermediacy expresses ieself as multiplicity. If the
logic of immediacy leads one either to erase or to render automaric the
act of representation, the logic of hypermediacy acknowledges multiple
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acts of represencation and makes chem visible. Where immediacy sug-
gests a unified visual space, concemporary hypermediacy offers a hetero-
geneous space, in which representation is conceived of not as a window
on to the world, bur rather as “windowed” itself—wich windows that
open on to other represencarions or other media. The logic of hyper-
mediacy multiplies the signs of mediation and in this way tries to re-
produce the rich sensorium of human experience. On the other hand,
hypermediacy can operate even in a single and apparently unified me-
dium, particularly when che illusion of realistic representation is some-
how strecched or altogether ruptured. For example, perspective paint-
ings or computer graphics are often hypermediated, particularly when
they offer fantastic scenes that the viewer is not expected to accept as real
or even possible. Hypermediacy can also manifest itself in che creation
of multimedia spaces in che physical world, such as theme parks or
video arcades. ® p. 173 In every manifestation, hypermediacy makes us
aware of the medium or media and (in sometimes subtle and sometimes
obvious ways) reminds us of our desire for immediacy.

As a historical counterpart to che desire for transparent imme-
diacy, the fascinarion with media or mediation can be found in such
diverse forms as medieval illaminated manuscripts, Renaissance alcar-
pieces, Dutch painting, baroque cabinets, and modernist collage and
photomontage. The logic of immediacy has perhaps been dominant in
Western representation, at least from the Renaissance uncil che coming
of modernism, while hypermediacy has often had to content itself with
a secondary, if nonetheless important, status. Sometimes hypermediacy
has adopted a playful or subversive atticude, both acknowledging and
undercurting the desire for immediacy. At ocher times, the two logics
have coexisted, even when the prevailing readings of art hiscory have
made it hard to appreciate their coexistence. At the end of the twentieth
century, we are in a position to underscand hypermediacy as immedia-
cy’s opposite number, an alter ego that has never been suppressed fully
or for long periods of time.

We cannot hope to explore in decail the complex genealogy of
hypermediacy through centuries of Western visual representation; we
can only offer a few examples that ate particularly cesonanc with digital
hypetmediacy today. Some tesonances seem obvious. For example, the
European cathedral wich icts stained glass, relief statuary, and inscrip-
tions was a collection of hypermediated spaces, both physical and repre-
sentational. And within the grand space of the cachedral, altarpieces



provided a sophisticated form of hypermediacy, because they not only
juxtaposed media buc also embodied contradiccory spatial logics. As
perspectival representation came into painting, it is interesting to see,
for example, a Flemish altarpiece by Arnc van Kalker, now in the Musée
de Cluoy in Paris, with a carved representation of the Passion at che
cencer and painced perspectival scenes on both the inside and the out-
side of the cabinet doors. The closed doors depict depth in the repre-
sented space; when they are opened, they reveal a bas-relief three-
dimensional Passion scene that stops at the back of the cabioet.
Through this interplay of the real third dimension with its perspectival
reptesentation, the Kalker altarpiece connects the older sculptural tra-
dition with che newer tradition of perspectival cepresentation.

Represenced and real three-dimensional spaces were also com-
bined in many secular cabinets of che sixteenth and seventeenth centu-
ries, which could have upwards of fifty drawers, doors, and panels, each
painted with a perspectival landscape or genre scene. The pictures on
the doors and drawers of these cabinets ironically duplicated the theee-
dimensional space that they concealed. Thus, the two-dimensional pic-
cures on the doors opened on to a fictional space, while the painted
doors themselves opened on to a physical one. (For an example, see fig-
ure 1.3.) Something similar is happening in digital design today. The
windowed style is beginning to play a similar game of hide and seek as
two-dimensional text windows and icons conceal and then expose
three-dimensional graphic images and digitized video. Even the icons
and folders of the conventional deskcop metaphor function in two
spaces: the pictorial space of the desktop and the informational space of
the compurter and the Internet.

We are not alone in poting this resemblance. In Good Looking,
art historian Barbara Stafford has remarked on the parallels between
digital media and baroque cabinets—in particular when she describes
the so-called Wunderkammer:

Turning . . . to the disjunctive jumble stored in an eighteenth-century cabinet or
chambey of cuyiosities, the modern viewer Is styuck by the intensely inferactive
demands it places on the visitor. . . . Looking back from the perspective of the com-
puter era, the artifacts in a Wunderkammer seem less physical phenomena and
more matevial links peymitting the bebolder 1o retrieve complicated personal and
cultural associations. Looking forward from the Enlightenment world of ap-
parently miscellaneous pleasuves, we discern that scraps of wood, stone, or metal,
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Figure 1.3 An Iralian cabinet, circa
1660, made of rosewood, ebony, and
toreoise shell wich painced glass
plaques. Photography courtesy of
Victoria and Albert Museum.

veligions velics, ancient shavds, exotic fetishes, animal vemains, miniature por-
traits, small engravings, pages rorn from a skeichbook, are the distant ancestors
of today’s sophisticared software [e.g., multimedia encyclopedias). (74-75)

With its mulriplicity of forms and its associative links, the Wunder-
kammer is a fine example of the hypermediacy of the baroque.

We can also idencify hypermediacy in oil painting—-for ex-
ample, in the Ducch “art of describing” explored by Svetlana Alpers
(1983). With cheir fascination for mitrors, windows, maps, paintings
within paintings, and wrirten and read epistles, such artiscs as Gabriel




Metsu, David Bailly, and especially Jan Vermeer often represenced the
world as made up of a multiplicity of representations. Their paintings
were not muitimedia; rather, cthey absorbed and captured multiple me-
dia and multiple forms in oil. This Dutch art has often been contrasted
with the paradigm of Renaissance Italian painting with its representa-
tion of a more unified visual space, in which the signs of mediation were
meticulously erased. We can in fact find hypermediacy in individual
wocks and individual painters throughout the period in which linear
petspective and erasure were ascendant: for example, in Velasquez's Las
Meninzs, discussed by Alpers, Foucault, and, because of Foucault, many
others (Alpers 1982, 69-70; Foucault 1971, 3-16) One could argue—
and this would simply be a version of a familiar poststructuralist argu-
menc—chat hypermediacy was the counterpart to transparency in
Western painting, an awareness of mediation whose repression almost
guaranteed its repeated return.

Hypermediacy can be found even in the mechanical technolo-
gies of reproduction of the nineteenth century. Jopachan Crary (1990)
has challenged the traditional view that photography is the continua-
tion and perfection of the technique of linear-perspective painting. For
Crary, there was a ruprure early in the nineteenth century, when the
stable observation caprured by the old camera obscura and by perspec-
tive painting was replaced by a new goal of mobility of observation.
Reflecting this goal was a new set of (now archaic) devices: the diorama,
the phenakistoscope, and che stereoscope. These devices, characterized
by mulciple images, moving images, or sometimes moving observers,
seem to have operated under both these logics at the same time, as they
incorporated transparent immediacy within hypermediacy. The phena-
kistoscope employed a spinning wheel and multiple images to give the
impression of movement. The appeal to immediacy here was thar a
moving picture, say, of a horse, is more realistic than a static image.
On the other hand, it was not easy for the user to ignore or forget che
concraption of the phenakistoscope itself, when even its name was so
contrived. The phenakistoscope made the user aware of the desire for
immediacy that it actempred to satisfy. The same was true of the stereo-
scope, which offeted users a three-dimensional image chat seemed to
float in space. The image was eerie, and the device unwieldy so that the
stereoscope (fig. 1.4) coo seemed to be a more or less ironic comment on
the desire for immediacy. Crary shows us chat hypermediacy manifested
itself in the nineteenth century alongside and around the transparent
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Figure 1.4 A nineceenth-cencury
scereoscope. © 1998 Richard
Grusin.

7. As Clement Greenberg (1973)
pucs ic, “Realistic, illusionist arc had
dissembled the medium, using art
o conceal art. Modernism used art
to call acceation to are. The limita~
t:ons thac conscitute cthe medium of
painting—the flat surface, the shape
of the suppore, che properties of pig-
ment—were created by the Old
Masters as negacive factors chac
could be acknowledged only implic-
itly or indireccly. Modernist
paincing has come to regard these
same limiracions as positive factors
that are to be acknowledged openly.”
(68-69).

8. Greenberg (1965, 70~74) sees
collage as an expression of the ten-
sion berween che modernist
emphasis on the surface of the painc-
ing and the inhericed cradicion of
three-dimensional representation.
When Braque and Picasso taook o
pasting scraps of newspaper and
wallpaper on their canvases, they cre-
ated a hypermediated experience in
which the viewer oscillates between
seeing che pasted objects as objects
and seeing them as parc of che
painted scene. The viewer is con-
stantly reminded of the macerials,
the surface, and the mediated charac-
cer of this space.

9. In making us conscious of che
medium, photomontage can be seen
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technology of photography. Nevertheless, the logic of transparent im-
mediacy remained dominant. The obvious fact is that the conventional
camera survived and flourished, while these other technologies did not.

According to Clement Greenberg's influential formulation, it
was not unti! modernism that the cultural dominance of the paradigm
of transparency was effectively challenged.” In modernist art, che logic
of hypermediacy could express itself both as a fracturing of the space of
the picture and as a hypetconscious recognition or acknowledgment of
the medium. Collage and photomontage in particular provide evidence
of the modernist fascination with the reality of media.? Just as collage
challenges the immediacy of perspective painting, photomontage chal-
lenges the immediacy of the photograph. When photomonteurs cuc up
and recombine conventional photographs, they discredit the notion
that che photograph is drawn by che “pencil of nature,” as Talbot (1969)
had suggested. Instead, the photographs themselves become elements
that human intervention has selected and arranged for artistic purposes.
Photographs pasted beside and on top of each other and in the context
of other media, such as type, painting, or pencil drawing, create a lay-
ered effect that we also find in electronic multimedia. As we look at
Richatd Hamilcon's Just What Is It Thatr Makes Today's Homes So Different,
So Appealing? (fig. 1.5), its cluctered space makes us aware of the process
of construction. We become hyperconscious of the medium in photo-
montage, precisely because conventional photography is a medium
with such loud historical claims to transparency.”

Richard Lanham (1993) notes how well Hamilton’s piece from
the 1950s suits today's “digical thetoric” and then asks: “Couldn't
this—collaged up as it is with clip art and advectising icons—just as
well be called: ‘Just What Is It Thar Makes Today’s Deskeop So Diffet-



ent, So Appealing’?” (40). In collage and photomontage as in hyper-

media, to create is to rearrange existing forms. In photomontage the
preexisting forms are photographs; in literary hypertext they are para-
graphs of prose; and in hypermedia they may be prose, graphics, anima-
tions, videos, and sounds. In all cases, the artist is defining a space
through che disposicion and intecplay of forms that have been detached
from their original conrext and chen recombined. Like Greenberg,
Lanham regards collage as “the central technique of twentieth-century
visual art”; Lanham wants co include digital design in the cwentieth-
cencury mainstream, which has often created heterogeneous spaces and
made viewers conscious of the acr of representation (40—41).

In the twentiech century, as indeed earlier, ic is not only high arc
thae seeks o combine heterogencous spaces. Graphic design for print,
particularly for magazines and newspapers, is becoming increasingly
hypermediated as well. Magazines like Wired or Mondo 2000 owe their
conception of hypermediacy less to the World Wide Web than to the

Figure 1.5 Richard Hamilcon, Just
What Is 1t That Makes Today’s Homes
So Different, So Appealing? © 1998
Arcists Rights Sociery (ARS), New
Yock/DACS, Landon.

boch to accept and co challenge the
received understanding of photogra-
phy as cransparenc. From one point
of view, photomontage can be in-
tecpreced as a deviation from the
essencially transparent and unified
nature of photography. On the other
hand, photomontage can be seer. not
as deviating from photography's
true pacuce as a transparent medium
but as exemplifying its itreducible
hypermediacy. This laccer incerpreca-
tion of che photographic medium
has been advanced by W. J. T. Micch-
ell (1994) in the idea of the
“imagecext.”
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Figure 1.6 The front page of USA
TODAY, January 23, 1998. © 1998
USA TODAY. Reprinted wich
Permission.
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tradition of graphic design that grows out of pop arc and ultimately
leterisme, photomontage, and dada. The affiliations of a newspaper like
the USA Today ate more contemporary. Although the paper has been
ctiticized for lowering print journalism co che level of television news,
visually the USA Todzy does not draw primarily on television. Its layout
resembles a multimedia compucer application more than it does a tele-
vision broadcast; the paper attempts to emulace in print (fig. 1.6) the
graphical user interface of a web site (fig. 1.7). For that martrer, relevi-
sion news programs also show the influence of the graphical user incer-
face when they divide the screen into cwo or more frames and place text
and numbecs over and around the framed video images. © p. 189
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In all its various forms, the logic of hypermediacy expresses the
tension between regarding a visual space as mediated and as a “real”
space that lies beyond mediation. Lanham (1993) calls this the tension
between looking 4t and looking through, and he sees it as a feature of
twentieth-cencury art in general and now digital representation in par-
ticular (3-28, 31-52). A viewer confronting a collage, for example, os-
cillates becween looking ac the patches of paper and paint on the sutface
of the work and looking through to the depicted objects as if they occu-
pied a real space beyond che sucface. What characterizes modern art is
an insistence that the viewer keep coming back to the surface or, in
extceme cases, an actempt to hold the viewer at the surface indefinitely.
In the logic of hypermediacy, the artist (or multimedia programmer or

web designer) strives to make the viewer acknowledge the medium as

Figure 1.7 The USA TODAY web
site, Janpuary 23, 1998. © 1998
USA TODAY. Reprinted with
pecmission.
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a medium and to delighc in char acknowledgmenc. She does so by mul-
tiplying spaces and media and by repeatedly redefining the visual and
conceprual relarionships among mediaced spaces—relationships chat
may range from simple juxtaposition to complete absorption.

For digital arcist David Rokeby, the dichotomy between trans-
parency and opacity is precisely what distinguishes the attitude of engi-
neers from that of artists in the new technologies. Rokeby (1995) is
clearly adopting a modernist aesthetic when he writes thac “while engi-
neers strive to maintain the illusion of cransparency in the design and
refinement of media technologies, artists explore the meaning of the
interface itself, using various transformations of the media as their pal-
etee” (133). In fact, since Matisse and Picasso, or perhaps since the
impressionists, artists have been “exploring the interface.” However,
Rokeby may not be doing justice to “modern” engineering. Media the-
orist Erkki Huhtamo (1995) points out that acknowledgment is charac-
teristic of our culeure’s actitude to digital technology in general:
“Technology is gradually becoming a second narure, a territory both
external and internalized, and an object of desire. There is no need to
make it transparent any longer, simply because it is not felt to be
in contradiction to the ‘authenticity’ of the experience” (171). And
Huhtamo is right to insist that hypermediacy can also provide an “au-
thentic” experience, at least for our current culture; otherwise, we could
not account for the tremendous influence of, for example, rock music.

Above, we identified the logic of transparent immediacy in
computer games such as Mysz and Doom, but other CD-ROMs operate
according to our other logic and seem to revel in their nature as medi-
ated arrifacts. It should not be surprising that some of the clearest ex-
amples of digital hypermediacy (such as the Residents’ Freak Show,
Peter Gabriel's Xplora 1, and the Emergency Broadcast Necwork’s Tele-
communications Breakdown) come direccly ot indirectly from the world of
rock music production and presentation. Inicially, when “liveness” was
the signifying mark of the rock sound, early recordings adhered to the
logic of transparency and aimed to sound “live” As live performance
became hypermediated, so did the recordings—as electric and chen
digital sampling, rave, ambient music, and other techniques became
increasingly popular (cf. Auslander, forthcoming). The evolution of re-
cording techniques also changed the nacute of live performance. As
early as cthe late 1960s and 1970s, performers such as Alice Cooper,
David Bowie, and Kiss began to create elaborace, consciously artificial
productions. The traditional “musical” qualities of these productions,




never very complicated, became progressively less important chan the

volume and variety of sound and the visual spectacle. Today, the stage
presentacions of rock bands like U2 are celebrations of media and the
acc of mediation, while “avant-garde” artiscs like Laurie Anderson, the
Residents, and the Emergency Broadcast Network are creating CD-
ROMEs thart reflect and comment on such stage presentations with their
seemingly endless repetition within the medium and multiplication
across media. For example, in the number “Electronic Behavior Control
System” by the Emergency Broadcast Network, the compucer screen
can be tiled into numerous small windows wich shifting graphics, while
a central window displays digicized clips from old films and television
shows (fig. 1.8). This visual mulciplicity is synchronized to an insistent
“techno-rock” soundtrack. Ac cimes one or other digitized character
will seem to enunciace a corresponding phrase on the soundcrack, as if
all these remnants of old media had come together to perform this piece
of music. In a similar spirit, the Residents’ Frezk Show both juxtaposes
media and replaces one medium with anocher as it combines music
with graphics and animations reminiscent of comic books and othet
popular forms.

Except for rock music, the World Wide Web is perhaps our
culture’s most influential expression of hypermediacy. As Michael Joyce
(1995) reminds us, replacement is the essence of hypertext, and in a

Figure 1.8 A screen caprure from
the Telecommunications Breakdoun
CD-ROM by the Emesgency Broad-
cast Nerwork. © 1995 TVT
Records. Reprinted with
permission.
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sense the whole World Wide Web is an exercise in replacement: “Print
stays itself; eleccronic text replaces itself” (232). When the user clicks
on an underlined phrase ot an iconic anchor on a web page, a link is
activated that calls up another page. The new material usually appeats
in the original window and erases the previous text or graphic, although
the action of clicking may instead create a separate frame within the
same window or a new window laid over che first. The new page wins
our attention through the erasure (interpenecration), tiling (juxcaposi-
tion}, or overlapping (multiplication) of the previous page. And beyond
the Web, replacement is the operative strategy of the whole windowed
style. In using the standard computer desktop, we pull down menus,
click on icons, and drag scroll bars, all of which are devices for replacing
the current visual space with another.

Replacement is at its most radical when che new space is of a
different medium—for example, when the user clicks on an underlined
phrase on a web page and a graphic appears. Hypermedia CD-ROMs
and windowed applications replace one medium with another all the
time, confronting the user with the problem of multiple representation
and challenging her to consider why one medium might offer a more
appropriate representation than another. In doing so, they are per-

forming what we characterize as acts of remediation.

REMEDIATION

In the early and mid-1990s, perhaps to a greater extent than at apy
other time since the 1930s, Hollywood produced numerous filmed ver-
sions of classic novels, including Hawchorne, Wharton, and even Henry
James. There has been a patticular vogue for the novels of Jane Austen
(Sense and Sensibility, Pride and Prefudice, and Emma). Some of the adapta-
tions are quice free, but (excepe for the odd Clueless) che Austen films,
whose popularity swept the ochers aside, are historically accurace in cos-
tume and setting and very faichful to the original novels. Yet they do
not conrain any overt reference to the novels on which they are based;
they certainly do not acknowledge that they are adaptations. Acknowl-
edging the novel in the film would disrupt the continuity and the illu-
sion of immediacy that Austen’s readers expect, for they wanc to view
the film in the same seamless way in which they read the novels. The
content has been borrowed, but the medium has not been appropriated
or quoted. This kind of borrowing, extremely common in popular cul-
ture today, is also very old. One example with a long pedigree are paint-
ings illustrating stories from che Bible or other literary sources, where



apparently only the story contenc is borrowed. The contemporary entet-
tainment induscry calls such borrowing “repurposing”: to take a “prop-
ercy” from one medium and reuse it in another. With reuse comes a
necessary redefinition, but there may be no conscious interplay between
media. The interplay happens, if at all, only for the reader or viewer
who happens to know both versjons and can compare them.

On the opening page of Understanding Media (1964), Marshall
McLuhan remarked that “the ‘content’ of any medium is always anocher
medium. The content of writing is speech, just as the written word is
che content of print, and print is che content of the telegraph” (23-24).
As his problemaric examples suggest, McLuhan was not thinking of
simple repurposing, but perhaps of 2 more complex kind of borrowing
in which one medium is itself incorporated or represented in another
medium. Dutch painters incorporated maps, globes, inscriptions, let-
ters, and mirsrors in their works. In face, all of our examples of hypet-
mediacy are characterized by this kind of borrowing, as is also ancient
and modern ekphrasis, the literary description of works of visual art,
which W. J. T. Mitchell (1994) defines as “the verbal representation of
visual representation” (151-152). Again, we call the representation of
one medium in another remediation, and we will argue that remediation
is a defining characteristic of the new digital media. What might seem
at first to be an esoteric practice is so widespread thar we can identify
a spectrum of differenc ways in which digiral media remediate their
predecessors, a spectrum depending on the degree of perceived compe-
ticion of rivalry becween the new media and che old.

At one extreme, an older medium is highlighted and repre-
sented in digital form without apparent itony or cricique. Examples
include CD-ROM (or DVD) picture gallecies (digitized paintings or
photographs) and collections of literary texts. There are also numerous
web sites that offer pictures or texts for users to download. In these
cases, the electronic medium is not set in opposition to painting, pho-
tography, or printing; instead, the computer is offered as a new means
of gaining access to these older materials, as if the content of the older
media could simply be poured inco the new one. Since che electronic
version justifies itself by granting access to the older media, it wants to
be cransparent. The digital medium wants to erase itself, so that the
viewer stands in the same relationship to the content as she would if
she were confronting the original medium. Ideally, chere should be no
difference between the experience of seeing 2 painting in person and on
the compurer screen, but this is never so. The computer always inter-

194

uonnipaway pup ‘AopipawiadAy ‘Aopipawuy



94

:/

A1oayJ

venes and makes its presence fele in some way, pethaps because the
viewer must click on a button or slide a bar co view a whole picture ot
perhaps because the digital image appears grainy or wich uncrue colors.
Transparency, however, remains the goal.

Creators of other electronic remediations seem to want to em-
phasize the difference rather than erase it. In chese cases, che electronic
version is offered as an improvement, although che new is still justified
io terms of che old and seeks to remain faithful to the older medium’s
characcer. There are various degrees of fidelity. Encyclopedias on CD-
ROM, such as Microsoft’s Encarta and Grolier's Electronic Encyclopedia,
seek to improve on printed encyclopedias by providing not only text
and graphics, but also sound and video, and they feature electronic
searching and linking capabilities. Yet because they are presenting dis-
crete, alphabetized acticles on technical subjects, they are still recogniz-
ably in the tradicion of the printed encyclopedia since the eighteenth-
century Encyclopédie and Encyclopaedia Britannica. In the early 1990s, the
Voyager Company published series of “Expanded Books” on CD-ROM,
an eclectic sec of books originally writcen for printed publication, in-
cluding Jurassic Pavk and Brave New World. The Voyager interface reme-
diated the printed book without doing much to challenge priac's
assumptions about linearicy and closure. Even the name, “Expanded
Books.” indicated the priority of the older medium. Much of the current
World Wide Web also remediates older forms without challenging
them. Its poinc-and-click interface allows the developer to reorganize
texts and images taken from books, magazines, film, or television, but
the reorganjzacion does not call into question che character of a text or
che status of an image. In all these cases, the new medium does not
want to efface itself eacirely. Microsoft wants the buyer to understand
that she has purchased not simply an encyclopedia, but an electronic,
and therefore improved, encyclopedia. The borrowing mighe be said to
be translucenc rather than transpacent.

The digital medium can be more aggressive in its remediation.
It can try co refashion the older medium or media entirely, while still
marking the presence of the older media and therefore maintaining a
sense of mulciplicity or hypermediacy. This is particularly clear in the
rock CD-ROMs, such as the Emergency Broadcast Network'’s Telecom-
munications Breakdown, in which the principal refashioned media are
music recorded on CD and its live performance on stage. This form of
aggressive remediation throws inco relief both the source and the target
media. In cthe “Electronic Behavior Control System,” old television and



movie clips are taken out of context (and therefore out of scale) and
inserted absurdly into the techno-music chanc (fig. 1.8). This tearing
out of context makes us aware of the artificiality of both the digiral
version and the original clip. The work becomes a mosaic in which we
are simultaneously aware of the individual pieces and their new, in-
appropriate setting. In this kind of remediacion, the older media are
presented in a space whose discontinuities, like those of collage and
photomontage, are clearly visible. In CD-ROM multimedia, the dis-
continuities are indicated by the window frames themselves and by buc-
tons, sliders, and other controls, chat start or end rhe various media
segments. The windowed style of the graphical user interface favors this
kind of remediation. Different programs, representing different media,
can appear in each window—a word processing document in one, a
digital phorograph in another, digitized video in a third—while
clickable tools accivare and control the different programs and media.
The graphical user interface acknowledges and controls the discontinu-
ities as the user moves among medja.

Finally, the new medium can remediate by trying to absorb the
older medium entirely, so that the discontinuities between the two are
minimized. The very act of remediation, however, ensures that the older
medium cannot be entirely effaced; the new medium remains depen-
dent on che older one in acknowledged or unacknowledged ways. For
example, the genre of computer games like Mysz os Doom remediates
cinema, and such games are sometimes called “interactive films” © p.
94 The idea is that the players become characters in a cinematic narra-
tive. They have some conctrol over boch the natrative itself and che sty-
listic realization of it, in the sense that they can decide where to go and
what to do in an effort to dispatch villains (in Doom) or solve puzzles
(in Myst). They can also decide where to look—where to direct theit
graphically realized points of view—so that in interactive film, the
player is often both actor and direccor. On the World Wide Web, on
the other hand, it is television rather than cinema char is remediaced.
® p. 204 Numerous web sites borrow the monitoring function of
broadcase relevision. These sites present a stream of images from digital
cameras aimed at various parts of the environmenc: pets in cages, fish
in tanks, a sofc drink machine, one’s office, a highway, and so on. Al-
though these poinc-of-view sites monitor the world for the Web, they
do not always acknowledge television as the medium that chey are re-
fashioning. In fact, celevision and the World Wide Web are engaged in
an unacknowledged competition in which each now seeks to remediate
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the ocher. The competition is economic as well as aestheric; it is a strug-
gle to determine whether broadcast television ot the Internet will dom-
inate the American and world markets.

Like television, film is also ttying to absorb and repurpose digi-
tal technology. As we have mentioned, digital compositing and other
special effects are now standard feacures of Hollywood films, particu-
larly in the action-adventuce genre. And in most cases, the goal is to
make these electronic interventions transparent. The stunt ot special
effect should look as “natural” as possible, as if the camera were simply
capturing what really happened in the light. Computer graphics pro-
cessing is rapidly taking over the animated cartoon; indeed, the take—
over was already complece in Disney’s Toy Story. © p. 147 And here too
the goal is to make the computer disappear: to make the sectings, toys,
and human characters look as much as possible like live-action flm.
Hollywood has incorporated computer graphics at least in part in an
attempt to hold off the threar chac digical media might pose for the
traditional, linear film. This attempt shows that remediacion operates
in both directjons: users of older media such as film and celevision can
seek to appropriate and refashion digical geaphics, just as digital graph-
ics arcists can refashion film and television.

Unlike our other examples of hypermediacy, this form of ag-
gressive temediation does create an apparently seamless space. It con-
ceals 1ts relacionship co earlier media in the name of transparency; it
promises the user an unmediated experience, whose paradigm again is
vircual realicy. Games like Mysz and Doom are desktop virtual reality
applications, and, like immersive virtual reality, they aim to inspire in
che player a feeling of presence. On the other hand, like these computer
games, immersive virtual reality also remediates both television and
film: it depends on the conventions and associations of the first-person
point of view or subjective camera. © p. 163 Science-fiction writer Arc-
thur C. Clarke has claimed that “Virtual Reality won't merely replace
TV. It will eat it alive” (cited by Rheingold, 1991, back cover). As a
prediction of the success of this technology, Clarke is likely ro be quite
wrong, at least for che foreseeable future, but he is right in the sense
thac vircual realicy remediates television (and film) by the scracegy of
incorporation. This strategy does not mean that virtual realicy can
obliterate che earlier visual point-of-view technologies; racher, it en-
suces that chese technologies remain at least as reference poincs by
which the immediacy of virtual reality is measured. Paradoxically, then,
remediation is as important for che logic of transparency as it is for

hypermediacy.

R Ve e




Another category of refashioning must be menrioned here: the
refashioning that occurs within a single medium—for example, when
a film borrows from an earlier film, as Strange Days borrows from Vertigo
or when a painting incorporates another painting, as in Courbect’s Inze-
rior of My Studio. This kind of borrowing is perhaps the most common,
because arcists both know and depend most immediately on predeces-
sors in their own medium. This borrowing is fundamental not only to
film and painting, but also to licerature, where the play within a play
(from Hamler to Rosencrantz and Guildenstern Are Dead) or the poem
within a poem or novel (from the Odyssey o Portrait of the Artist) is a
very familiar strategy. In fact, chis is che one kind of refashioning that
licerary cricics, film critics, and art historians have acknowledged and
studied with enthuasiasm, for it does not violate the presumed sanctity
of the medium, a sanctity that was important to critics earlier in this
century, alchough it is less so now. Refashioning wichin the medium is
a special case of remediation, and it proceeds from the same ambiguous
motives of homage and rivalry—what Harold Bloom has called the
“anxiety of influence”—as do ocher remediatjons. Much of what critics
have learned about this special kind of refashioning can also help us
explore remediation in general. At the very least, cheic work reminds
us thar refashioning one’s predecessors is key to understanding repre-
sencation in earlier media. It becomes less surprising thar remediarion
should also be the key to digiral media.

Media theorist Steven Holtzman (1997) argues that repurpos-
ing has played a role in the early development of new media but will
be left behind when new media find their authentic aestheric:

In the end, no matier how interesting, enjoyable, comfortable, or well accepted
they are, these approaches [repurposing} borrow from existing paradigms. They
weren't concerved with digital media in mind, and as a vesult they don’t exploit
the special qualities that are unique to digital worlds. Yer it'’s those unigue qual-
ities that will ultimately define entively new languages of expression. And it's
those languages that will tap the potential of digital media as new [original
italics} vebicles of expression. Repurposing is a transitional step that allows us
to get a secure footing on unfamiliar tersain. But it isn't where we'll find the
entively new dimensions of digital worlds. We need to transcend the old to discover
completely new worlds of expression. Like a road sign, repurposing is a marker

indicating that profound change is around the bend. (15)

From the perspective of remediation, Holtzman misses the

point. He himself appeals to a comfortable, modernist checoric, in
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which digital media canvor be significanc until they make a radical
break with the past. However, like their precursors, digital media can
never reach this state of transcendence, but will instead function in a
constant dialecric with eaclier media, precisely as each easlier medium
funccioned when ic was introduced. Once again, what is new abouc dig-
iral media lies in their particular scrategies for remediating television,
film, phorography, and painting. Repurposing as remediation is both
what is “unique to digictal worlds” and what denies the possibility of
that uniqueness.



Mediation and Remediation

2




It is easy to see that hypermedia applications are always explicit acrs of
remediation: they import eatlier media into a digirtal space in order to
critique and refashion them. However, digital media thac strive for
rransparency and immediacy (such as immersive virtual realicy and vir-
tual games) also remediate. Hypermedia and transparent media are op-
posite manifescations of the same desire: the desire to get past the limits
of reptesentation and to achieve the real. They are not striving for the
real in any mecaphysical sense. Instead, the real is defined in terms of
the viewer's experience; it is that which would evoke an immediate (and
therefore authentic) emotional response. Transparent digital applica-
tions seek to get to the real by bravely denying the fact of mediation;
digital hypermedia seek the real by multiplying mediation so as to cre-
ate a feeling of fullness, a satiety of experience, which can be taken as
reality. Both of these moves are strategies of remediation.'

There ate two paradoxes at work here. One is that hypermedia
could ever be thought of as achieving the unmediated. Consider again
che music spectacle CD-ROMs like the Emergency Broadcast Network
with its surfeit of images and sounds that bombard the viewer. The idea
of excess has been part of the popular music culture for decades. At first
the excess was achieved simply by turning up the volume, until the
sound could be felt as well as heard. More recently, the stage produc-
tions of popular musicians have emphasized visual spectacle and the
acknowledgment of multiple media. The excessive, highly self-
conscious video style of MTV is one result, and the music spectacle
CD-ROMs obviously remediate MTV. The excess of media becomes an
authentic experience, not in the sense that it corresponds to an external

cealicy, but racher precisely because it is does not feel compelled to refer

1. The logic of remediation we de-
scribe bere is similar to Derrida’s
(1981) account of mimesis, where
mimesis is defined not ontologically
or objectively in terms of the resem-
blance of a representation co its
object bur rather incersubjectively
in cerms of che reproduccion of che
feeling of imitacion or resemblance
in cthe perceiving subject. “Mimesis
here is not the representation of one
thing by another, the rejation of re-
semblance or identification becween
two beings, the reproduction of a
product of nature by a product of
art. It is not the relation of cwo prod-
ucts but of cwo productions. And
of two freedoms. . . . “True’ mimesis
is between two producing subjeccs
and not between two produced
things” (9).
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2. Greenberg's account of modern-
ism has been challenged by many
critics, among them T. J. Clark
(1983), who criticizes Greenberg for
not recognizing what Clark sees as
modernism's essential quaiicies of ne-
gation and ideological cricique.
Clark’s argument is refuted by Mi-
chael Fried (1983), who sees Clark
as subscribing to a kind of essen-
tialism that Greenberg too endorses.
For Fried, modernism is not abour
“the irreducible essence of #// paint-
ing,” but rather “chose convencions
which, at a given moment, alone are
capable of establishing {a] work’s
idencity as paincing” (227). In ac-
guing that all mediation is
remediacion, we do not mean thac re-
mediation is che irreducible essence
of eichec digital media or mediacion
generally, buc rather that at our his-
torical moment, remediation is the
predominanc convencion at work in
establishing che identity of new digi-
ral media.

to anything beyond itself. As with MTV, the viewer experiences such
hypermedia not through an extended and unified gaze, but through
dicecting her attention here and chere in brief moments. The experience
is one of the glance rather than the gaze, a distinction that Beyson
(1983) has drawn in order to understand the semiotics of Western
painting (cf. Bryson 1981). The aeschecic of ¢the glance also makes the
viewer aware of the process rather than just the product—boch the pro-
cess of creation and the process of viewing. For example, the Emergency
Broadcast Network’s CD-ROM conveys the feeling chat we are wic-
nessing, and in a way participating in, the process of its own construc-
tion. By emphasizing process, digital hypermedia become self-
justifying. With their constagt references to other media and their con-
tents, hypermedia ultimately claim our atcention as pure experience. In
this claim, and perhaps only in this claim, hypermedia remind us of
high modern art.

High modern visual art was also self-justifying, as it offered che
viewer an experience that he was not expected to validace by referring
to the external world. Modern arc also promised authenticicy of expeti-
ence, and it emphasized the process of putting paint on canvas. As
Greenberg (1986) described it, “[modern]} painting and sculpture can
become more completely nothing but what chey do; like fuactional ar-
chiteccure and the machine, they Jook whac they do” (34).? Digital hy-
permedia also look what they do. On the other hand, modern art often
worked by reduction and simplification rather than excess. In thac
sense, digital hypermedia (and MTV) are closer in spirit to the excessive
thetoric of eatly modernism than to che visual practice of high modern-
ism. The rhetoric of cyberspace is reminiscent of the manifestos of Fil-
ippo Tommaso Marinetti and the futurists. Moteover, the cyberspace
enthusiasts have a similar relationship to technologies of represencation
that Marinetti and the futurists had to technologies of motive power
(race cars, airplanes, ecc.).

The second paradox is that just as hypermedia strive for imme-
diacy, transparent digital technologies always end up being remedia-
tions, even as, indeed precisely because, they appear to deny mediation.
Although transpatrent technologies try to improve on media by erasing
them, they are still compelled to define themselves by the standards of
the media they are trying to erase. The wire, Lenny claims, “is not like
TV only better”; in saying this, of course, he affirms the comparison
that he denies. The wire does improve on television, because it delivers
“lived” experience, as television promises and yet fails to do. Similarly,

e
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interactive computer games such as Myst (and its sequel Riven) and
Doom define their realicy chrough the cradicions of photography and
flm. Doom is regarded as authentic because it places the user in an ac-
tion-adventure movie, Mysr and Riven because of the near photorealism
of their graphics and their cinematic use of sound and background mu-
sic. In general, digital phororealism defines reality as perfected photog-
raphy, and virrual reality defines ic as firsc-person point-of-view cinema.

It would seem, then, that #// mediation is remediacion. We are
not claiming this as an a priori truth, but rather arguing that at this
extended historical moment, all cusrent media function as remediarors
and that remediation offers us a means of interpreting che work of ear-
lier media as well. Our culture conceives of each medium or constella-
tion of media as it responds to, redeploys, competes wich, and reforms
other media. In the firsc instance, we may chink of something like a
historical progression, of newer media remediating older ones and in
particular of digital media remediating their predecessors. But ours is
a genealogy of affilfations, not a linear history, and in this genealogy,
older media can also remediate newer ones.” Television can and does
refashion itself to resemble che World Wide Web ® p. 189, and flm
can and does incocporate and attempt to contain computer graphics
wichin its own linear form. © p. 153 No medium, it seems, can now
funccion independently and establish its own separate and purified
space of cultural meaning.

To suggest that at our present moment all mediation is remedi-
ation is not, however, to suggest thac all of our culcure’s claims of reme-
diation are equally compelling or cthat we could necessarily idencify all
of the strategies through which digital media remediate and are reme-
diated by their predecessors. The double logic of remediation can func-
tion explicitly or implicitly, and it can be restated in different ways:

* Remediation as the mediation of mediation, Each acc of mediation depends
on other acts of mediation. Media are continually commenting on, re-
producing, and replacing each other, and this process is integral to me-
dia. Media need each other in order to function as media at all.

* Remediation as the inseparability of mediation and reality. Although Bau-
drillard’s nocion of simulation and simulacra mighc suggest otherwise,
all mediations are themselves real. They are real as artifacts (but not as
autonomous ageats) in our mediated culeure. Despite che fact that all
media depend on other media in cycles of remediacion, our culture still

3. Icis in chis sense of older media
remydiz(ing newer ones that our no-
cion of remediation can be
distinguished from the Hegelian
concept of sublation (Awfhebung), in
which prior hiscorical formations
(like pagan religions) are sublated or
incorporated by newer formartions
(like Chriscianicy). Buc as Slavoj
Zizek (1993) points out, the interest-
ing move in thinking about
Hegelian sublation is to look at
those momeats when the newer for-
mation is still "in its becoming,”
when ic is perceived as something of
a scandal. It is in pact the accempt
to undetsrand remediacion at such

a historical moment that we are
endeavoring in this book (284~
285, n. 34))
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needs to acknowledge that all media remediate the real. Just as there is
no getting rid of mediation, there is no gecting rid of the real.

* Remediation as veform. The goal of remediation is to refashion or reha-
bilicate other media. Furthermore, because all mediations are both real
and mediations of the real, remediation can also be understood as a pro-
cess of reforming reality as well.

REMEDIATION AS THE MEDIATION OF MEDIATION

Readers may already see an analogy between our analysis of media and
poststructuralist licerary theory of the past four decades, for Derrida
and other poststructuralists haye argued thac all interpreration is rein-
terpretation. Just as for chem there is nothing prior to wricing, so for
our visual culture there is noching prior to mediation. Any acc of medi-
ation is dependent on another, indeed many other, acts of mediation
and is therefore remediation. In his work on postmodernism, Fredric
Jameson (1991) has traced out the connection between the “linguistic
turn” and what he calls “mediatization.” Jameson describes the spatiali-
zation of postmodern culture as “the process whereby the traditional
fine arts are mediatized: that is, they now come to consciousness of them-
selves as various media within a mediatic system in which their own
internal production also constitutes a symbolic message and the taking
of a position on the status of the medium in question” (162). Jameson’s
mediatizacion of the traditional fine acts is a process of remediation, in
which media (especially new media) become systematically dependent
on each other and on prior media for their cultural significance. What
Jameson describes as mediatization may be true not only of postmodern
new media but also of prior visual media as well. What he idencifies as
new and truly postmodern in fact reflects an acticude toward mediation
that, while dominant today, has expressed icself repeatedly in the gene-
alogy of Western representation.

Jameson himself seems to recognize this genealogy.

I} is because we have had to learn that culture today is & matier of media that we
have finally begun to ger 1t through our beads thar culture was always that, and
thas the older forms or genves, or indeed the older spivitual exercises and medita-
tions, thoughts and expressions, were also in rheir very different ways media
products. The intervention of the machine, the mechanization of culture, and the
mediation of culture by the Consciousness Indusiry are now everywhere the case,
and perbaps it might be inievesting to explore the possibility that they were al-



ways the case throughont human history, and within even the yadical difference
of older, precapitalist modes of production. (68)

Jameson still insists that chere is something special about the mediati-
zation of our current culcure: visual media are challenging the domi-
nance of older linguistic media. The most powetful form of this “critical
and discuprtive challenge” is video, whose “total flow” threatens the
physical and remporal differences that constiture linguistic meaning —
even as the “available conceptualities for apalyzing” media like video
“have become almost exclusively linguistic in orientacion.”* Proclaimed
by Jameson the dominant medium of our postmodern age, video simul-
taneously depends on and distupts literary and linguistic theory. For
Jameson, literaty theory, and by extension the traditional humanist en-
terprise, is redefined by popular visual culture. In fact, celevision, film,
and now computer graphics threaten to remediate verbal text boch in
print znd on cthe computer screen—indeed, to remediate text so aggres-
sively that it may lose much of its hiscorical significance.”

In We Have Never Been Modern (1993), Bruno Latour takes us
further in understanding che role of postmodern theory in our media-
sacurated, rechnological culture. For Latour, as for Jameson, qontem-
porary theory gives a special starus to language and intecpreration:
“Whether they are called ‘semiotics,” ‘semiology’ ot ‘linguistic curns,’
the object of all these philosophies is to make discourse not a cranspac-
ent intermediary that would put the human subject in contact with the
narural world, but a mediator independenc of nature and sociecy alike”
(62). Contemporary theory thus makes it difficult to believe in lan-
guage as a oeurtral, invisible conveyor of fully present meaning either
between speaker/writer and listener/reader or becween subjeces and ob-
jects, people and the world. Instead, language is regarded as an active
and visible mediator that flls up the space between signifying subjects
and nature. But language is not the only mediator; it operates just as
visual media operate in their tasks of remediation. Postmodern theory
erss in trying to isolate language as a culeural force, for it fails to ap-
preciate how language interacts with other media, other technologies,
and other cultural artifacrs. For Latour, the phenomena of contemporary
technoscience consist of intersections or “hybrids” of the human sub-
ject, language, and the external world of things, and these hybrids are
as real as cheir constituents—in face, in some sense they are more real
because no constituent (subject, language, object) ever appears in its

4. Jameson's (1991) concept of “to-
ral flow” relates co the concept of
the “televisual,” which Tony Fry
(1993) describes as “an ontological
domain” of which “almost everyone,
everywhere,” lives within its reach.
For FPry, and for che other auchors
collected in RUA/TV, the “televi-
sual” signals “che end of the
medium, in a contexc, and the ar-
rival of television as the context”
(11-13). Where Jameson still sees
video as a medium, Fry aims to offer
new “conceptualities” for analyzing
the oncology of the celevisual. (For a
critique of chis ontological argu-
ment, see Auslander, 1997a.)

5. In Teletheory, published in 1989
and cherefore before the advent of
the World Wide Web, Gregory
Ulmer made an influencial accempt
to refashion academic discourse for
what he characterized as the “age of
video.” In this new, highly mediared
environment, he acgued, academic
discourse must abandon its claim ro
critical distance and become more
fike television (10-11). He bas sub-
sequencly revised his acgument to
take in new media as well,
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6. Prior to We Have Never Been Mod-
ern (1993), Larour’s fullest account
of the heterogeneous network chat
links togecher humans, language,
and the external world is in Science in
Action (1987).

7. In The Media Equation (1996),
Byron Reeves and Clifford Nass ac-
gue not only chat media are real
objects in the world, but that “me-
dia equal real life” (G). Drawing on
cheir own extensive empirical re-
search, che authors have conclusively
demonstrated chat people relace to
media in che same way in which
they relate to other people or places.
For Reeves and Nass, the media
equation has five variables: manners,
personality, emocion, social roles,
and form. Bach of these variables,
chey argue, affeccs the way in which
people relate co medja and should in-
form the design choices made by
raedia technologiscs and developers.
This importanc book supports and
complements our contention chat
media and reality are inseparable.
Where Reeves and Nass focus
lacgely on the psychological and so-
ciological implications of how
people relace to media, our concern
is primarily wich che cultural, hiscor-
ical, and formal relationships
becweea people and media, and,
more important, among mediza
themselves.

8. PFor Cavell on modernist painting
and acknowledgmenc, see The World
Viewed (1979, 108-118). The rela-
cions among Cavel), Fried, and
Greenberg are complex. See note 2
for Fried’s Cavell-inspired criticism
of Greenbecg and T. J. Clark.

pure form, segregated from che other constituents.® The events of our
mediated culture are constituted by combinations of subject, media,
and objects, which do not exist in their segregated forms. Thus, there
is nothing prior to or outside the act of mediation.

REMEDIATION AS THE INSEPARABILITY OF

REALITY AND MEDIATION

Media function as objects within the wocld—within syscems of lin-
guistic, cultural, social, and economic exchange.” Media are hybrids in
Latour’s sense and are therefore real for the cultures chat create and use
them. Photography is real—not just as pieces of paper that result from
cthe photographic process, but as a network of artifacts, images, and
cultural agreements about what these special images mean and do. Film
is real; its reality is constituted by the combination of the celluloid, the
social meaning of celebrity, the economics of che entercainment indus-
try, as well as the techniques of editing and compositing. The reality of
digital graphics and the World Wide Web is attested to by the web of
economic and cultural relationships that have grown up in a few years
around the products from Netscape and Microsoft.

Modern art played a key role in convincing our culture of the
reality of mediation. In many cases, modern painting was no longer
about the world but abour itself. Paradoxically, by eliminating “che
real” or “the world” as a referent, modernism emphasized the reality of
both the act of painting and its product. Painters offered us their works
as objects in the world, not as a representation of an external world.
By diminishing or denying painting’s representational function, they
sought to achieve an immediacy of presentation not available to tradi-
tional painting, where immediacy had been achieved by concealing
signs of mediation. Modern arc was often regarded as real or auchentic,
precisely because it refused to be realistic, and the example of modern
arc reminds us of the need to distinguish mediation and remediation
from representation. Although the real and the representational are sep-
arated in modern art, modern art is not therefore less immediate. Mod-
ern painting achieves immediacy not by denying its mediation bur by
acknowledging it. Indeed, as Cavell has noted, building on the work
of Greenberg and Michael Fried, one of the defining characteristics of
modernist painting is its insistence on acknowledging che condicions
of its own mediation.®

The reality of modernisc painting extends beyond the work it-
self co the physical space that surrounds it. As Philip Fisher (1991) has



argued, “The colonizing of this space between the surface of the canvas
and the viewer has been one of the most aggressive features of the 20th
century” (37). As we can learn from a visic to any traditional museum,
the space becween viewer and canvas is controlled, institutionalized,
and policed as a special, real kind of space, which people walk around
or wait before entering. The colonization of museum space has excended
to the space between a photographer or videographer and the object of
her mediating technology. When a tourist s taking a photograph or
making a video, for example, we treat the line of sight between the
camera and the object as if it were a real obstruction; we walk around
ic, bend under it, or wait until it is gone. We make these gestures not
only out of politeness, burt also to acknowledge the reality of the act of
mediation that we are witnessing. In this case, the act of mediation
functions in a syscem of pedestrian craffic circulation like a tree, 2 wire,
or a traffic light (which is also an act of mediation whose reality we
acknowledge). Mediarions are real pot only because the objects pro-
duced (photos, videos, films, paintings, CD-ROMS, etc.) circulate in
the real world, burt also because the act of mediation itself funccions as
a hybrid and is treated much like a physical object.

Finally, just as there is nothing prior to the act of mediation,
there is also a sense in which all mediation remediates the real. Media-
tion is the remediation of reality because media themselves are real and
because the experience of media is che subject of remediation.

REMEDIATION AS REFORM

The word remediation is used by educators as a euphemism for the task
of bringing lagging students up to an expected level of performance
and by environmental engineers for “restoring” a damaged ecosystem.
The word derives ultimately from the Latin remederi— “co heal, to re-
store to healch” We have adopted the word to express the way in which
one medium is seen by our culture as reforming or improving upon
another. This belief in reform is parricularly strong for those who ate
today repurposing earlier media into digital forms. They tell us, for
example, that when broadcast celevision becomes interactive digital
television, it will motivate and liberate viewers as never before; that
electronic mail is more convenient and reliable chan physical mail; thac
hypertext brings interactivicy to the novel; and that virtual reality is a
more “patural” environment for compuring than a conventional video
screen.” The assumption of reform is so strong that a new medium is
now expected to justify itself by improving on a predecessor: hence the

9. In The Soft Edge (1997), Paul Lev-
inson uses the term remediation to
describe how one medium reforms
another (104-114). Levinson's intri-
guing theory is teleological: media
develop “anthropocropically” —that
is, ro resemble the human. For Lev-
inson, remediacion s an ageat of
this teleological evolution, as we io-
vent media thar improve on the
limits of prior media. Thus, writing
makes speech more permanent; che
VCR makes TV more permanent;
hypertext makes wricing more intes-
active; and so on. The developmenc
Levinson describes, however, is al-
ways progressive. We are arguing
that remediarion can work 10 both
directions: older media can also re-
fashion newer ones. Newer media do
nor necessarily supersede older me-
dia because the process of reform
and refashioning is murual.
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need for computer graphics to achieve full photorealism. The assump-
tion of reform has not been limired to digital media. Photography was
seen as the reform of illusionistic painting and the cinema as the reform
of the thearer (in the sense chat early films were once called “photoplays”).

It is possible to claim that a new medium makes a good thing
even better, but this seldom seems to suit the rhecoric of remediation
and is certainly not che case for digital media. Each new medium is
justified because it fills a lack or repairs a fault in its predecessor, be-
cause it fulfills the unkept promise of an older medium. (Typically, of
course, users did not realize that the older medium had failed in its
promise uncil the new one appeared.) The supposed virtue of virtual
realicy, of videoconferencing and interactive television, and of che
World Wide Web is that each of these technologies repairs the inade-
quacy of the medium or media that it now supersedes. In each case that
inadequacy is represented as a lack of immediacy, and this seems to be
generally true in the history of remediation. Photography was suppos-
edly more immediate than painting, film cthan photography, television
than film, and now vircual realicy fulfills the promise of immediacy and
supposedly ends the progression. The rhetoric of remediation favors im-
mediacy and transparency, even though as cthe medium macures it offers
new opportunities for hypermediacy.

Remediarion can also imply reform in a social or political sense,
and again this sense has emerged with particular clarity in the case of
digital media. A number of American political figures have even sug-
gesced that the World Wide Web and the Internet can reform democ-
racy by lending immediacy to the process of making decisions. When
citizens are able to participate in the debate of issues and possibly even
vote electronically, we may substitute direct, “digital” democracy for
our reptesentational system. Here too, digical media promise to over-
come representation. Even beyond claims for overt political reform,
many cyberenthusiascs assert chat the web and computer applications
are creating a digital culture that will revolutionize commerce, educa-
tion, and social relarionships. Thus, broadcast relevision is associated
with the old order of hierarchical control, while interactive media move
the locus of control to the individual. That digital media can reform
and even save society reminds us of the promise thac has been made for
technologies throughout much of the twenciech century: it is a pecu-
liarly, if not exclusively, American promise. American culture seems to
believe in technology in a way that European culcure, for example, may
not. Throughour the twentieth century, or really since che French Revo-



{ucion, salvation in Europe has been defined in political terms: finding
the appropriate (radical lefr or radical right) polirical formula. Even
tradirional Marxists, who believed in rechnological progress, subot-
dinated that progress to political change. In America, however, collec-
tive (and perhaps even personal) salvation has been chought to come
through technology rather than chrough political or even religious
action.

Contemporary American culture claims to have lost much of its
naive confidence in technology. Certainly postmodern theory is ambiva-
lent about, if not hostile to, technology, but postmodera theoty is Euro-
pean, and largely French, in its origins and allegiances. On the other
hand, cthe whole fringe of rhetorical hangers-on that has grown up
around computer technology is defined by its commitment to tech-
nological salvation. What rermains strong in our culture today is the
conviction that technology icself progresses chrough teform: that
technology reforms itself. In our terms, new technologies of representa-
tion proceed by reforming or remediating earlier ones, while earlier
technologies are struggling to maintain their legitimacy by temediat-
ing newer ones. The cyberenthusiasts argue chat in remediating older
media the pew media are accomplishing social change. The gesture of
reform is ingrained in American culture, and chis is pethaps why Amer-
ican culcure takes so easily to scrategies of remediation.

Finally, remediation is reform in the sense that media reform
reality itself. It is not that media merely reform che appearance of real-
ity. Media hybrids (che affiliations of technical artifaces, therorical justi-
fications, and social relationships) ate as real as the objects of science.
Media make reality over in the same way that all Western technologies
have sought to reform reality. Thus, vicrual reality ceforms reality by
giving us an alcernative visual world and insisting on that world as che
locus of presence and meaning for us. Recent proposals for “ubiquitous”
or “distributed” computing would do just the opposite, but in the ses-
vice of che same desire for reform. ® p. 212 Instead of putting ourselves
in the computer’s graphic world, the scrategy of ubiquitous compuring
is to scatter computers and computational devices throughout our
world-—to “augment realicy” wich digital artifacts and so create a “dis-
tributed cyberspace.” Its advocates see such a strategy “as a way to im-
prove on the ‘lawed’ design in ordinary reality,” in which “objects are
largely ‘dead’ to distinctions we care abouc. Television sets and stereo
systerns are socially insensitive; they do not turn themselves down when
we talk on the phone” (Kellogg, Carroll, and Richards 1991, 418).
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Latour has argued, however, that for hundreds of years we have been
constructing our technologies precisely to take our cultural distinctions
seriously. Although he would probably agree with the enthusiasts for
distributed compuring that “the ‘distinctions’ people care about can be
viewed as virtual worlds, or . . . information webs,” these enchusiasts
miss the point when they want to make a categorical distinction be-
tween distributed cyberspace and other current and past technologies
(Kellogg, Carroll, and Richards 1991, 418). For Latour (1992) the idea
of technologies that embody our cultural values or distinctions has been
a feature not only of modern but of “amodern” or “premodern” societies
as well.

The advocates of ubiquitous computing express grandilo-
quently the implied goal of all advocates and practicioners of digital
media: to reimagine and therefore to reform the wotld as a mediared
(and remediated) space. Again this is not new. For hundreds of years,
the remediation of reality has been built into our technologies of repre-
sentation. Photography, film, and television have been constructed by
our culture to embody our cultural distinctions and make those distinc-
tions part of our reality; digital media follow in this tradition. Nor will
ubiquitous computing be the last expression of remediation as re-
form—as the burgeoning promises made on behalf of “push media”
already remind us.



Networks of Remediation

5




Television, film, computer graphics, digital photography, and virrual
reality: our culture recognizes and uses all of chese technologies as me-
dia. This cultural recognition comes not only from the way in which
each of the technologies functions in itself, but also from the way in
which each relates to other media. Each participates in a network of
technical, social, and economic contexts; this network constituces the
medium as a technology.

WHAT Is A MEDIUM?

We offer this simple definicion: 2 medium is chat which remediates. It
is chat which appropriates the techniques, forms, and social significance
of other media and attempts to rival or refashion them in ¢he name of
the real. A medium in our culture can never operate in isolation, be-
cause it must enter into relationships of respect and rivalry wich other
media. There may be or may have been cultures in which a single form
of representacion (perhaps painting or song) exists wich little or no ref-
erence co other media. Such isolarion does not seem possible for us to-
day, when we cannot even recognize the represencational power of a
medium except with reference to other media. If someone were to in-
vent a new device for visual representation, its inventors, users, and
economic backers would inevicably try to position this device over
against film, television, and che various forms of digital graphics. They
would inevitably claim thar it was better in some way at achieving the
teal or che authentic, and their claim would involve a redefinition of
the real or authentic chat favors che new device. Until chey had done
this, it would not be apparent that the device was a medium at all.



99

‘

Kioay

In the pasc fifty years, we have seen the digital computer un-
dergo this process of “mediatization.” The programmable digiral com-
puter was invented in che 1940s as a calculating engine (ENIAC,
EDSAC, and so on); by the 1950s, the machine was also being used for
billing and accounting in large corporations and bureaucracies. At that
time, proponents began to undecstand the computer as a new writing
technology; that was in fact the message of the arcificial intelligence
movement, which began as early as 1950 with A. M. Turing’s famous
essay, “Computing Machinery and Intelligence” The important cul-
tural contribution of artificial intelligence was not that the computer
could be a new kind of mind, but rather that it could be a symbol
manipulator and could cherefore remediate earlier technologies of arbi-
trary symbol manipulation, such as handwriting and printing.

As long as compurters remained expensive and rare, available
oaly to a limited group of experts in large institucions, cheir temediat-
ing functions were limiced. In the 1970s, the first word processors ap-
peared, and in che 1980s the deskcop computet. The computer could
then become a medium because it could enter into the social and eco-
nomic fabric of business culture and remediate the typewriter almost
out of existence.

Although the computational device itself, even the “user-
friendly” word processor, was not a medium, thac device, together with
its social and cultural functions, did constitute a new medium. (Fur-
thermore, in the 1980s and 1990s the digital computer has taken on
new technical and social funcrions and is being constituted as a second
medium, or series of media, for visual or sensory representation.)

The cultural work of defining a new medium may go on during
and in a sense even before the invention of the device itself. The tech-
nologists working on the device may have some sense of where it might
fit in che economy of media, what it might remediare, as fifteench- and
sixteenth-century printers did in their project to remediate the manu-
script and as the inventors of photography did in the nineteenth cen-
tury. Or they might be working on a device for a different purpose
altogether, and chey or someone else might realize its potential for con-
sticuting a new medium. In some cases the potential might emerge
only slowly as the device evolved and changed (as with radio and che
telephone). All sorts of cultural relationships with existing media are
possible. The only thing that seems impossible is to have no relacjon-
ship ac all.



The cultural studies of popular media (for example, Media Cul-
ture by Douglas Kellner) have been right to insist on close ties between
the formal and macerial characreriscics of media, theic “concent,” and
their economic and social funcrions. Indeed, the various elemencs are so
cightly bound thar they can never be entirely separated; 2 medium is a
hybrid in Latour’s sense. To say, for example, thac the commercial fund-
ing of American television is the cause of its insipid content (or induces
individuals to identify with dominant ideologies, or whatever) is al-
ready to separace the technical form of television (as the creation and
distribution of programs on television sets) from its economic expres-
sion. In fact, commercial financing is an inseparable aspect of the me-
dium of American television, as ate its many social uses (TV dinners,
occupying the children, defining shopping habits). We do nor mean
that one could not design a different system, say public financing, but
rather chat, in the unlikely event that it were ever established, public
financing would redefine American television as a technology or me-
dium. This does not mean thac the mode of financing causes American
television o be what it is, but rather that che character of a cechnology
such as television is articulated through a network of formal, material,
and social practices.

Whenever we focus on one aspect of a medium (and its relation-
ships of remediation with ocher media), we must cemember to include
its other aspects in our discourse. In the case of film, for example, when
we look at what happens on the screen (in a datkened theater), we can
see how film refashions the definitions of immediacy chat were offered
by srage drama, phorography, and painting. However, when the film
ends, the lights come on, and we stroll back into the lobby of, say, a
suburban mall theatet, we recognize that the process of remediation is
not over. We ate confronted with all sotts of images (posters, computer
games, and videoscreens), as well as social and economic artifacts (the
choice of films offered and che pricing strategy for tickets and refresh-
ments). © p. 173 These do not simply provide context for the film it-
self; they take part in the constitution of the medium of film as we
underscand it in che United Srates today, We must he able to recognize
the hybrid character of film without claiming that any one aspect is
more important than the others. This is the claim implicit in most cul-
tural studies analyses of popular media: that film and television embody
or carry economic and cultural ideologies and that we should scudy me-
dia principally in order to uncover and learn to resist their ideclogies
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(Kellner, 1995). Although it is true that the formal qualicies of the
medium reflect their social and economic significance, it is equally true
that che social and economic aspects reflect the formal or technical
qualities.

THE MATERIAL AND EcoONOMIC DIMENSIONS OF REMEDIATION
The economic aspects of remediation have already been acknowledged
and explored by cultural theorists. Each new medium has to find its
economic place by replacing or supplementing what is already avail-
able, and popular acceptance, and therefore economic success, can come
only by convincing consumers that cthe new medium improves on the
experience of older ones. At the same time, the economic success of
workers depends on the new medium’s acquired status. Thus, web de-
signers currently command higher salaries than technical writers and
graphic designers for priag; it is in their interest to promote the belief
that digital media can not only replace printed documents, but vastly
improve on them.

Similatly, the whole entertainment industry’s understanding of
remediation as repurposing reveals the inseparability of the economic
from the social and material. The entercainment industry defines repur-
posing as pouring a familiar content into another media form; a comic
book series is repurposed as a live-action movie, a televised cartooq, a
video game, and a set of action toys. The goal is not to replace the earlier
forms, to which the company may own the rights, but racher to spread

* the content over as many markets as possible. Each of those forms takes

pareof its meaning from the ocher products ina process of honorific reme-
diation and at the same time makes a tacit claim to offer an experience
that the other forms cannot. Together chese products constitute a hyp-
ermediated environment in which the repurposed content is available to
all the senses at once, a kind of mock Gesamtkunstwerk. For the repurpos-
ing of blockbuster movies such as cthe Batman series, the goal is to have
the child watching a Batman video while wearing a Batman cape, eating
a fast-food meal with a Batman promotional wrapper, and playing with
a Batman toy. The goal is literally to engage all of the child’s senses.
We can also consider repurposing in microeconomic terms as
the refashioning of materials and practices. When artists or technicians
create the apparatus for a new medivm, they do so wich reference to
previous media, borrowing and adapting materials and techniques
whenever possible. Thus, Gutenberg and the first generation of printers
borrowed the lettetforms and layout from the manuscript and con-




structed the printed book as the “manuscript only becter.” They bot-
rowed the materials too. Paper had long been used for manuscripts,
and techniques of binding remained the same (Steinberg, 1959). After
winning their racher easy battle of remediation, princers in the late fif-
teenth and early sixteenth centuries moved away from the manuscript
model by simplifying letterforms and regularizing the layout. A manu-
script page was dark wich the ink of letters formed by hand; these print-
ers learned o use ink sparingly to achieve a highly legible page. In the
case of photography, Talboc, one of the pioneers, justified his invention
because of his dissatisfaction with a contemporary device for making
accurate petspective drawings by hand, and the name “camera” was his
remediation of the camera lucida (Trachtenberg 1980, 27; Kemp 1990,
200). Film technicians and producers remediated both photography
and the practices of stage plays. We have noted that early films were
once called photoplays, which expresses this combined remediation; the
term mise-en-scéne was also borrowed from stage production to refer to
the Alm director’s control of the visual appearance. In computer graph-
ics, paint programs borrowed techniques and names from manual
painting or graphic design practices: paincbrush, aitbrush, color pal-
etce, fitters, and so on. World Wide Web designets have remediated
graphic design as it was practiced for printed newspapers and maga-
zines, which themselves in some cases have reappropriated the graphic
design of the World Wide Web.

THE SocIAL DIMENSION

The remediation of material practice is inseparable from the remedia-
tion of social atrangements, in the first instance because practitioners
in the new medium may want to claim the stacus of those who worked
in an earlier medium. Film scars hope to be seen as attists, as skilled as
stage actors, and, at leasc from the 1950s on, many film directors want
to be regarded as “authors” of cheir films. In turn, accors and directors
of television dramas want cheir work to be accorded the status of dra-
macic ilm. On stage, in film, ot on television, the mark of being a true
author or accor is “moving” che audience: offering an experience that
the audience finds authentic. Film and television actors and directors
could also lay claim to improving on stage drama, in the sense that their
newer media handle popular subjects in accessible ways and appeal to
a public that cwentieth-century stage drama could no longer attract.
Meanwhile, computer game makers hope that cheir interactive prod-
uccs will someday achieve the scacus of first-run films, and there is even
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[. Eascman had figured ouc how to
aucomate or “blackbox” not only the
mechanical but also che commercial
aspects of his photographic syscem
(Lacour 1987, 115, 122, 124, 131).

an attempt to lure film stars to play in chese natrative computer produc-
tions. Game makers can cice the wide appeal of their games as evidence
of the success of their remediarions.

The scatus of the photographer in the nineceenth and twentieth
centuries presents a more complicated case. In their rivalry with paint-
ing, some photographers (such as Henry Peach Robinson) sought o be
regarded as artists, while others (such as Lewis Hine, Edwacd Weston,
and August Sander) promoced themselves instead as social historians or
even natural sciencists. Their internal disagreements were over both the
material and formal basis of their medium and the social nature of che
remediztion that photography undertook. Meanwhile, the viewer was
being refashioned into the role of photographer. Daguerte himself sug-
gested chat “everyone, with the aid of che daguerreotype, will make a
view of his castle or country-house; people will form collections of all
kinds, which will be the more precious because arc cannot imitate cheir
accuracy and perfection of detail. . . . The leisured class will find it a
most attractive occupation, and although the result is obtained by
chemical means, the little work it entails will greatly please ladies”
(Trachtenberg 1980, 12—13). Daguerre had from the outset a sense of
the social aspects of remedjation that his invention would enrtail, al-
though his “everyone” seemed to include only men and women of the
leisured class. The formal remediation—that the daguerreorype cap-
tures more detail than a painting—meant that the technology would
better serve the needs of the wealthy collector, an emerging, nine-
teenth-century type. Daguerre may noc have been precisely right with
his prediction. With Eastman, photography later became a pastime for
a larger and less wealchy middle class.! The important poiac is that even
one of its inventors realized very early that photography was about so-
cial practices as well as technical derails.

The two logics of remediation have a social dimension for the
viewers as well as the practitioners. We have so far used the term imme-
diacy in two senses: one epistemological, the other psychological. In
the epistemological sense, immediacy is transparency: the absence of
mediation or representacion. It is the notion that a medium could erase
itself and leave the viewer in the presence of the objects represenced,
so that he could know the objects directly. In jts psychological sense,
immediacy names the viewer’s feeling thac the medium has disappeared
and the objects are present to him, a feeling thart his experience is chere-
fore authentic. Hypermediacy also has two corresponding senses. In its
epistemnological sense, hypermediacy is opacity-——the fact that knowl-




edge of the world comes to us through media. The viewer acknowledges
that she is in the presence of a medium and learns through acts of medi-
acion or indeed learns about mediation itself. The psychological sense
of hypermediacy is the experience that she has in and of the presence of
media; it is che insistence that the experience of the medium is itself an
experience of the real. The appeal to authenticity of experience is what
brings the logics of immediacy and hypermediacy rogether.

This appeal is socially constructed, for ir is clear that not only
individuals, but also various social groups can vary in their definitions
of the authentic. Whart seems immediate co one group is highly medi-
ated to another. In our culture, children may interpret cartoons and
picture books under the logic of transparent immediacy, while adults
will not. Even among adults, more sophisticated groups may experience
a media event as hypermediated, while a less sophisticated group still
opts for immediacy. In the mid-1990s a film became widely available
(even in video stores) that purported ro show the autopsy by American
doctors of an alien creature. When boch sides in the UFO debate pored
over the film, their argument really concerned the logic by which the
film should be read. Critics were looking for signs of mediation or stag-
ing—for example, that the telephone on the wall was of the wrong
kind for the supposed date of the autopsy. Believers, on the other hand,
were teying to establish chae the film was a cransparent recording of a
“real” event. All debates about UFO films and photographs turn on the
question of transparency.

The experience of hypermediacy also depends on the social con-
struction of the media used. Staged rock productions are hypermedi-
ated events, which no one interprets as transparent in che sense that che
media ase to be forgotten or erased. Bur by entering into an immediate
relationship with the media themselves—the sound, the lights, the
televised images—rock fans achieve an experience they regard as au-
thentic. Others remain distanced from that experience, either repelled
or simply unmoved. This distancing depends at least in part on social
grouping. For example, those on the American religious right are com-
pelled by their construction of rock music to remain distanced. They
may claim that the sinfulness of rock music lies primarily in its lyrics,
but it is the nature of hypermediated experience that really troubles
them. Rock music expects, if it does not require, that the viewer/lis-
tener be intimately involved in the hypermediacy—that she “abandon
herself” to the music. This abandonment is all the more threatening
because there is nothing offered beyond the medium—no world into
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which the user can enter—as there is in conventional representational
media, such as linear-perspective painting. What rock music seems to
offer (and indeed what Wagnerian opera offered to the nineteenth-
century German audiences, ot flute music in the Lydian mode to Plato’s
Greeks) is pure experience, pure authenticity, real in a sense that the
listenet’s perception cannot itself be deceived.

Photography provides an important example of the social de-
bate that can surround the logics of immediacy and hypermediacy.
When Niepce, Daguerre, Talbot, and others claimed immediacy for
their new medium, they were seeking to control its social construction.
A long and complicated debate followed, wich important figures such
as Baudelaire arguing in opposition, but in general the case for imme-
diacy succeeded, and Western societies accepted the idea that a pho-
tograph truly captures che world. Digital photography is now
challenging that claim to immediacy © p. 104, so that a new kind of
hybrid is emerging whose social and practical meanings have to be re-
worked. Even prior to the advent of digital photography, there has been
an argument for decades about whether the Western technologies of
drawing and photography are governed by convention or by the intrin-
sic principles of human vision and Euclidean space: whether these tech-
niques capture the world scientifically, as it appears “in the lighc”
Although strict social constructionists and many other postmodern
writers take it as dogma that {inear-perspective representations are as
artificial and arbitrary as any others, some psychologists and art histori-
ans still believe otherwise. An empirical test of the question has been
to show perspective drawings, photographs, or films to subjects from
cultures (often in Africa) chat had never seen them. The results of the
relatively few experiments have been mixed. When shown a photo-
graph or perspective drawing for the fisst time, subjects sometimes had
trouble interpreting the images, although after a few minutes or a few
tries they could handle the images more easily. In other experiments
subjects have had little trouble undesstanding films that employ edit-
ing conventions (Hagen 1980, vol. 1; Messaris 1994).

Such experiments suggest to us thac neicher the social nor the
technical aspect of mediation should be reduced to the other. Both
Western and African subjects cleatly use their innate visual systems to
ptocess the information in the image, but it is also clear that the images
are socially constructed. For the Westerners, photograpby and linear-
perspective drawing are media chat ate constructed as transparent. The
images are transparent, however, only because Westerners bave already



learned ro overlook, or “look through,” the conventions thar they appear
on paper and offer a static, monocular view. When the same images
were handed to the African subjeccs, chey were at first experienced as
hypermediated. Some of the subjects had never seen paper before, so
that the very idea of paper cartying an image was foreign to them (Mes-
saris 1994). After that initial phase, when the subjects had adjusted and
could read the images “properly,” the media would scill not necessarily
be transparent in our sense, because the African subjects would not have
had cthe opportunity to build the collective response that Western cul-
ture now has o perspective paincing, photography, and realistic film.
However, the fact that the subjects could learn so quickly ro interpret
the images in the Western fashion indicates that the images do take
advanrage of properties of the propagation of light thart are the same in
the developing countries as in the West. What counts as transparenc or
as hypermediated depends on social construction, but the social con-
struction of immediacy is not arbitrary or oblivious to technical decails.
It has been relatively easy to construct linear perspective as transparent
and natural, precisely because the construction can mobilize the (Wesc-
ern) physics of light and vision.

The social dimension of immediacy and hypermediacy is as im-
portant as their formal and technical dimensions. However, there is no
need to deny the importance of the latter in order to appreciate the
former, no need to reduce the technical and psychological dimensions
to che social. It is not helpful to seek to reduce any aspect of media to
any other. This applies equally to the economics of media, to which
traditional Marxists (and capitalises) seek to reduce all other aspects.
Furthermore, by seeking to recognize all aspects of media and media-
tion, we can best respond to, although we cannot conclusively settle,
the vexing question of technological determinism.

THE WORK OF ART IN THE AGE OF REMEDIATION

Before taking up the question of technological determinism, we need
to say more about remediation’s political dimension. Remediation is
not replication or mechanical reproduction; however, we cannot discuss
its social and political dimensions without pausing ro reflect on Walcer
Benjamin’s influential essay “The Work of Art in the Age of Mechanical
Reproduction” (1969). Benjamin’s argument is that mechanical repro-
duction produces a fundamental change in the nature of art, a change
that destroys che arcwork’s “aura” by removing it from the conrexc
of ritual and tradition in which art had been historically embedded.
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Citing photograpby and especially cinema, Benjamin posits chac cech-
nology creates a new kind of political or revolutionary potential for
mass art, a potential that can also be dangerous, as his concluding dis-
cussion of Marinecti and the fucurists warns us.

Benjamin’s argument chat technologies of mechanical repro-
duction are politically enabling has its counterpart today in the claim
by some enthusiasts that new media, particulacly the Internet, will
bring about a new kind of democracy. For example, according to
Howard Rheingold (1994), “The political significance of [computer-
mediated communication} lies in its capacity to challenge the existing
political hierarchy’s monopoly on powerful communications media,
and perhaps thus reviralize citizen-based democracy” (14). In the most
extreme version of this argument, we find John Percy Barlow pro-
claiming in his “Declaration of Independence” (htep://www.eff. org/
pub/Publications/John. Pecry. Barlow/barlow_0296.declaracion  April
17, 1998) that cyberspace is a new political terricory in which the laws
of industrial capitalism no longer apply and that a new political order
lies on (or perhaps just beyond) our monitors. These Internet and new
media enthusiasts are more naive, or at least less subtle, than Benjamin,
for chey are arguing that digital technology offers us a transparent de-
mocracy, in which the medium of political represencation disappears
and citizens can communicate their political will directly wich each
other or wich their government. Benjamin believed that film educaces
ics mass audience through a more complex dynamic.

Benjamin begins with the assertion thac film technology, or
mechanical reproduction jn general, breaks down the aura of the work
of art by eliding or erasing the distance between the work and its
viewer. Removed from the cathedral or museum, the work of art is now
closer to the viewer. Ac first glance, Benjamin seems to be suggesting
that maechanical reproduction is responding to and even satisfying a
desire for transparent immediacy—chat removing the aura makes the
work of art formally less mediated and psychologically more immedi-
ate. On the other hand, Benjamin’s mechanical reproduction also seems
to evoke a fascination with media. In the case of film, he describes the
viewer as distracted by the rapid succession of scenes, as simultaneously
entranced and aroused by the mediacion of film. For just this reason,
Benjamin contrasts seeing a film wicth viewing a painting. Unlike a
filmgoer, the viewer of a painting is absorbed into the work, as if che
medium bad disappeared. Pechaps for Benjamin, the immediacy offered
by film is the immediacy that we have identified as growing out of the
fascination with media: the acknowledged experience of mediation.




Furthermore, film for Benjamin is a medium that demonstraces
the inseparability of technology and reality. He emphasizes the compli-
caced apparatus surrounding che production of film, as a result of which
chere is no unicy or wholeness in the surrounding scene. It requires
elaborate camera work, editing, and other forms of reproduction to
make film appear seamless, to make its mediation disappear. Ironically,
although filmmakers work hard to conceal the signs of material and
technological mediation, their final product calls attention (through
che rapid succession of images) to its aesthetic, temporal, and formal
mediation in a way that tradicional painting does not. For Benjamin,
the painter and the cameraman practice very different crafts:

The painter maintains in his work a natural distance from reality, the camera-
man penetrates deeply into its web. There is a tremendous diffevence between the
piciures they obtain. That of the painter is a toral one, that of the cameraman
consists of multiple fragments which ave assembled under a new law. Thus, for
contemporary man the vepresentation of reality by the flm is incomparably more
significant than that of the painter, since it offers, precisely because of the thor-
onghgoing permeation of veality with mechanical equipment, an aspect of reality
which is free of all equipment. And that is what one is entitled to ask from a
work of art. (233-234)

Benjamin encourages us to reformulate his question: What are
we encitled to ask from a work of art in an “age of remediation”? Benja-
min still seems co believe both that it is possible to gec past mediation
to “an aspect of reality which is free of all equipment” and chat political
revolution may come about through such an achievement. In a period
such as ours today, in which media and the process of mediation are
more frankly acknowledged and appreciated, the aesthetic goal and irs
political consequences seem to be different. The work of art today seems
to offer “an aspect of reality which cannot be freed from mediation or
remediation,” at the same time that new media seek to present us pre-
cisely wich “an aspect of reality which is free from all mediation.” Thus
remediation does not destroy the aura of a work of are; instead ic always
refashions that aura in another media form.

TECHNOLOGICAL DETERMINISM

If Benjamin's essay has often been read as an expression of the techno-
logical determinism implicic in classical Marxist thought, more recent
scholars have been concerned to avoid the charge of determinism. Even
two decades ago, British Marxist Raymond Williams (1975) made an
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influential argument against the notion that new technologies “are dis-
covered, by an essentially internal process of research and development,
which then sets the conditions for social change and progress” (13). He
was protesting against a view that was popular in the 1960s and 1970s
and remains so today. Whether they are blaming or praising technol-
ogy, politicians, fururologists, and the princ and electronic media fall
easily into the rhetoric of technological determinism. Enthusiasts for
cyberspace such as John Perry Barlow credit che Internet with creating
a new culture, while conservative politicians speak as if che Internet
itself had called forth a new form of pornography. Meanwhile, Williams
and others have convinced almost all historians, social scjentists, and
humanists, wich the result that technological determinism has been one
feature of traditional Marxism rejected by postmodern theory and cul-
tural studies. Whenever it is made, the charge is now considered fatal:
nothing good can come of technological determinism, because the
claim that techunology causes social change is regarded as a justification
for the excesses of technologically driven capitalism in the late twenti-
eth century.

Williams was reacting above all to McLuhan’s (1964) then in-
fluential cheory of media as “extensions of man.” For Williams, McLu-
han had isolated and abstracted media from their social contexts, as if
media could work ditectly on some abstract definition of human nature,
Williams (1975) objected that in McLuhan’s work, “as in the whole
formalist tradicion, the media were never really seen as practices. All
specific practice was subsumed by an arbitrarily assigned psychic func-
tion, and this had the effect of dissolving not only specific but general
intencions. . . . All media operations are in effect dissocialised; chey are
simply physical events in an abstracted sensorium, and are distinguish-
able only by their variable sense-ratios” (127). In Undersianding Media
(1964) McLuhan did often claim that media change us, and he contin-
ues to influence popular versions of technological determinism today.
Although he was regarded as a radical in the 1960s, McLuhan has now
been adopted as a patron saint of the information industry. In the
1960s, his phrase “global village” sounded like a justification of social
protest and “flower power.” Today, communicacions giaats happily bor-
row the phrase in their advetcising. The idea that new electronic tech-
nologies of communication will determine our social organization is
clearly not threatening to corporations that produce and market those
technologies.

1n Understanding Media, on the other hand, McLuhan often no-

tices intricate correspondences involving media and cultural artifacts.
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Although Williams is right thar McLuhan returns repeatedly to the
claim that media bring about culctural change, the chaprters of Uzn-
derstanding Media are filled with contemporary as well as historical
examples, from popular and literary culture. Some of McLuhan's
correspondences are still worth considering, for they point to the ways
in which one medium remediates others (especially print, radio, film,
and television). Often che remediations involve the social practices chat
accompany media—for example, how a contemporary American family
views television ot film. We can let go of the premise of cause and effect
and still examine the interrelationships among media for which McLu-
han argues. We need not be afraid of McLuhan's “formalism,” as long as
we remember that technical forms are only one aspect of technologies
that are simultaneously social and economic. McLuhan’s notion that
media are extensions of the human sensorium can even be regarded as
an anticipation of Donna Haraway's cyborg. McLuhan did bring to our
accention the fact that media take their meaning through interactions
with che senses and the body, although feminist writers since the 1970s
have elaborated this idea in ways chat McLubhan did oot envision. In
short, we can reject McLuhan's determinism and still appreciate his
analysis of che remediating power of various media.

We need to keep in mind, however, the other half of Williams's
critique. Williams (1975) also warned against the notion of “detes-
mined technology {which} has a similar one-sided, one-way version of
human process. Determinacion is a real social process but never . . .
[functions] as a wholly controlling, wholly predicting set of causes”
(130). He argued that social forces “set limits and exerc pressures, but
neither wholly conrtrol nor wholly predict the outcome” (130).

In an effort to avoid both technological determinism and decer-
mined technology, we propose to treat social forces and technical forms
as two aspects of the same phenomenon: to explote digiral technologies
themselves as hybrids of cechnical, material, social, and economic fac-
ets. Thus, virtual reality is not only a head-mounted display and com-
puter hardware and software; it is also che sum of the entertainment
and training uses to which this hardware and software is put, and it is
the institutional and entrepreneurial capital devoted to these uses. Fi-
nally, virtual reality enacts a subjective, point-of-view aeschetic that our
culture has come to associate wicth new media in general. These facets
of the cultural meaning of virtual realicy are so closely associated that
it is unproductive to try to tease them apart. Like a quark, no one facet
can exisc in isolation; any argument forceful enough to detach one facet
from its necwork of affiliations would necessarily bind that facet into
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some other cultural necwork. Because our digical technologies of repre-
sentation are simultaneously material artifacts and social constructions,
there is no need to insist on any aspect as cause or effect.

Ic is difficult, however, to hold in relief all the aspects of a tech-
nology at any one thetorical moment. Readers of chis book will find
sentences in which a cechnology is used as che subject of ap action verb,
We have tried to avoid the most egregious generalizations of the kind
thac make McLuhan so appalling to Raymond Williams and his follow-
ers. When we do write something like “digital media are challenging
the status of television and film,” we are asking readets to treat this
as shorchand. A longer, and less felicitous, version would be that “the
individuals, groups, and insticutions that create and use digital media
treat these media as improved forms of television and film.” Media ds
have agency, but that agency is conscrained and hybrid. To say that
digictal media “challenge” earlier media is the rhetoric of technological
determinism only if technology is considered in isolation. In all cases
we mean to say thac the agency for cultural change is located in the
interaction of formal, material, and economic logics chat slip into and
out of the grasp of individuals and social groups.

Nevertheless, our chetoric and our strategy foregronnd new me-
dia in a way that may prove unacceptable to many postmodern cheo-
rists, because of theic suspicion, inherited in large part perhaps from
the influential Frankfurt School, that high technology has become a
principal obstacle to social progress and economic justice. We cannot
hope to allay this suspicion; in fact, if our argument is successful, we
will exacerbate it. We believe thart the cultural significance of the new
digital media cannot be condemned or praised in isolation, precisely
because these media are hybrids that draw on so many aspects of our
culeure. To condemn new media is to condemn contemporary culture
itself—in a kind of jeremiad that has made a few humanists wealthy
but has not helped to explain our current cultural moment. We are
actempting to explore, not to pass judgment on, the twin logics of re-
mediacion at work on the eve of the twenty-first cencury.

THE REMEDIATION OF THE GENDERED GAZE

One more key theorerical issue remains to be touched on: the implica-
tions of gender for our understanding of remediation. Among the best-
known illustrations of the Renaissance cheory of linear perspective is
the Diirer woodcut in which the male draftsman objectifies and mathe-
matically dissects his female model (cf. Alpers 1982, 184-185, 187;



Haraway 1997, 182-183). (See fig. 3.1.) In this image, the artisc’s de-
sire for immediacy is evident in his clinical gaze, which seems to want
to analyze and control, if not possess, its female object. The woodcut
suggests the possibility that technologies of transparenc immediacy
based on linear perspective, such as perspective paincing, photography,
and film, or computer graphics and virtual reality, may all be enacting
the so-called male gaze, excluding women from full participation as
subjects and maintaining chem as objects.

Beginning with Alberdi’s window, transparent immediacy itself
may be a gendered notion. Martin Jay (1988) has suggesced that Al-
bertian technical perspective joined with Descartes’s philosophical du-
alism to constitute “Cartesian perspectivalism”—a way of seeing thac
characterized Westecn culture at least until the coming of modernism
in the twentieth cencury © p. 21. Evelyn Fox Keller and Christine
Gronckowski (1996) have associated Descartes's dualism with che privi-
leging of the visual and also with Western, masculinist science (187
202). They also point ourt thac “there is 2 movement among a oumber
of feminiscs to sharpen what, until now, had only been a vague senti-
ment . . . : that the logic of the visual is a male logic. According to one
critic {Luce Irigaray}, what is absent from the logic . . . is women’s de-
sire” (187). For these feminists, then, che desire for visual immediacy
1s a male desire that takes on an overt sexual meaning when the object
of representation, and therefore desire, is a woman, as in the Diicer
woodcut.

Film is the medium for which feminist theorists have delivered
perhaps the most powerful and sustained critique of the male gaze. In

Figure 3.1 A drafcsman drawing a
nude from Albrecht Diirer, Unterwey-

sung der Messung, Nuremberg, 1538.
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the 1970s, in a now-classic essay, Laura Mulvey argued chat Hollywood
film almost inevitably enacts that way of looking, because boch the
camera work and the narrative structure cause the viewers to identify
with the usually male main character and to join him in his visual ex-
amination of women:

The actual image of woman as (passive) raw material for the (active) gaze of
man takes the avgument a step further into the content and structure of vepresenta-
tion, adding a further layer of ideological significance demanded by ihe patriar-
chal order in its favorite cinematic form—— illusionistic narrative film. . . .
Although none of these interacting layers is intrinsic to film, it is only in the
Jilm form that they can reach a perfect and beasrtiful contvadiction, thanks to the
possibility in the cinema of shifting the emphasis of the look. The place of the look
defines cinema, the possibility of varying it and exposing it. This is what makes
cinema quite different in its voyeuristic potential from, say, striprease, theatre,
shows, and so on. Going far beyond highlighting a woman's to-be-looked-at-ness,
cinema builds the way she is 1o be lovked at into the spectacle isself . . . . Cine-
matic codes cyeate a gaze, a world and an object, thereby producing an illusion
cai to the measure of desive. (1989, 25)

The desire of which Mulvey speaks certainly seems to be what
we call che desire for immediacy, which then becomes a male desire to
possess, or perhaps to destroy, the female. The case is clearest in detec-
tive films, such as Hitchcock’s Vertigo (1958), in which the detective
follows, observes, and not coincidentally falls in love with the women
he is asked to investigate. Through Hitchcock’s transparent style, we
share the detective’s gaze and perhaps his desirce for both cognicive and
sexual immediacy, which is the real subject of the ilm. ® p. 150 Mul-
vey suggests chat film is che definicive medium for representing chis
desire, because only film can offer a mobile and shifting point of view.
She exaggerates somewhat. Striptease (and peghaps che thearer in gen-
eral) would also seem to build the way woman is to be looked at into
the spectacle itself. What else is scriptease, in fact, but a highly scylized
structure for gazing at women? Nevertheless, ilm'’s claim to immediacy
is that it defines and controls the structure of the gaze with greater
precision. Mulvey is in fact arguing that film remediates striptease and
the theater (we would add photography and painting) through its abil-
ity to change point of view, and, because of this remediation, it offers a
new path to satisfying a familiar desire.



It may well be that film and other technologies of transpatent
immediacy enact a gendered form of looking. On the other hand, visual
media can pursue other routes to immediacy than perfect transparency.
Television's claim to jramediacy depends not only on its cransparency
(conventional television is not as visually precise as film), but also on
its ability to present events “live” © p. 187. The immediacy of such
new media as computer games and the World Wide Web is supposed
to come through interactivicy—the fact chac chese media can change
their point of view in response to the viewer or user. Indeed, interacti-
vity even forms parc of virtual reality’s claim to immediacy. Finally,
there is the immediacy that comes through hypermediacy—an imme-
diacy that grows out of the frank acknowledgment of the medium and
is not based on the perfect visual re-creacion of the world. In such cases,
we do not look through the medium in linear perspective; rather, we
look @t the medium or at a multiplicity of media that may appear in
windows on a computer screen ot in the fragmented elements of a col-
lage or a photomontage. We do not gaze; rather, we glance here and
there at the various manifestations of the media. This immediacy is not
based on a desire to control and appropriate the female form, or any
form, and may not be univocally gendered.?

Even within the cinema, there can be a hypermediacy of which
Mulvey does not take adequate account. Recent film theorists such as
Linda Williams (1995, 1-22) have criticized Mulvey’s influential view
for not attending to the mulciplicity of possible viewers and viewing
positions, Early film defined an alternative viewing position, which
Tom Gunning (1995) has called the “cinema of attractions,” and to
which recent Hollywood film is returning wich che help of computer
graphics. ® p. 155 Other theorists argue that we need to understand
the filmic gaze in the concexe of other media ot mediaced experiences—
for example, in the early days of film, the pleasures of strolling along
boulevards and chrough arcades, of looking into shops, and of visiting
museums and other exhibits (Friedberg 1995, 59-83; Schwartz 1995,
87-113). Vanessa Schwarcz goes on to compare our contemporary cin-
ema to the mediated spaces of shopping malls. © p. 174 Paul Young
(1998) has argued that some early films were concerned wich che poten-
tial rivalry of the telegraph, wireless, and radio. In other words, from
its beginnings the cinema has entered into remediating relationships
with a variety of other forms, and these relationships may encourage
ways of looking other than the appropriating male gaze.

2. For psychoanalysis, immediacy
may not be gendered in any univo-
cal way. Io Freudian terms, the
desire for immediacy may well be a
kind of prephallic desire co unite
with the mother or return to che
womb. This desire can be shared by
women. Evea in Lacanian terms, the
desire for wholeness—the desire to
get back behind the psychic split de-
fined by the mirror stage—is
something that both men and
women can feel, alchough in differ-
ent ways.
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The model offered by Christian. Metz and Laura Mulvey creats
the cinerna as a medium in isolation. In fact, they understand the view-
er’s experience of film as one of enforced isolation: he sits in a datkened
theater and falls under the imaginary spell of the cinemaric apparatus.
However, in our media-saturated culture, we see film through other
media and other media through film in a play of mutual remediations.
The expetience of transparent immediacy remains important in con-
temporary Hollywood film, but it is not the sole experience that even
Hollywood film offets. Even for a male viewer, a recurting fascination
with the medium distances and frames the viewing experience; the
viewer oscillates between a desire for immediacy and a fascination with
the medium. This distancing and framing occur not only for the specta-
cor in the darkened theater, but also during all the other manifestations
chat precede and follow that supposedly isolated experience: the pre-
views playing on monirtors in the lobby of the theater; the home view-
ing of whole films on videocassette; the appearance of trailers, film
stills, and informacion on the World Wide Web; and so on. These
agents of remediation are at wotk for older films as well as contempo-
rary ones. Perhaps it was still possible in 1958 to view Vertigo in relative
isolation from other media. (In its early days, television remediated
vaudeville and live theater more often than it remediated film. ® p.
185) But now even old films are caught in the logic of hypermediacy.
In the mid-1990s a remastered version of Vertigo was released for che
theater, and part of che remastering process included digital enhancing.
The movie is available on videocasette and on laser disk, and a search
of of the Web reveals well over cwo-thousand web documents that men-
tion Hitchcock’s Vertigo, some of which include film scills.

As a result of such remediations, we may all experience film and
other visual media with something of that mulciple consciousness or
“double desire” that Teresa de Lauretis (1984, 155) ascribes to the fe-
male spectator, who is necessarily shut out from any simple partici-
pation in che cransparent male gaze (cf. Doane 1991, 17-32). The
remediation of the male gaze is apparent in Strange Days, when Lenny
experiences a wire recording of a brutal rape and murder simultaneously
from the points of view of the male assailant and his female victim.
® p. 163. The violent potential of the male gaze is not denied, but it is
certainly complicated by the remediating power of the wire. The male
gaze can be distanced and framed by new media as well—for example,
in the Amsterdam webcam, which purports to monitor the windows of
rooms occupied by prostitutes (fig. 12.12). Alcthough such a webcam



seems perfectly to enact the male gaze, no one could find this site even
mildly erotic. The viewer may certainly be curious about what is going
on behind the shades, bue his desire for immediacy must pass quickly
inro a fascinarion with che medium. ® p. 208

Furthermore, it is not clear whether che desice for immediacy
must necessarily be expressed in the scopophilia of the male gaze. For
if the male gaze takes as its sole purpose to control and possess the
female, chen the desite for immediacy implies another kind of looking
as well. In formal terms, the desire for immediacy is the desire to get
beyond che medium to the objects of representation themselves. Differ-
ent media may enact this desire in different ways. Although lineat-
perspective paincing and film may keep the viewer distant from what
he views, in virrual reality the viewer steps through Alberti’s window
and is placed among the objects of representation. Similarly, the desire
for sexual immediacy could aim for a voyeuristic examinacion of the
objects of reptesencacion or a union wich chem. If cthe aim is voyeuristic,
then the spectator is practicing che traditional male gaze. However, if
the aim is union, then the desire for immediacy could be interpreted in
Lacanian terms as the longing gaze of the mitror stage—a desire to
retutn to an original state of union (with che mother) priort to the split
that defined the subject and simultaneously privileged the male realm
of the Symbolic over the realm of the Imaginary. The desire for immedi-
acy then becomes the desire to teturn to the realm of the Imaginary and
could well be shared by female spectacors.

Finally, if the male gaze is exclusively an exercise in control and
possession, the question remains whether such a gaze can be sustained
in contemporary visual media, which are constantly remediating one
another and therefore reminding us of the furility of believing that any
technology of representation can fully erase itself. We may wonder
whether the male gaze was ever represented unproblematicaly even in
apparently transparent media. If we look back at the Diirer woodcut,
we see cthat it too is hypermediacted, at least to the extent chat ic does
oot simply enact the male gaze bur represents it. After all, we do not
look chrough the draftsman'’s eyes in a first-person, point-of-view shor;
instead, we see the draftsman in the act of gazing. Since this image is
not a motion picture, we cannot have the establishing-shot, poinc-of-
view-shot, reaction-shot sequence that would enact the male gaze more
straightforwardly. Instead, we are made conscious of our posicion as
spectators, for our perspective enables us to appreciace the dissecting
character of the draftsman’s gaze. The subject of this woodcut is the
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technique of linear perspective itself, which is whac makes the image
so amenable to a feminist critique. Once again, the desire for immedi-
acy passes into a fascination wich media. In this case, the conventional,
heterosexual male gaze leaves icself open to another, hypermediated
kind of looking.

All this suggests a psychosexual interprecation of the dichot-
omy between transparent immediacy and hypermediacy. Trapsparent
immediacy atcempts to achieve through linear perspeccive a single,
“right” representation of things. Linear perspective becomes the normal
and normative way of looking at cthe world, while hypermediacy be-
comes the sum of all the unconventional, unusual, and in some sense
deviant ways of looking. Hypermediacy is multiple and deviant in its
suggestion of multiplicity—a muliplicity of viewing positions and a
multiplicity of relationships to the object in view, including sexual ob-
jects. Lotraine Gamman (1989, 12) has suggested chat the female gaze
can be distinguished from the male gaze by its muldplicity—so much
so that it may be not be appropriate to speak of che female gaze at all,
buc rather of a series of looks from various perspectives.

At the same time, Judich Butler (1990) has argued that hetero-
sexuality itself depends on homosexuality for its cultural meaning.
While the socially accepted practice of heterosexuality seeks to exclude
other sexual practices as deviant, it is precisely this exclusion thar en-
ables heterosexuality to define icself as normal and normacive: “For het-
erosexuality to remain intact as a distince social form, it reguires an
incelligible conception of homosexuality and also requires the prohibi-
tion of that conception in rendering it culrurally unintelligible. Within
[Butler’s revised notion of ] psychoanalysis, bisexualicy and homosexu-
ality are taken to be primary libidinal dispositions, and heterosexuality
is the laborious construction based upon their gradual repression” (77).
In che same way, we mighe argue chat linear perspective, which enacts
the heterosexual male gaze, depends on hypermediacy, which is defined
as an “unnatural” way of looking at the world. As che sum of all unnacu-
ral modes of representation, hypermediacy can cthen be used to justify
the immediacy of linear perspective. It would be for chis reason that
hypermediacy always reemerges in every era, no matter how rigorously
technologies of transparency may try to exclude it. Transparency needs
hypermediacy.
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The chapters in parc IT are not in any sense meant to be comprehensive
studies; instead, they illustrate the process of remediacion in about a
dozen contemporary media. We will observe how digital media, such
as computer games, the World Wide Web, and virtual reality, refashion
their predecessors and each other in cheir efforts to convince us of their
cransparency or to confront us with a striking variety of media and me-
diations. We will see how established media, such as film and relevision,
respond by trying to incorporate digital media within their craditional
formal and social struccures. There is, by the way, nothing wrong or
even unusual in an older medium’s accempt co refashion a younger one.
The relative age of a technology is certainly a factor in its cultural
meaning. For example, supporters of the printed book use its venerable
age to claim a special status. And the fact chat the classical cinema pre-
dates computer games by a hundred years gives it a repertoire of visual
techniques that computer games in fact wane to appropriate. The lon-
gevity of film also gives it a cradirion as a collective social experience,
to which supporters of ilm can appeal. For out traics of immediacy,
hypermediacy, and remediation, hiscorical affiliations among media do
indeed matter; however, there are other formal and social affiliations for
which the chronology is not imporrant. All cucrently active media (old
and new, analog and digital) honor, acknowledge, appropriate, and im-
plicitly or explicicly attack one another. Various media adopt various
strategies, which are tried out by designers and creators in each medium
(and somerimes in each genre within a medium) and then sanctioned
or discouraged by larger economic and culrural forces.

We have not tried to organize the following chapters in any
strice chronological or thematic order. In some cases, chaprers are juxta-
posed to highlight certain affiliations, but readers are inviced to sample
the chaptecs in any order that suics cheir own interests in or sense of the
comparisons and the contrasts among media.
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The term computer game covers a range of forms, including violent action
games, strategy games, role-playing and narrative games, erotic and
frankly pornographic applications, card games, puzzles and skill-
testing exercises, and educational software. Some of these forms are
clear repurposings of eatly games. Some computer games restage fa-
mous boatd games, from Monopoly to Trivial Pursuit; others enact war
games (including reenactments of World War I, che Civil War, and so
on), which were first introduced and are still played as intricace boacd
games. There are digital versions of every popular American sport from
golf to football, which remediate on at least two levels. Because sports
chemselves are staged events and at the same time televised perfor-
mances, the computerized versions can refashion our experience of both.

Computer games are delivered on a variety of platforms, which
are themselves multiply remediating artifaces: arcade machines, video
unics chat connect to a television set, CD-ROM (or DVD) applications
for desktop computers, games sites and servecs on the Internet to be
received by desktop computets or televisions with sec-top boxes, and
portable games unics. In all their forms and with all cheir modes of
delivery, digital games illustrate the commodificacion of the computer.

ARCADE AND VIDEO GAMES

Games were introduced first in arcades and then as home video units in
the early 1970s (Herz 1997, 14), a time when only organizations and
businesses could afford fully programmable mainframes and minicom-
puters. (The first do-it-yourself computer kits, such as the Alcair 8300,
also date from this time, but they were of interesc only to skilled hobby-
ists.) The ongoing development of acrcade and home games paralleled or
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anticipated the development of the desktop compucer and its incerface,
These games in fact repurposed the mainframe and the mini as well ag
the desktop computer, wich an implicic suggestion that gaming, or at
least an immediacely responsive, graphical interface, is what computing
should really be about.

As games became more graphically sophisticated, the desktop
computer did too, so that the remediations were at times mutual,
Somecimes the desktop computer would run ahead of che games (che
Macintosh incerface in 1984 was more graphically sophisticated than
many contemporary games); sometimes the visual presence and inter-
active strategies of the games would suggesc new paths for the deskrop
incerface. Fioally, the portable unics, such as the Nintendo Game Boy
incroduced in 1989 (Herz 1997, 21), repurposed the pocket calculacor
and the portable computer, wich a claim to immediacy of experience
through the intense, almost hypnotic involvement of the user.

The earliest games in arcades were not art all photocealistic; in-
deed, thev just managed to break out of one dimension into the second.
Alchough the famous game Pong congsisted of nothing more than lines
and circles on an empty field, ic nevercheless liberaced che usec from the
conventions of contemporary computers, which were still programmed
wich punched cards or at best through a dumb cerminal with a
command-line interface. In Pong, it was as if the circles and lines had
flown off the command line and could ricochet around the screen (fig.
4.1). Alchough the graphics were primitive, Pong and other first-
generation games were hypermediated in thar chey called attentiop to
an interface that seemed ac the time to be moving at a frenetic pace. No
one confused Pong wich a game of tennis or Ping-Pong in che physical
world. Nevertheless, it was a geauine surpeise to warch a dot on che
screen behave like a ball, bouncing off each scriking paddle or ricochet-
ing off the side of the screen and recurning on an appropriate trajectory.
There was a vast difference between this graphic behavior and the opet-
acions of a traditional computer, which manipulated symbols and pre-
sented ics resulcs only in rows of alphanumeric characrers on the screen
or on perforated printer paper. The game suggested new formal and
cultural purposes for digital technology.

Soon the arcade games became fully two-dimensional, wich
figures cruising, running, or hopping around as inhabitants of an elec-
tronic Flacland, chus anricipating and chen later refashioning the desk-
top incerface as it evolved in che 1980s. In the popular PACMAN, for
example, the amoeba-like figures can be seen as wejrd desktop icons,
repurposed from the sedate task of representing data files and directo-
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ries and set in modion to gobble up or be gobbled (fig. 4.2). Like all the
other action games from chis era, PACMAN is completely opaque;
there is nothing behind or beyond the interface, as there appears to be
wich a perspective painting or photograph. The game is an interface,
and so for the player che immediacy of the experience can come only
through acknowledging the medium. ® p. 31

Action games in arcades, on video units, and on computers have
conrinued to require che user’s intimate involvement wich the interface.
Sorne developers have created more visually complicated games without
showing any particular concern to pursue transparency. Others have
worked toward a three-dimensional transparency, toward producing in
the user a feeling of immession through linear perspective and a first-
person point of view. In addition to remediating the compurer itself,
these games also remediarte television and film. In fact, the distinction
between the more hypermediated and the more transparent games often
turns on whether the primary remediation is television or film.

Video games are played on a repurposed television set, one in
which an attached control unit transforms the screen into a different
medium. Such video game systems constitute a commodity different
from broadcast television shows—one intended for a particular group
(boys in their pre- and early teens) and packaged and paid for in a differ-

Figure 4.1 Pong, an early video
game. © 1998, Sherri Locker/FOX
News. Used by permission.
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Figure 4.2 PACMAN, an eacly
video gzme.

ent way. The game uvnits co-opt broadcast television to offer a kind of

entercainment whose characteristics include simple but violent narra-
tives and tightly coupled interaction between the player and che screen.
At least for its audience of young usets, the interactivity is an improve-
ment over convencional television. Although the remote control for a
conventional ser allows the viewer only to change channels, reduce the
sound, and make other relatively minor alterations in the video stream,
the joysticks, keyboards, and ctrackballs of the games refashion and
magnify the playet’s sense of control. Video games, as well as the action-
style arcade and computer games, nevertheless concinue to show che

influence of conventional television.




Television operates more often under the logic of hypermediacy

than does film. For a vatiety of reasons, television readily acknowledges
icself as a medium, and action-style games are like television in this
willingness to acknowledge their own mediation. Like television, chese
games function in real time: eicher the player tries explicicly to “beat
the clock” or faces some other limitation, such as the amount of ammu-
nicion, which defines che rushed pace of the game. Finally, like televi-
sion. these games are about monitoring the world. Television and video
cameras monitor continuously the visual scene at which they are
pointed. & p. 187 In the same way, players of action-style games are
called on to conduct an ongoing surveillance. They are assigned explic-
itly or implicitly the role of security guards, whose simple task is to
shoot anything that appears threatening. Because the ultimate chreat is
thac the enemy will destroy the equilibrium of the system and eventu-
ally hale the game by destroying the player himself, the player must
constancly scan the visual field and dicecc his fire appropriately. Ideolog-
tcally, the player is asked to defend or reestablish the status quo, so
that even though the violence of the games appears to be antisocial, the
ultimace message is not. It is a message that has prevailed from the
easly games such as Space Invaders in the 1970s to such games as Doom
and Quake in the 1990s (fig. 4.3). For decades, action games have played
out the most aggtessive form of televisual monicoring.

Figure 4.3 Quake II. Texrure
graphics and actwock © 1997, 1998
Id Software, Inc. All cighcs reserved.
Used wich permission.
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In the 1980s, first arcade games and then video and computer
games began to exploit chrec-dimensional graphics and so co define a
space that could be continuous with the user. Designers could then
make the games remediate not only the monitoring function of all
video, but also the narrative functions of television and film. An early
example was Dragon’s Lasr, which contained short segments of linear
video (Herz 1997, 147). Arcade games and video games have not ex-
ploited the possibilities of interactive narrative as have compurer
games, however, probably because the arcade and the living room are
too public and noisy. Interactive narrative games favor a single user
with the time and the solitude to solve puzzles and make choices. These
more thoughtful games remediate film racher than video.

INTERACTIVE FuLM
Graphic, role-playing computer games derive cheir narrative scruccure
from earlier textual games (Zork and similac adventure games), which
themselves come from fantasy literature, such as Tolkien's The Lord of
the Rings. Their visual tradition is chat of three-dimensional graphics
and ultimarely, therefore, the tradition of realistic, perspective paint-
ing. Such games seek che real, sometimes through transparency and
sometimes through hypermediacy—sometimes by encouraging the
player to look through the surface of the screen and sometimes by
dwelling on the surface with its mulciplicity of mediated objects. This
combination is what makes Tolkien's trilogy such an atcractive model
for game designers and playets. Although the books describe a wotld of
fantastic events and characters with a photorealistic attention to detail,
the text calls attencion to itself with its antiquated prose and poetry.
The elements of immediacy and hypermediacy combine to create an
effect that many compucer game designers have consciously or uncon-
sciously imitated. This is the case with the extraotdinarily popular and
influential Myst, which is compelling because it simulcaneously reme-
diates several media on several levels (cf. Smith forchcoming). Mys:
combines chree-dimensional, static graphics with text, digital video,
and sound co refashion illusionistic painting, film, and, somewhac sur-
prisingly, the book as well. Almost certainly without che conscious
intent of its authors, Myst curns out co be an allegory about the remedia-
tion of the book in an age of digital graphics.

The logic of immediacy requires that the acts of mediacion be
concealed, and Mys 1s about concealment, abour hidden puzzles whose
solutions open up new graphic worlds and bring the player closer to




solving the mystery of the facher and his two sons. “Myst” is not oaly
che name of cthe game, bur also the name of the book that tumbles into
a crevice during the game’s cinematic opening credits. The book then
opens to ceveal the island, as books in movies in the 1930s often opened
to reveal a picrure thar then became the firse scene of che film (fig. 4.4).
There is a whole libracy on Myst island, some of whose books describe
worlds that the father has created. Two strange volumes actually con-
tain his evil sons—we can see them as noisy video images inside che
pages of the books—while the facher, named Arrus, is trapped else-
where (fig. 4.5). The concezlment in Myst comes through containment,
replication, and changes of scale. Like a series of nested Russiap dolls,
the Myst book contains the island, which in turn contains the library,
which conrains the books, which contain che sons. At the same cime,
the game makes unwicting allusions to the literature of generational
conflice from the Oresteia to Finnegans Wake. The game and the allusions
begin with the literal fall of Atrus into the crevice, where the falling
father morphs into rhe falling book. The father thus becomes the book
thar becomes the game. Eventually the player discovers that the two
volumes chac conrain the brothers are incomplete: their videos are
faulty because their pages have been scactered. So the player musc hunt
for these pages throughout che Myst worlds. If the playet rettieves a

Figure 4.4 Myst island concained
within the Myst book. © 1993
Cyan Inc. Myst ® Cyan lnc. Re-
printed with permission.
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Figure 4.5 One of the soos of Acrus
in Myst. © 1993 Cyan Inc. Mysc @
Cyan Inc. Reprinted with
permission.

0
i

ymbim
e

ceccain page from another world, she can gain access ro 2 chamber where
the facher has been imprisoned by his sons. The father then goes back
to the library and apparently destroys the two books chat hold his sons.
If the player makes the mistake of crusting either son and places all of
che blue or red pages in one son's book, then that son escapes and the
player musc cake his place, crapped in the book.

The allegory is obvious: the book as a text should be replaced
by the book as a window onto a visually realized world. Books operate
best (or as best they can) under the logic of immediacy, bur compurcer
graphics are more immediate and therefore betcer. If the player wins by
helping the facher destroy the brothers’ books, she transcends che book
as a texture of symbols and is allowed to remain in the wocld of com-
puter graphics. If she fails, she is trapped forever in che book icself—
the wotst possible fate in the age of graphics. In che cousse of playing,
what the Myst player is actually discovering are the moments and strat-
egies by which the computer game remediates the printed book.

In denying the book, Myst is also affirming the book’s great
rival in the twenciech century: ilm. Myst's refashioning of film is subtle.
The game offers very litcdle digitized video (although the video ic offers
is scrategically important) and instead presents the player wich a series
of tableaux that change only when she clicks. Still, chere is no question



that the game draws heavily on such detective films as Verrigo and
Chinatown, which present che detective as voyeur. Mysz is an inceractive
detective film in which the player is cast in the role of detective. It is
also 2 film “shot” entirely in the first person, in itself a remediation
of the Hollywood style, where ficst-person point of view is used only
sparingly—except in special cases, such as Strange Days recently and
some film noir in the 1940s. (See Telotte, 1989.) Like many of che ocher
role-playing games, Myst is in effect claiming thac it can succeed where
film noir failed: that it can constitute the player as an active participant
in the visual scene. As Lenny in Strange Days might pur it, Myss is try-
ing to be “like film only better.”

Myst tries to improve on film by redefining the standard by
which we judge film. In many instances of remediation, the new me-
dium must try to convince che viewer to accept a new standard, for che
older medjum is inevitably superior when judged by its own traditions.
In Mysz, for example, che mystery is singularly lacking in the rhythmic
variations we find in the traditional film. If anything, the game’s narra-
cive stillness is like the arrested time in such unusual (and by Holly-
wood standards unsuccessful) films as Antonioni’s L' Avventura, Blow-up,
and The Passenger. Myst sustains almost to the end che single momenc
in which the detective is on the vecge of making a discovery, alchough
out viewing habits from film tell us that thac momenc cannor last in-
definitely. We expect some revelation and probably some violence, and
out expectation is the source of the game’s quiet suspense. When we
entet a dark passage on Myst island, we expect a creacure to come out
of the darkness at us—bur nothing ever comes.

Unlike in Antonioni’s films, however, resolution Zs possible in
Myst, through the solution of a series of puzzles. These puzzles consti-
tate the player as a detective only in the shallow sense, for they do not
move the player deeper into the mystery, into a mystery of self. When
the player does find and free the facher, she does noc learn anything
about herself. And unlike in Blow-up, the player of My ultimately re-
jects the logic of mediation in favor of the logic of the transpatenc,
which the father Acrus affirms by destroying the books.

The purpose of Myst's semediation of film is not principally to
comment on film; the creators of Myst may not even be aware of specific
affiliations of their game to films made a generation ago. However, the
game is undeniably an exercise in cinemacic point of view, and even the
vaguest acquainctance with the Hollywood scyle is enough for a player
to appreciace Myst's appropriation and remediation of it. The feeling of
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immediacy in Mysz, as in ocher games of this genre, is generated in large
part by the player’s expectacions derived from the medium of film. It is
not really as if che player were on Mysc island, which after all looks like
no island on eatth; it is as if che player were in a film about Myst island.
The game can only atcempe to satisfy the viewer’s desire for immediacy
by seeming to put her in a film. Her sense of immediacy comes only
through an awareness of mediation.

Myst is by no means the only example of a computer game that
remediates film, although it is unusually resonant with the history of
flm. Myst’s sequel, Riven, appears to reiterate the scrategy of the firsc
game, employing the same interface of pointing and clicking through
static images (and in some cases video). But the images are more photo-
realistic and the game in general is even more calculated in its pursuit
of immediacy.

We might also have examined The Last Express, which is more
overtly filmic than Mysz or Riven. Although the characters and back-
grounds are graphic stills and animartions (in some cases generated from
flmed figures by motion capture), the mise-en-scéne and the “camera
shots” are entirely consistent with the Hollywood scyle (fig. 4.6). The
player clearly feels herself to be in a ilm—as usual, a film of mystery
or detection. The plort recalls Hitchcock or Graham Greene: the player
is given the role of an American expatriate who must assume the iden-
tity of his friend aboard the Orienc Express on the eve of World War 1.
Ar the beginning, the American charactet knows nothing abourt the
plot in which he is implicated with the discovery of his friend’s murder.
In typical Hitchcock fashion, he must learn more while avoiding arrest
by the police and whatever danger killed his friend. He must learn in
real time as the train moves across Europe—by walking up and down
the corridors, meeting people who seem to know him, and eaves-
dropping on conversations that may provide useful information. One of
the most compelling features of The Last Express is the way in which
a filmic sense of plot is integrated with the monicoring function that
compurter games have in common with television.

In addition to such resonant examples as Mysz and The Lasr Ex-
press, there are now hundreds of less innovative games, many based ex-
plicitly on Hollywood originals. Some of these, such as Blude Runner,
use three-dimensional graphics to recreate the atmosphere and cine-
matic style of the original film. Ochers string together segments of live-
action film, as does Star Trek Borg: The Interactive Movie, which is shot
entirely from the ficse-person point of view of the player as a characrer.




Just as photorealism has defined reality as being in a photograph, inter-
acdive films define it as being in a movie. [n games such as Borg, the
player as character is addressed by fellow characters in che scenes, and
her choices change the cousse of evencs. Typically, conventional filmed
scenes establish the narrative line, while the playet’s action at various
decision points will determine which filmed scenes will be presented
next. Although the interaction between the player and the filmed scene
is clumsy, the goal of chis genre is to close such gaps and give the player
the sense that she has “fallen into a2 movie” Role-playing computer
games are attempting to move from hypermediacy to immediacy by
concealing the signs of cheir medjation.

SEx, VIOLENCE, AND COMPUTER GAMES

Computer games have become popular visual media, and so erotic and
violent computer games are open to the same pressure for public censor-
ship that affeccs ilm and television. The charge that the games promote
violence in society has been repeated since the eacly 1980s, even by a
surgeon general of cthe United Srates (Herz 1997, 184), when action
games became graphically sophisticated. In addition, religious conset-
vatives and some feminiscs are critical of erotic games. Computer games
come under attack precisely because they remediate the two genres
(film and television) that American society has come to regard as imme-

Figure 4.6 Cineratic sequence in

The Last Express. Graphics/images
courtesy of The Last Express ®, a
game by Jordan Mechner. © 1997
Broderband Software, Inc. All
rights reserved. Used by permission.
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diate and therefore potentially threatening. Books are not censored as
strictly as film and television because for our visual culcure the writren
word does not have the immediacy thar a moving pictuce has.

In fact, mainscream American culture seems ¢o have escablished
a hierarchy of media according to their assumed immediacy, a hierarchy
revealed in particular by erotic representation. Written or printed por-
nography without illustrations is cegarded as che least immediate,
Graphic pornography, such as comic books and illustrated sex manuals,
comes next. The major culcoral line is clearly crossed with photography.
Erotic photographs are subject to censorship or possible criminal
charges in ways that graphic art and books no lenger are. This culcural
ceaction stems from a belief in the immediacy of photography. The as-
sumptjon is that the human models must have actually performed the
act revealed in the phorograph and that the image is caused by the
reflecced light chat traveled from ctheir bodies to the film. It is as if the
erotic impulse could pass through the photograph to touch che viewer.
Film and video are even more threatening because chey are regarded as
photographs in motion.

The place of digital technology in this hierarchy has been shift-
ing over the past two decades. When the technology was used primarily
to store and retrieve alphanumeric information, the closest analogy was
the book. When digical rechnology became graphic, it could take on
the cultural status of erotic picture books or photographs. Now, com-
puter applications are setting these erotic graphics and digitized images
in motion, with, as always, the promise of an interactivity not possible
with linear video. As the computer offers greater visual immediacy,
it becomes a greater chreat to those in out culture who fear erotic
immediacy.

Pornography has been among che first expressions of two recent
media, the VCR and the graphical World Wide Web, as well as the
stereoscope in the nineceenth cencury. It is true that in che last two
centuries practitioners of each new visual medium have soughrt out con-
tent that will demonscrate jts powers of immediacy, so that pornogra-
phy has been one (tempting) test of immediacy. Today, enthusiasts for
computer graphics and virtual ceality hold out eroticism as an indica-
tion of progress, when they speak of cybersex or “teledildonics” (Rhein-
gold 1991, 345-353). Depictions of violence offer ancther tesc of
immediacy, one that for our culture is somehow felt to be less threacen-
ing than sex. Hence, scenes of violence permit popular film, celevision,
and now compurer games to demonstrate chejr powess of immediacy
before a wider audience.




Designers in digital media can choose to represent sex chrough
eicher the logic of transparency or the logic of hypetmediacy. The obvi-
ous impulse is to seek immediacy through transparency, to try to erase
the incerface from the user’s consciousness so that the experience seems
as authentic as possible. In fact, in choosing to cemediace film, the com-
puter game designer is also choosing to reenact the sexually aggressive
male gaze that has been associated with craditional film. ® p. 78 Era-
sure of the medium is cifficult for computer games, as it is for film,
because in both the experience must be represented visually wichout
the crucial sense of touch. Feminist critics have argued chat film and
compucer environments are disembodied visual expetiences. € p. 236
In che case of film, the camera work— point-of-view shots, unusual
camera angles, and so on—is used to attempt to make up for the lack
of the body. These shots are set up in the name of transparency but often
create a hypermediated effect. There is, for example, an erotic cliché in
Hollywood cinema, in which the camera moves with such intimacy
over entangled bodies that it is difficult to determine exactly what part
of whose body is being viewed. The bodies become abstract forms, mak-
ing the viewer aware of the medium of film. It is pethaps not surprising
that film would use detailed editing co scrive for the immediacy of sex.
Computer games, which still cannot match professional film in camera
work and edicing, rely instead on their special claim to immediacy
through interactivity. They allow che player to intervene in the action
and so to define a role unlike the one offered by film, video, or
photography.

One of the eatly erotic programs, Virtual Valerie, offets a simple
branching structure and graphics primitive by today’s scandards. It re-
mains interesting, however, for the way in which it oscillates between
transparency and hypermediacy. Terry Harpold (1998) has called Vialerie
an example of “programmed failure,” because che first release was pro-
grammed to reboot the compurter if che player failed to satisfy Valerie.
This failure abruptly denies che player any illusion of immediacy and
reminds him that he is merely interacting with a computer program.

Erotic computer games, such as Valerie, promise immediacy
chrough cransparency, but this promise is always compromised by the
failute of the interface to remain transparent, just as film or video sex is
compromised by its failure. The result is often, perhaps always, that che
program reverts to its other strategy of hypermediacy— poking fun at
its own failure or using multimedia or self-conscious camera work to
call atcention to itself as a medium. Representations of violence also

revert to hypermediacy, in computer games as in film. The violence is
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stylized, performed by cartoon-like charactets and controlled by elab-
orate, “unrealistic” rules of interaction (with joystick, keyboard, or
mouse). Games that depict flight simulation in jet fighters (such as
A-10 Artack!) revel in che hypermediacy of violence, as the players must
destroy their targers by engaging the complicated cockpit controls of
the jet.

THE SocIAL SPACES OF COMPUTER GAMES

Arcade games, home video games, and desktop computer games each
operate within their own social space. Arcade games are usually
grouped in a commercial space, such as a shopping mall or an airport.
® p. 166 An arcade hall is a collection of mechanical, mechanical-
electronic, and fully electronic games, in which che electronic versions
remediate the earlier mechanical forms such as pinball. All che games
together create a frenzied atmosphete of light and sound, che young
adolescent equivalent of nightclubs, which the playess are too young to
visit. Nightclubs, of course, with cheir rock music and elaborate light-
ing effects, are also experiments in hypermediacy. Home video games
must be played where the television is located, which is often a rela-
tively large and public room. Although only one or two people can
actively participate, everyone who sits in or walks through the room
shares the experience of the game. In an action game, everyone in the
room gets caught up ia the act of monitoring che environment. As wich
conventional television, the home video game becomes the focus of the
room’s attention and redefines che social space. Desktop compurter
games, played where the compucer is located in an office or perhaps a
bedroom, ate comparatively antisocial, for they are often designed for a
single player.

On the other hand, desktop games may use networking to ex-
pand their social space beyond the confines of the office or bedroom
(Foster 1997). Mysz, with no necwork connection and providing only
for a solitary player occupying a single (though mobile) point of view,
cannot begin to address the social dimension of film, the collective ex-
perience of an audience. Ironically, che violent and tremendously pop-
ular Doom (aod its successor, Quake) is in this sense more socially
conscious than Myst. With Doom you can play with one or more net-
worked partners, with whom you share the work of eliminating mon-
sters, and, if you get in the way of che ocher players’ weapoos, you too
can be eliminaced. Doom defines communicty as a commuanity of killers,
cthe high-tech version of a tribe of paleolithic hunters. Like MUDs and
MOOs, Doom is socially shared in another sense. It allows experienced



users to build new architectural “levels,” in which the game of descruc-
tion can continue. There is an enrire commuanity of such users on the
Internet who conscruct and share the vast environment that Doom has
becorne. The game’s capacity to absorb authors and forge them into a
community is in fact an implied improvement over traditional cinema,
in which the viewers cannot reshape or add to the narrative structure.
Nerworked games make a claim to improve on the social practice not
only of other computer games, but of television and film as well.

The Internec promises to assimilate the social space of gaming
to che space of MUDs and MOQOs, as computer games connected to cthe
nerwork can serve as sites for “virtual communities.” According to its

promotional web site, che role-playing game Ultima Online

allows literally thousands of people to exist simultaneously in the same fantasy
game world over the Internes,

Players can enjoy true social interaction with other participants in real
time—form adventuring parties, engage in battles with other players, take on
periloss quests, or chat in a yavern over a goblet of virtual wine.

Other elements of the game constantly evolve—a functioning virtual
ecology drives monsters to roam in search of food if it’s scarce, and world events
are inter-related thvough a closed economic system and limited resouyces.

Ultima Online allows players to indulge in a continnous, ever-
changing game world, complese with day and night, light and shadow effects,
3-D tervain and 16-bit color SVGA graphics. (htip:/lwunv.owo.comlinfol index.
biml January 11, 1998)

Like MUDs and MOOQs, Ultima Online and other such game
wortlds promise transparent immediacy through real-time inceractive
graphics or text. (Yet promises of transparency and hypermediacy are
surprisingly juxcaposed. Ultima’s vircual kingdom comes complete
with “day and night” as well as sixteen-bit color graphics.) Like other
manifestations of cyberspace, a networked role-playing game such as
Ultima Online offers its players a world parallel to, yet distiact from,
their contemporary social and physical space, a world with its own ecol-
ogy, economics, and pethaps even physics. The rhetoric of escape is
common among enthusiasts for many forms of cyberspace: virtual real-
ity, MUDs and MOOs, role-playing games, and even newsgroups and
email. All of these manifestations are supposed to provide a new and
authentic experience while ac the same time they divorce us from the
physical world.
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If computer graphics is somerimes called on to refashion the photo-
graph ® p. 119, photography is also used co refashion computer graph-
ics. Many remediacions ate reciprocal in the sense that they invite us to
imagine each medium as trying to remediate the other. In such cases,
deciding which medium is remediating and which is remediated is a
macter of interpretation, for it comes down to which medium is re-
garded as more important for a certain purpose.

If an image is capcured with a digital camera, there is no chemi-
cal process as with analog photogsaphy. Instead, che image is recorded
by photosensitive cells and never exists except as bits. Is such an image
a phocograph or a computer graphic? If the image began as a conven-
tional photograph and was scanned into che computer and digitally re-
touched, is it then a photograph or a computer graphic? In what is
called digital photography, the resulc is an image chat is advercised as a
photograph and meant to be read as such by the viewer. The digital
photographer, who captures images digitally, adds computer graphic
elements to conventional photographic images, or combines two or
more photographs digirally, still wants us to regard the resulc as part of
the cradition of photography. For the photographers and their audi-
ences, digital photographv (like digital compositing and animartion in
cradicional film) ® p. 146 is an attempt to prevent computer graphic
technology from overwhelming the older medium.

Computer photorealism is trying to achieve precisely what dig-
tcal photography is trying to prevent: the overcoming and replacement
of the earlier rechnology of photogtaphy. And yet success in overcoming
photography would have consequences that the computer graphics spe-
cialists do not necessarily foresee, given that most graphics specialists
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remain realists as well as photorealists. If they could achieve perfect
phocorealism, then they could create “photographs™ without patural
light. An image could be synthesized to meet che viewer's desire for
immediacy without the need for the objects in the image to have existed
or to have been togecher at any time, which was exactly che condicion
that Roland Barthes considered the definition of photography in Cum-
era Lucida. Complete success in computer photorealism would make
nonsense of the term photorealism, because no one could any longer be-
lieve in a causal connection between the image and the world. Such
success would remediate the term photorealism ouc of existence, which

is the most radical form of remediation possible.

PHOTOGRAPHIC TRUTH

Digital photography poses a similar threat for chose who believe that
the traditional photograph has a special relationship to reality. William
J. Mitchell (1994) acknowledges the powet of digitally manipulated
photographs and yet finds that power troubling: “For a century and a
half photographic evidence seemed unassailably probative. . .. An in-
terlude of false innocence has passed. Today, as we enter the post-
photogeaphic era, we must face once again the ineradicable fragility of
our ontological distinctions between the umaginary and the real, the
tragic elusiveness of the Carresian dream” (225).

What Micchell calls the postphotographic era, we characterize
as an era in which photography and digital technologies are remedi-
ating each other. But in any case photographic “tructh” was not un-
assailable even in the nineteenth and early twencieth centuries.
Impressionists claimed that their paintings captured the truth of light
better than photographs could. @ p. 125 Furthermore, as Mitchell him-
self documencs, in the nineteenth and early twentiech centuries, so-
called combination printing could make photographs deceptive. For
example, during World War I, two young gitls rook pictures with card-
board curouts and managed to convince much of the English public
that fairies existed (fig 5.1).

It is remarkably apptopriate that these photographs have them-
selves become the subject of further remediation in the film Fairy Tale:
A True Story (1997). The film uses computer graphics to let us see the
fairies flying around the garden and the gitls’ room and then presents
the girls” photographs as reproductions of what we have already seen to
be “real” in the film itself. The original photographs and the 1917 inci-
dent were themselves the occasion for the film, but now the film seems




to reverse the relationship. The film and its computet graphics seem to

validate che photographs and in the process che characters” and our de-
sire for immediacy.

The truthfulness of the photograph is che issue addressed in the
CD-ROM Truths and Fictions by the Mexican photographer Pedro
Meyer (1995). He offers a collection of forty photographs together wich
audio and textuval commentaries and supporting macerials, some of
which have been part of a conventional gallery exhibit. The CD-ROM
in fact remediaces an art gallery in which Meyers photographs might
hang. There is implied rivalry in chis remediation—the suggestion
chac the CD-ROM can present this work mose effectively to viewers.
As their labels indicace, most of the photographs have been “digitally
altered,” and the result is a variety of different styles. Some of the photo-
graphs are explicit digical collage. Ochers are realistic except for the
appearance of a fantastic, presumably digital, elemenc, such as an angel.
In this respect, they are almost visual equivalents of the magic realism
of Latin American authors like Gabriel Garcia Marquez. Looking at
some of the photographs, we cannoc be sure what the computer has
changed, for nothing in the picture is unambiguously impossible in the
world of light. Meyer’s alteratjons ofcen involve subtly combining two
or more photographs, as is the case with Emotional Crisis (fig. 5.2). In
this case, it is the digically created wiggle in the striping chat attracts
our attention; we cannot know that the billboard thac gives the photo-
graph its ticle hias been digitally cut from another photograph and

Figure 5.1 Coctingly faicy photo-
graph, 1917. Brotherton Collectjon,
Leeds University Library.
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Figure 5.2 Pedro Meyer, Emotional
Crisis (Texas Highway, 1990/1993),
altered black and white image. © Pedro
Meyer. All rights reserved. Tsed by
permission.

pasted here. Finally, Meyet labels some of the photographs “unalcered
black and white image[s].”

The fact that we know that some of Meyer’s photographs have
been digitally altered calls che status of all the photographs into ques-
tion. The images labeled “unalteted” seem as artificial as the others. In

fact, because these unaltered images are presented nexc to the altered

ones, it is they (the unaltered) that do some of the most interesting
work of remediation. One (Cardboard People) shows a man posing before
a photographer with cardboard figures of Ronald Reagan and a beauti-

ful woman., Another (Monz Lisa in the Wax Museum) shows a woman

painting a copy of che Mora Lisa from another copy that is before her
(fig. 5.3). With their multiple planes and ceplications of images, Mona
Lisa and Cardboard People are explicitly hypermediated. They represent

the desire for immediacy by multiplying media (photographs or paint-

ings) in the image itself, alchough, if we can believe Meyer, they do so

within che single medium of a conventional photograph.

Io Truths and Fictions Meyer is making Micchell's point chat
with the advenc of digital technology the photograph has lost che
simple relationship to the real thar ic previously enjoyed. Because the
cruthfulness of any photograph is now in question, Meyer’s composite
photographs are supposed to reveal truths (for example, about che ba-
nality of American culture) that ate more compelling than che factual
record to which photography used co lay claim. In an audio track on
the CD-ROM, Meyer cells us how to read some of the images and makes




clear his political agenda. The computer allows him to put images to-

gether co sharpen his critique of American culture or, in the Mexican
photographs, to challenge by subtle disruptions in the susface of the
image assumptions about third-world povercy. We can appreciate here
the political dimension of remediation. With his digital ceworkings,
Meyer remediates che traditional photograph into an image chat is
supposed to be more authencic because of its clarified or intensified
ideological message. The CD-ROM is at che same time a political reme-
diation of the museum exhibit, because Meyer can offer aural hyper-
links on che CD that explain the political meaning of the images.
Wich the creation of digital images like those in Truths and Fic-
tzons, the status of photography itself has so changed thac we are now
troubled by Meyer's claim that any of his images are “unalceced.” How
could exposing photographic film co light, developing the negative in
a chemical bath, and cransferring che result to paper ever constitute an
unaltered image? Because of our heightened awareness, for which
Meyer and other digital photographers are responsible, we can hardly
look on any photograph without taking note of our desire for immedi-
acy. Every photograph becomes not only a failed actempt to satisfy chat
desire, but also to some extenr a representation of that failure. Meyer is
trying to exploit our desire for an auchentic and immediate political
response to the complex images that his camera captures. Here too,
Meyer is trying o improve on traditional photography, which he and
many others (for example, John Tagg in the Burden of Representation)

Figure 5.3 Pedro Meyer, Mona Lisa
in the Wax Museum, San Francisco,
CA, 1986. unaliered black and white
image. © Pedro Meyer, All rights re-
served. Used by permission.
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would also regard as an art with a political or ideological dimension.
His digital reworkings offer to clarify the polirical meening of these
images, and in this sense the digiral result can be simpler than the ana-
log original.

PHOTOGRAPHING THE DESIRE FOR IMMEDIACY
Ic is not any one digital photograph that is disturbing. We are dis-
turbed because we must now acknowledge that zny photograph might

be digitally altered. Digirtal cechnology may succeed—where combina-
tion printing and other analog techniques have not succeeded in the
past—in shaking our culcure’s faich in the transparency of the photo-
graph. However, altered images become a problem only for those who

regard photography as operating under the logic of transparency. If the

viewer believes that a photograph offers immediate concact with reality,

he can be disappoinced by a digitally alcered phocograph. The reason is
that cthe logic of cransparency does not accord the status of reality to the
medium itself, but instead treats the medium as a mere channel for
placing cbe viewer in contact wich the objects represented. Yet a digital
photograph can be as cransparent as an analog one. The process of dig-
itizing the light chat comes through the lens is no more or less artificial
than the chemical process of traditional photography. It is a purely cul-
tural decision to claim that darkening the color values of a digitized
image by algorithm is an alceration of the truth of the image, whereas
keeping an analog negative longer in the developing bath is not.

Wich this in mind, we can see how digital rechniques suggest
a new way of understanding all phorography. Instead of dividing the
world of photography into true and deceptive images, or even into “un-
touched” and alteted images, we can distinguish photographs on the
basis of cheir claims to immediacy. A photograph may be either an ex-
pression of the desire for immediacy or a representation of that desire.
The photograph that presents itself to be viewed without irony ex-
presses the desite for immediacy, while a photograph that calls atren-
tion to itself as a photograph becomes a representation of thac desire.

No one has explored the notion of photography as a desire for
immediacy more eloquently than Roland Barthes in Camera Lucida
(1981). For Barthes, photography is special. “Morce than other arts, Pho-
tography offers an immediace presence to the world” (84). Barthes
denies the traditional interpretation that photography grows out of per-
spective painting, precisely because he wants to insist on the immedi-
acy of photography:




1 is often said that it was the painters who invented Photography (by bequeath-
ing it thetr framing, the Albertian perspecrive, and the optic of the camera ob-
scura). I say: no, it was the chemist. For the noeme “That-has-been” was
possible only on the day when a scientific civcumstance (the discovery that silver
halogens were sensitive 1o light) made it possible to vecover and print directly the
Juminous rays emitted by a variously lighted object. The photograph is literally
an emanation of the referent. From a veal body, which was there, proceed radia-
tions which ultimately touch me, who am here. (80)

So photography is not “like painting only better,” bur is cruly

transparent:

The realists, of whom 1 am one and of whom 1 was already one when | asserted
that the Photograph was an image without a code—even if, obviously, certain
codes do infect our veading of it—1the realists do not take the photograph for
a “copy” of reality, but for an emanation of past reality: & magic, not an
art. (88)

What makes Barthes’s qualified and complicated realism so in-
ceresting is the way he uses it co articulace the theme of desire. The
most moving pictute in Camera Lucida is the one that Barthes describes
in words but does not show us: a picture of his mother as a child, which
becomes for him the expression of his own desire to be reunited with a
mother who has just died. For Barthes, a photograph is always an ex-
pression (not a representation) of loss, of death in facc, because it is an
emanation of a past chat cannot be recrieved: “All those young photog-
raphers who are at work in the world, determined upon the caprure of
actualicy, do not know that they are agents of Deach” (92). Although
Barches does not discuss digital photography, clearly any reworked pho-
tograph can no longer enjoy this simple and powetful relationship to
the past. It becomes instead an image of a second order, a comment on
a photograph or on photography itself, and therefore a representation
of the desire for immediacy.

Ac firse, then, chere seems to be a simple dichotomy: digital
photography is hypermediated, while analog photography is transpar-
ent. Digiral photography appeats to complicate and even to mock the
desice for immediacy that craditional phocography promises to satisfy.
On the other hand, because a digital photograph can sometimes be re-
garded as transparent, it too can express our desire for immediacy. And
because an analog photograph can be reworked and combined with
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other photographs, it can become a second-order expression, a conscious
represencacion, of chat desire. Each technology can perform the culcural
function apparently belonging to the other, because transparency al-
ways implies hypermediacy, and vice versa.

Digical photography altets our understanding of the prior his-
tory of photography. This is the most radical achievement of experi-
menters like Meyer, far more radical than their overt political message:
that chey can help to redefine the cultural significance of a past techno-
logical moment. We now find ousselves looking at tradicional photo-
graphs with a nostalgia for che time when digital technology did not
exist and could not therefore intervene between the viewer and his de-
sire. Ac che same cime we become conscious of the interventions and
choices required even in the analog photograply of the nineteenth and
early twentieth cencuries. It is no accident thar the voices (of theorists
like Nelson Goodman in Languages of Art) against the immediacy of
photography grew strong in the 1960s and became increasingly insis-
tenc in the following decades, for this was exactly the period in which
the mechanical and digital manipulation of phorographs became in-
creasingly sophisticated. It is no accident that the French original of
Barthes’s nostalgic and pessimistic Camera Lucida appeared in 1980 (as
che firsc deskcop computers were being developed and markered), at
almost the last moment when any sophisticated writer could still claim
that an analog photograph was not a representation but an emanation
of its subject.




Photorealistic Graphics

2




Photorealistic computer graphics seeks to create a space that js purified
of all references to itself as 2 medium and to other media, and yet it
never seems to be able to maintain that purity. Instead, i¢ must appeal
to us through the traditions of lineat-perspective painting and photog-
raphy. ® p. 21: We cannot look at a digiral image with eyes innocent
of these traditions. Computer graphics specialiscs acknowledge their
dependence on these traditions when they take as their model a paint-
ing or photogtaph rather than “real life” Realistic painters, such as Jan
Vermeer, invite such remediation, precisely because their paintings
seem to have solved che problem of immediacy that computer graphics
also wants to solve. As soon as graphics specialists begin to make this
comparison and become concerned with the relative powers of represen-
tacion of the compucer and its predecessors, che logic of hypermediacy
has begun to operate. © p. 31.

REMEDIATING VERMEER

We caa see how easily immediacy passes into hypermediacy by compac-
ing three images. The first (fig. 6.1) is Vermeer's The Music Lesson, and
the other two (figs. 6.2 and 6.3) are remediacions of che Vermeer
painting.

The second image (fig. 6.2), a doll's house-sized scale model of
the Vermeer painting, is almost a tebleay vivant, or “living picture.”
Built by an art critic and scholar, Philip Steadman, to demonscrate the
naruralness of Vermeer's handling of linear perspective, the model is
ceal in the sense that it exists as materials in physical space. Vermeer is
thought to have used a camera obscura and perhaps even a real room
to create his paincing (Kemp 1990, 194-196). Steadman reproduces
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Figure 6.1 Jan Vermeer, A Lady o
the Visginals with a Gentleman [The
Music Lesson). The Royal Collection.
© Her Majescy Queen Elizabeth II.
Used by permission.

Vermeer's picture in wood in order to show chac a three-dimensional

reality could or did lie behind Vermeer's painting. His model makes
the world into a medium for representing the painting racher than the
feverse.

The third image (fig. 6.3) is a computer graphic generated by
creating a machematical rather than a physical model—one consisting
of polygons, textures, and algosithms for linear perspective, illumina-
tion, and shading. Steadman presumably wanted to “vindicate” Ver-
meer by showing his fidelicy co reality. The computer graphic image
chooses to imitate the Vecmeer paincing because the paincing is icself
regarded as a fine imitation of the real. However, there is an identifiable
motive of civalry as well. The crearors of chis graphic want to measure
their model (in parcicular, its ability to produce lighting and shading
effects) againsc a master painter—rto demonstrate that the computer




Figure 6.2 Model of Vermeer’s The
Music Lessonr. © Philip Steadman.
All rights reserved. Used by

permission.

T s

] can approach painting and to suggest that it might one day surpass it.
Their desire to compete with the Vermeer is the opposite of Steadman’s
scholarly remediation.

i Nevertheless, che doll’s house and the computer grapbic have
much in common as representations. Both begin to operate under the
logic of transparent immediacy, and yet both end up being hypermedi-
i ated and so draw our attention to the medium that they sought to can-
cel. The doll’s house makes no representational sense ac all, until we
place it beside the Vermeer work and understand that ics maker is try-
ing to arrange a small parr of the physical world in agreement with
the painting. The computer graphic too invites a comparison with the
picture. Both of these remediations therefore recognize the reality of
media. © p. 58 They acknowledge the Vermeer painting as a real object
in the world to be reproduced, and such acknowledgmenc is the key
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Figure 6.3 Computer graphic mod-
eled on Vermeer's The Music Lesson.
© 1987 John Wallace (Cornell Uni-
versity, Program of Computer
Graphics).

to the logic of hypermediacy. Finally, in trying to demonstrace their

transparency by assimilating themselves to the painting, the two reme-
diations add two more almost, but not quice, perfect reproductions to
the world. They confirm che reality of media by adding ¢o che fund of
media. The fact again is that in this book, all three of chese figures ate
photographic reproductions, illustrating how visual media proliferate
as they seek to reproduce other media. The mulciplication seems co go
on indefinitely. Multiplication and replacement are characteristics of
hypermediacy, bur even transparent forms of photorealism cannot avoid
multiplying themselves and accempting to replace other media.
Immediacy implies hypermediacy in phororealistic graphics, as
in photography and perspective painting. The viewer needs che context




provided by other media in order to appreciate the immediacy that is
being offered. These technologies of visual illusion require the viewet's
conscious or unconscious collusion in order to work their magic (cf.
Kubovy 1986, 55ff.; Hagen 1980, vol. 1).

VARIETIES OF PHOTOREALISM

Computer graphic photorealism needs at all costs to avoid inconsistenc-
ies ot breaks in the illusion. It constructs the real as a plenitude, which
is one reason that the photograph is used as a model. Consider the
fullness of the digical image (hg. 6.4) of Mahogany Hall, the cele-
brared brothel in the Storyville district of New Otleans in the 1910s
(Rose 1974, 80). The furnishings and textures that fill the space are
not quite indistinguishable from a photograph, but chey give us che
impression that the way to the photoreal is simply to add mote detail.
Digital phortcrealists want to move more and more pixels or polygons
on to the screen in order to bring the image up to the limit of resolucion
of the human eye. One compurter graphics expert, Alvy Ray Smith, has
defined reality as 80 million polygons (Rheingold 1991, 168). (In fact,
Smith defined reality as 80 million polygons per second: this is virtual
reality or “Almic” realism rather than scatic photorealism.) However, if

digiral photorealists want to paint reality as simple and unitary, our

Figure 6.4 Mahogany Hall com-
puter graphic. heep://www.animalu.
com/images.htm January 28, 1998.
© Jeff Alu, AnimAlu Productions.
Used by permission.

611

sayydosbh 2yjsiynasojoyy



0zi

Dipa 1

culcure always seems to complicate the relationship of its media to the
real, and chis is especially crue for digital media. Behind each appar.
ently unified photorealistic image lies another image—a photograph
or painting that sesves as a model or an analogy, and behind digital
photorealism chere lies another form of visual representation, manual
photorealism.

The photorealist movement in art grows ouc of the pop art of
the 1960s; its praccitioners, such as Ralph Goings, Richard Estes, and
Charles Bell, create minutely accurate paintings based on photographs,
It is possible chat neichet group of photorealists—the computer graph-
ics experts or the painters—has heard of the other, although they shage
the same enterprise, the remediation of photography. Both groups rely
on the cultural assumption thac che photograph has a special relation-
ship co reality. This special relationship has been justified by appealing
to the aucomaticicy of the photographic process, which draws its images
with Talbot’s “pencil of nature” & p. 25 Although no viewer could
believe that che phocograph is the same ching as the world it depiets,
he can be encouraged to look through the medium, on the grounds that
the medium holds a record of the light rays that would have reached
his eye had he been placed where the camera was. Neither painting nor
computer graphics can appeal to the “natural” agency of light itself. In
fact, in the very atcempt to duplicate photography in oil or in pixels,
photorealism renders photography no longer special. The act of remedi-
ation depends in this way on a foundation of transparency chac ic itself
denies. :

The manual photorealists (or at least their interpreters) are ex-
plicit about their goal of remediating photography, as we learn from
Linda Chase’s essay (1988) on Goings: “Since che invention of photogra-
phy, artists have used photographs as both a tool and an inspiration in
their work, but the Photo Realiscs were the firse to unapologetically
translace rhe informarion from one medium to another, to make paint-
ings that were not simply based on photographs, but wese paintings of
photographs” (8).

In che case of Goings and other photorealists, to make paintings
of photographs is a process of self-remediation, because the painters
themselves take the photographs that they then remediate on canvas or
paper. Furthermore, jusc as they are remediating photography, the man-
ual photorealists are redefining painting. They are borrowing from and

reforming earlier American realist painting and at che same cime re-




acting against the abscract expressionism that is regarded as the ulti-
mate achievement of high modernism. Chase (1988) points out that

for most of the Phoro Realists in the early years, a major issue was the nse of the
photograph as a method of bypassing or obviating thuse choices that traditional
realists made in translating the three-dimensional object to the two-dimensional
plane of the canvas. The desive to bypass these choices was tied up with the desire
to present the image as factually and objectively as possible, but it was also tied
up wirh the desive to be free of the exigencies of self-expression with a capital “S”
that bad become a cliché and also a trap. (20)

Although the photorealists invoke the medium of photography
against expressionist painting, they do not abandon painting in favor
of photography, as others have done. Instead, they use photography to
reform modernist painting, while implicitly reforming phocography it-
self in their own paintings. They also enact yer anocher version of che
definition of self through mediation. Scanley Cavell (1979) noted that
with both romanticism and modernism, the artist’s goal was to achieve
presentness or immediacy by insisting on the presence of his own self
in his art. © p. 234 Goings rejects chis route to immediacy, when he
says that “in the twentiech century, cremendous emphasis has been
piled on imagination and originalicy, and self-expression—the trium-
virate of Modernist art. When . . . I realised thac chis grand style of
painting I had been teaching and trying to do was a dead end for me, {
began to question these things. If everyrhing is self-expression, then
self-expression is no big deal” (in Chase 1988, 20).

Goings and other phocorealists seem to be returning to che
strategy of transparency in order to achieve immediacy—except that
in vigorously reforming earlier painting and photography, these artists
make us intensely aware of the medium and ultimately of themselves
as medjators. We look not only through the canvas, but very much ¢
the canvas in order to discover how the careful effacing is achieved and
whether we can see “flaws,” places where the paint reveals itself.

Photorealistic painrings are not immediate perceptual experi-
ences; rather they are paintings about immediacy, about photography
as immediacy, as Chase (1988) acknowledges: “Photo Realism is an art
of many ironies—not the least of which is that the artist seeks a direct-
ness in relation to the visually experienced world through the use of
secondary source material, and that he achieves a heightened sense of

1zt

sojydoih o1ysypalojoyd



/

[44

DIpaw ‘if

reality by reproducing an illusion of an illusion. Wich his use of the
photograph, che arcist actually gains a double immediacy” (8).

What Chase calls “double immediacy” we could call hyper-
mediacy. The photorealist asks us to define the photograph as the real
and then attempts to see how close he can bring us co that predefined
reality. He is not willing to take us all the way, however, for he exhibits
his paintings, not che photographs on which they are based. He must
tetain us in the realm of painting in order to represent the desire for
immediacy. Here as elsewhere, che logic of hypermediacy is to tepresent
the desire for transparent immediacy by sublimating it, by turning it
into a fascination with the medium. So again in this case, hypermediacy
becomes the representation of the desire for immediacy and unavoid-
ably of che artist as the seeker after immediacy.

Phototealists seem to understand their paincings’ role as hyper-
media as well as the irony that their paintings appear to be unmediated,
On the other hand, computer graphics experts generally do not. Be-
cause digital photorealists are computer specialists, trained as scieatific
engineers and not generally as humanists or artists, they do not worry
about the tradition of the modern or the question of self-expression.
Their remediations of photography are simpler expressions of homage
and rivalry. Computer graphic images rely on our culture’s belief in the
immediacy of photogtaphy in order to make their own unself-conscious
claim to immediacy. Photography is appealed to in order to bring com-
puter graphics up to a higher standard of visual fidelicy. Although man-
ual and digical phororealisms confront some of the same technical
problems, their different understanding of the task of remediation sug-
gests that we must interptet these two practices differently. Photo-
realist paintings read as statements of contemporary American realist
arc—intensely detailed, denying (and yet affirming through che act of
denial) cthe modernist motive of self expression. Computer graphic im-
ages, on the other hand, often seem to achieve that absence of self-
expression that Goings claims to be after in his paintings. This great
difference and the many lesser similarities become apparent when we
compare examples.

Ralph Goings’s painting Srill Life with Creamer (ig. 6.5, plate
4) can be viewed, like many realistic computer graphics, as a study in
illumination, specular reflection, and tefraction. At first glance we
might well mistake this ironic still life for a photograph. As we look
closer, we can detect a surreal shine in the ketchup bottle and che salt
and pepper shakers on the left. Although they are glass, they look plas-



tic, and they seem to flatten out and detach themselves from che picture

plane as we gaze at chem. It turns out that the painter, like the com-
puter graphics specialist, cannot always duplicate the shading and tex-
turing  effects that a straight photograph teaches us to regard as
realistic.

In manual photorealism, as in compurcer graphics, the clever
choice of objects of representation can help the illusion tremendously,
as it does in Charles Bell’s Marbles IX (fig. 6.6, plate 5). This painting
is also a study in illumination, reflection, and refraction, but it is more
abstract than Goings’s and looks much more like a ray-traced computer
graphic. Chrome and glass spheres floating over specularly reflective
surfaces have been common motifs in computer graphics, because these
shapes and texrures lend themselves to techniques of ray tracing. Com-
pasre Bell’s marbles to the ray-traced compurter graphic spheres in fig.
6.7 (plate 6). Bell's work imitates a photographic style (the extreme
close-up) that does not correspond to what we see with the unaided eye.
Ic would be hard to hold one’s focused eye close enough to such marbles
to obtain precisely this view, and in fact, without a tradicion of photo-
graphic close-ups, we might have some difficulty understanding chis
image. For chat very reason, the image is all the more successful as pho-
torealism: it looks so much like a photograph, because it does not look
like anything else.

Figure 6.5 Ralph Goings, St:/l Life
with Creamer. © Louis K. Meisel.
Used by permission.
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graphic image. Created by Sherry G.

Figure 6.7 A ray-traced compucer
Scrickland.
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Figure 6.6 Charles Bell, Marbles
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Plate 1 A computer graphic
rendering of the nave of Charcres
cathedral. Creaced by Joho Wallace
and John Lin, using Hewlett
Packard's Starbase Radiosiry and
Ray Tracing sofeware. Copyright
1989 Hewlett Packard Co.

Place 2 A page from a Book of
Hours, citca 1450.© Robert W.
Woodruff Library, Emory

University. Used by permission.



Place 3 Ackansas: the splash
(opening) screen for a multimedia
celebration of che scace, A digiral
paredy of medieval illuminacion
{Plate 2).

Plate 4 Ralph Goings, St/ Life
with Creamer, Photorealist paintings
like chis one explicitly remediace
photography. © Louis K. Meisel.
Used by permission.




Plate 5 Charles Bel), Marbles 1X,
1982. This photorealistic painting
not only remediates photography,
but it also closely resembles com-
puter-graphic photorealism (plate
6). © Louis K. Meisel. Used by
permission.

Plate 6 A ray-traced computer-
graphic image. An exercise in
computer-graphic photorealism:
che spherical shapes facilicace the
technique known as “ray cracing.”
Created by Sherry G. Serickland.

Plate 7 Kodak Film. A computer
graphic char frankly acknowledges
its remedjacion of photography.

© Todd Siechen, RealEyz Imaging.
Used with permission.



Place 8 Robert Lowell, Vanishing
Point. A work of digital art that
vacillates between transparent
immediacy and hypermediacy.
©Robert Lowell. Used by
permission.

Plate 9 Uri Dotan, Hummingbird,
Digical art that recalls the
European modecnist tradition.
hetp://www.wmgallery.com/dc1095.
heml Janvary 28, 1998. © 1993,
Uri Dotan, represented by The
Williams Gallery, Princeton, New
Jersey. Used by permission.




Plate 10 Lisa Johnston, Sattelight.
A digical remediation of photo-
montage. ©Lisa Johnston. Used
by permission.

Plate 11 Chris Nordling, Netwash
6.9, A hypermediated collage of
images and texcs raken from che
Internet. © Chris Nordling. Used
by permission.



Plate 16 The Creating Killer Web
Sites splash (opening) screen. This
page and the whole web site refash-
ion traditional, printed graphic
design for the World Wide Web.
http://fwww.killersites.com January
28, 1998. © 1998 David Siegel.
Used by permission.

Plate 17 A telepresence applica-
uon: A micro-surgical robot.
Presence, Cover 2, 4 (Fall, 1993):
MIT Press. Image by Tilemachos
D. Doukoglou and Serge R.
Lafontaine. Used by permission.

CREATING KILLER WEB SITES

Seeond

David Siegel




REALISTIC FAILURES
In many cases the same elements appear imperfect (not convincingly
photographic) in both the computer graphics and the paintings. Often
che colors are too bright, the illumination too crisp, and any sense of
atmosphere absent. The computer photorealists would say chat cheir
models of shading and illumination are scill not adequate. Although
the paiaters can do somewhat betrer, their shadings too are sometimes
unconvincing. The frequent result is textures chat seem fabricated, such
as the plastic-looking kecchup bottle and shakers in the Goings picture,
or the false texture of the skin in almost every case where human beings
appear. In computer graphics, t00, shiny, artificial sucfaces dominate.
The plastic and chrome are often flawless, whereas skin, cloth, and un-
polished wood are not, as if to confirm the traditionalisc’s bias that the
compurer cannot render any hugpan or natural textures. The digital ani-
matots of the film Toy Story were wise to make toys the main characters,
for these were mostly plastic and appeared to be almost photorealistic,
while the few human characrers in the film would have looked like toys
in any case. © p. 147

Successful algorithms for shading and illomination (using tech-
niques of ray tracing and radiosity) are morce difficulc than the algo-
rithms for perspective projection. The problem of perspective has
effectively been solved for computer graphics. The debate among art
hiscorians and psychologists (Kubovy 1986, Elkins 1994, Hagen 1996)
about the validity of various kinds of perspective has relatively little
influence on the graphics community. The problem of perspective is
also solved for the manual photorealists, because they can rely on che
perspective lines generated by the photographs from which chey are
working. We might even argue for a parallel between the compucer
graphics community today and the earlier artistic community of im-
pressionists and postimpressioniscs. The nineceenth-cencury artists had
conceded linear perspective to photography and were rather concerned
about color and light, which the cameras of their day could noc caprure
convincingly. As the received history of impressionism would have it,
“photography could produce black and whice prints, but artists could
do better and seize the immediacy and actuality of life and vision
through the use of brilliant and vatied colours and shimmering light
effect” (Sérullaz 1978, 12). Although computer graphics artists have
not conceded perspective, they too must now deal with light and che

visual textures it produces.
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Figure 6.8 Mahogany Hall, circa
1916. Phocogeaph by Ernest
Bellocqg.
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On the other hand, the failure to achieve photorealistic light
and color can itself become patt of the meaning of the image, which
then passes from immediacy to hypermediacy. If we look again at the
Mahogany Hall graphic (fig. 6.4), we can see that it is the shading and
textures, not the perspective, that fail. The failure is the beginning of a
fascinating chain of remediations, for we have photographs with which
to compare the graphic, inclading the historical parlor of Mahogany
Hall icself (Aig. 6.8). The Mahogany Hall graphic bears only a generic
resemblance ¢o this phorograph. The graphic seems to incorporate a
waiting room from another New Ocleans brothel (fig. 6.9). The graphic
is therefore a conscious refashioning of these early documentary photo-
graphs. At one level, the compucer graphic promises greater access to
the real, because it can present the room in full color instead of the
high-contrast black and whice of the photographs. However, precisely
because of our cultural faith in photography—we still believe chat pho-
tographs taken “in che light” have somehow been touched by the ob-
jects depicted © p. 106—chis colored image does not seem as real to
us as a grainy photograph.

The computer graphic then comes to look more like a painting
than like a2 photograph, and we are led ro read it in the tradition of




Figure 6.92 Derail of Mahogany
Hall compucer graphic (figure 6.4).

Figure 6.9b Photographic detail
from che Arlingcon, a brothel in the
Storyville district of New Orleans.
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realistic Western painting. We begin to notice, for example, the reme-
diation of Dutch ast in the mirror-like shield in che waiting room (fig.
6.4) and in che pictures texcure-mapped on the wall above the piano,
Such a remediation could not have been accomplished if che image had
succeeded in becoming for us a conventional phocograph. Precisely be-
cause it fails, the image heighrens our desire for immediacy rather than
satisfying it, and the fact that it is a picture of a whorehouse encourages
us to regard it as an allegory of desire. What is conspicuously lacking
are people (notoriously hard for both manual and digiral photoreal-
ists)—the prostitutes and cheir patrons. The occupants of the room
have gone (up the stairs co che left?), and only che furniture and decora-
tions remain, particularly the shining shield and the pictures, which
establish this hypermediated image as a representation in structure as
in content of che desire for immediacy.

It turns out, however, that the prostitutes have not been erased
from che image’s genealogy. The photograph of Mahogany Hall (fig.
6.8) was taken by Ernest Bellocq, who also photographed the prosri-
tutes (Rose 1974, 59-60). Bellocq's intimate photoportraits of the
prostitutes of the Storyville districe of New Orleans perfectly caprured
the desire for immediacy. And these photographs were remediaced in
the 1970s in Louis Malle’s film Pretty Baby, in which the immediacy of
Bellocq’s act—we see the prosticutes sitting for him—Dbecomes the
film’s central metaphor. Presry Baby therefore stands in relacion to Bel-
locq’s portraits as the recent film Fairy Tale stands in relation to the
Cottingly photographs. ® p. 106 The photographs begin as appacently
simple expressions of the desirte for immediacy, but as they are taken up
in a chain of remediations, they become examples of our fascination
with media. Thus, on the one hand, the original Bellocq photographs
would seem to enact the male gaze and its desire for immediacy © p. 78;
on the other hand, the chain of remediations complicates our response
to both Bellocq and his photographs. We ate inclined to look not only
through the photographs, but also at chem and at the formal and cul-
tural circumstances of their creation. The hypermediacy of the film and
compurter graphics has its effect on the immediacy of the Bellocq
originals.

The movement from immediacy to hypermediacy is a charac-
teristic of boch manual and digital photorealism (and of digital photog-
raphy as well). The photorealistic painters would not deny the
heighcened awareness of two media (painting and photography) that
pervades their paintings, while computer graphics researchers and arc-




Figure 6.10 Kodak Film © Todd
Siechen, RealEyz Imaging. Used
with permission.

ists are less articulate about, or perhaps not even conscious of, the

double logic of remediation. We need to distinguish, however, between
computer graphics researchers and compucer graphics artiscs. The re-
searchers create new techniques, which eventually become embodied in
commercial software, while the artists or illustrators are skilled users of
that software. The attiscs, whose work is everywhete now in films, on
CD-ROMs, and on the Web, may have a variety of goals, but some ac
least seem to be more concerned with carrying through the project of

photorealism than are the researchers. The researchers want to create
“models” chat can be viewed from any perspective; the artists wanct to
create single images. Computer arcists can sometimes work in a similar

spirit to che manual photorealists, although as long as they lack a

knowledge of the modernist tradition, they cannot remediate twenti-
eth-cencury painting in the same way.

Meanwhile, popular computer graphics is full of unintended
ironies in its remediation of photography. A computer graphic of a
Kodak film box and canister (fg. 6.10, plate 7) is almost perfectly
photorealistic. It is successful because it recalls a special genre of pho-
tography, common in advertising, in which the surreal colors and tex-
tures and the absence of extraneous detail serve to focus our attention
i on a featured commodity. This genre of photography does not corre-
spond to anyching we see in daily life (except on billboards and in mag-
azines), and precisely for thac reason the computer image seems so
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convincingly to belong to that genre. As with the Mahogany room, this
image s easy to allegorize. The content of the image is photographic
film, while the technique remediates photography. We notice chat the
caniscer is empty, and the roll of film appears already to have been shot.
The playful suggestion is that photographic film is no longer needed

because computer graphics can now imitate and perfect photography.

This image reveals again the double logic of remediation: by represent-
ing the desire for immediacy in the shape of a film canister and toll, the
image insists on the reality of media as objects in the world.




Digital Art

J




Chapter 6 took up the work of computer graphic photorealists, who
think of themselves not as artists bur as engineers or scientists creating
a new technology. Thar is precisely the distinccion between the manual
photorealists and the computer photorealists: the manual photorealists
offer their work as art, not engineering. @ p. 119 In this chaprer, we
examine the digiral products—by computer graphics designers, profes-
sional artists, and amateurs—that do present themselves as arc. By dig-
ical art we mean static graphic images made with pixels rather than oils
or watercolors. Such images ace created wich che aid of two- and chree-
dimensional graphics programs, and they may remediare all sorts of
traditional visual arr, from oil-based painting to pen-and-ink illustra-
tions, photographs, and collage and photomoncage. The result may be
destined for print or for display in a mulcimedia application or on a
web sice. Digital art is eclectic, as the figures in this chapter indicate.
It may be highly realiscic or hypermediated: it may be an image chat
was generated entirely in che digital domain, or it may contain ele-
ments from other media rhac have been scanned in and modified.
Vianishing Point presents a realistic, although not quite photo-
realistic, table and chairs in perspective and with the sculpted look and
shiny plastic texcures we associate with three-dimensional graphics
programs {fig. 7.1, plate 8). Furthermore, che cable and chairs are cop-
ied repeatedly and fade into a surreal background, so thar che whole
umage seems to be an exercise in computer graphic shading and illumi-
nation. It is as if the artisc tried to achieve transparency in the fore-
ground of the picture and then abandoned the attempt in a fourish of
hypermediacy in the background. Indeed, we can almost read this
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Figure 7.1 Robert Lowell, Van-
ishing Point. © Roberc Lowell, Used
by petmission.

image as an allegory of the way in which the desire for immediacy pas-

ses jnto the fascination with media.

The next theee images age all modernist in their remediating
influences, for che moderaist tradition is still what our culture most
easily identifies as high visual arc. Hummingbird does not remediate any
specific painting, bur it does recall various European modernist painters
and cechniques (fig. 7.2. plate 9). The clean, mechanical form of the
hummiogbird reminds us of Marcel Duchamp’s The Bride and other
highly mediated cubist or futurist painting from the early part of this
century. Sattelight seems to be a digital photomontage, in which a pho-
tograph of a satellite has been scanned in, altered, and assembled with
other putely digital elemencs (fig. 7.3, plate 10). Digical art can thus be
openly hypermediated, as it also is in Netwash6.9, which its composer
characrerizes as “a collage of images and text grabbed from the Infobahn
during the week ending June 9th [1996]” (fig. 7.4, place 11). Nes-
wash6.9 is self-referencial: it cakes as its content che medium (the In-
ternet) on which the image itself appeats.

There are affiliations of technique among all chese images. They
ate, of course, composed of discrete pixels, and most of them were cre-
ated using standard three-dimensional modeling and rendering pro-
grams. Each image is doing its own work of remediation, and it is above
all the pracrice of remediation that unites the diverse forms that go
under the name of digical art.




FANTASY AND ALLEGORY

Digital att often refashions popular i)lusrration—above all, science fic-
tion and fantasy illustration from comic books and pulp-ficcion book
covers. These digital images are often photorealistic in the sense thart
they make use of rendecing programs to obey the principles of perspec-
tive and shading. Buc che content is fancastic: desolate moons with
strangely coloted skies through which planets rise and set or giant
(plastic) insects thac cruise che weitd canyons. We see an example in fig.
7.5 (plate 12). Although the scene is in perspective, we could not mis-
take this piccure for a phocograph, nor is cthat the goal. Such impossible
scenes are both an homage and a challenge to the tradicion of fantasy
illuscration in princ. In computer graphics as in prine, fancasy illuscra-

Figure 7.2 Uri Dotan, Humming-
bird, hetp://www.wmgallery.com/
dt1095.html January 28, 1998. ©
1993, Uri Dotan. Represented by
The Williams Gallery, Pcincecon,
New Jersey. Used by permission.
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Figure 7.3 Lisa Johnscon, Sattelight.

© Lisa Johnston. Used by
permission.

tion expresses a strong desire for immediacy. the desite that one’s wak-

ing or dreaming imagination should come true. In this case, it is the
dream of space enthusiasts to visit other worlds containing futuristic
culeures.

There is noching in this fancastic image to suggest that it is
meant to be read ironically. Popular digical arc is often serious and
sometimes cacries an obvious message. Naive allegory is common, as
we see, for example, in the computer game Myst with ics allegory of che
end of the book. ® p. 94 The image in fig. 7.6 (plate 13), found on the
Internec, could almost serve as a froncispiece for this book. This image
is an allegory of remediation, in which the three jars represent the me-
dia of film, video, and audio, now united by the remediating spark of
compurer digitization. There is a further remediating element, the allu-
sions to the filmed version of Frankenstein: the brains in jars, lightning
spatk, and che castle-like wall behind. The new Promecheus chat comes
forth here is realiscic digital visual technology. The whole pictuce is in
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7.5 Tobias Richter, Atlantis,
My Love. © Tobias Richcer. Used by

pecmission.
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Figure 7.4 Chris Nordling, Ner-
wash6.9. © Chris Nordling. Used

by permission.
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Figure 7.6 Chris Thomas, The
Many Brains of Media. © 1993
Inverse Media, LLC. Used by
peomission.

linear perspective and displays its photorealism in che refracted light of
the jars.

Perhaps the reason popular digital act favors such blacant alle-
gory is that allegory permits digital designers to pursue visual immedi-
acy (through three-dimensional effects) and co deliver a message at the
same time. If digiral art is about repeticion, cucting and pasting, and
establishing visual analogies among objects, allegory establishes lines
of analogy between the visual objects and che elements of a verbal mes-
sage. This technique means thar the image, as in the Frankenstein ex-
ample, does not have to abandon che logic of immediacy in order to tell
its highly mediated story. Furthermore, the allegory itself guarantees




the viewer a clear and seemingly authentic message and validates the
viewing experience.

DIGITAL ART AND THE AUTOMATIC

Once it has been digitized, any image can undergo a whole repercoire
of transformations, which for our culcure are regarded as distorcions:
rotation, shearing, morphing, and filtering. These operations, which
make the viewer aware of the computer as a medium, will turn trans-
patent images into hypermediated ones. Such algorithmic transforma-
tions raise the question of agency in digital art: whether the digital
artist is to be regarded as the agent of the image in the same way as a
traditional paincer or whether her role is more like chat of a photogra-
pher. The question of photographic agency has always been complex,
because light or nacure seems to be responsible for imprinting the im-
age on the film. The work of Pedro Meyer and other digital photogra-
phers calls into question the status of the photograph, but they could
not raise the question if our culcure did not continue to assume that the
analog photograph had a special capacity for che immediate reproduc-
tion of reality. @ p. 106 Once the photographer presses the button, the
camera seems to work automatically. It is this automaticity that pro-
duces the contingent or accidental element in the photograph, which
is then taken as its trademark of the real. Like ¢raditional painting,
however, digital art does not seem to generate the contingent in the
same way.

On the ocher hand, more like the digital photographer and less
like the painter, the digital artist works at several technological re-
moves from the image. The digical attisc draws or paints with a set of
programmed tools: the application itself, che various toolboxes from
which the application is composed, and che computer’s operating sys-
tem. All of these layers of programming operate more or less automati-
cally under the digital artisc’s control. The analogy for painting would
be the chemistry of the paints themselves and the making of the canvas
or other surface; however, our culture does not usually consider the way
in which paint sets up on canvas to be automatic. In some ways, how-
ever, the programmed character of digical media is different from the
auromatic characcer of photography. Digital automaticity offers the art-
ist more opportunity and mote time to intesvene as the image is being
created. The analog photographer establishes all the conditions, and
then che mechanism takes over for the short but crucial moment of
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exposure. The digical artist intervenes again and again, defining digical
objects in the image, mixing and adding colors in layers, subjecting
parts of the image to a dozen different algorithmic filcers, and so on,
Although some of these actions may require noching more than choos-
ing a menu item, others need considerable manual dexterity. All of
them at sorne point will release the computer to perform a programmed
action. In terms of che relationship of the creator to the image, digiral
art seems to be painting placed on rop of photography. In its attempt
¢o achieve immediacy, digital art therefore shares something wich both
photography and painting.

ART: HiGH AND Low, O1LD AND New

Digital art repositions the arcist with respect to her materfals and at the
same time provides her with an opportunity to tedefine her cultural
status. In the case of fantasy illustrations and compucer games, it some-
times seems odd even to call her an arcist. The quescion of her name
and culcural position is pact of the remediation that digiral media are
working in the visual arts. The artist Richard Wrighc (1995) notes that

it is now possible to buy a modest software package that applies filters to digital
images to give them the appearvance of having been created by an artist’s hand,
One called Gallery Eftects by Aldus includes sixteen “master effects” to turn
scanned phorographs into “Charcoal, Watercolor, Fresco, Film Grain” and
many others. The software is advertised as “Everything you weed to transform
images into art.” High art has been brought into the domain of computer media,
but now it is merely a style, (92-93)

The digital techniques that Wright is describing can (literally) illus-
trate a Jatger cultural development: that we are coming co regard what
was once high art as a series of stylistic choices.

There is no longer a rigid culcural hierarchy by which, say, 2
portrait in oils is always superior to an ink-drawn illustration for a
comic book {or “graphic novel,” as comic books ate now sometimes
called). Digital graphic artists may choose to adopt and refashion styles
that in the past were characterized as high art, but they would have
difficuley claiming chat this choice necessarily raises their work above
popular illustration. Inscead of elevating her, the decision to work in
the tradition of high art simply puts the artist inco a celacively small
“special interest group.” As Wright suggests, it is technically easy for a

digital) arcist to mix styles or move from one scylistic register to another.
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At one level, the medium is uniform: the only ching the artist can do
is to specify color values at the vatious pixels of the bitmap. (In compat-
1son, paint on canvas is far more complex, for paints can differ in texcure
as well as color and can be applied with a variety of techniques.) Beyond
the great limicing necessity that a digital image musc be composed of
discrete color values, the blank bitmap can accommodate many styles
equally well. The ease with which the bits can be manipulated by two-
and chree-dimensional graphics programs reinforces the notion that
styles are individual choices and not cultural or aesthetic imperatives.
Populat styles coming from fantasy or science fiction illustration are
then as legitimate as a classical perspective style or as modernist collage.
As we see in fig. 7.7 (plate 14), filters encourage usecs to adopt a strat-

Figure 7.7 (a) A scill life photo-
graph. (b)) The “fresco” hleer. (0) The
“cucout” filter. (/) The “graphic
pen” filter. © 1998 Lori Levy and
Jay David Bolter.
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egy of remediation through parody, whete parody becomes as easy as a
couple of menu commands. It becomes equally legitimate to atrempt
to purify the graphic space by pursuing one style exclusively or to com-
bine various styles that were previously quite separate. In digital are,
the logics of transparency and hypetmediacy are often placed side by
side.

Furthermore, whether transparent or hypermediated, digital
styles are no longer regarded as “inner necessities,” as they were re-
garded by nineteenth- and even twentiech-century art critics. However,
to say that all styles and all combinations are now equally valid is not
to say that chey are all popular and successful. Obviously styles derived
from fantasy illuscration, naive realism, pop art, and art deco are going
to be far mare popular chan those that come from modernist collage or
abstrace expressionism. On the other hand, it is not quite true to say
chat our culture has abandoned the distinction between high and low
art. Popular culcure often wants to deny tradicional high art a claim to
superior status, but still to appropriate its cachet and vocabulary, as it
does, for example, with the tecms digital art or computer art. The web
sites that characterize themselves as art are often in a popular vein or

«

are simply sites for graphic design. By calling themselves “art” and
their creators “artists,” these sites are asserting that their styles are legit-
imace. They are doing what remediators always do: botrowing names
and forms from eatlier media while claiming to be as good as or better
than che media from which chey are botrowing.

At che same time, a scruggle is going on over the social scatus
and appropriate background for the makers of the new digieal arc. Tra-
ditional artists trained in classical, manual techniques have to esrablish

their credentials in the new medium. Wright (1995) notes thac

once technological culture had become unavoidable through its prevalence in popu-
lar forms like videographics, computer games, and music, it was as though the
time had come for digital media to now be saved from its vulgar ovigins and a
process of aesthetic upliftment to begin. . . . By the beginning of the nineties there
were numesous calls for artists 1o become more and more involved in new media,
computer technology, and electronic imaging, to use their “unique powers of cve-
arivity and imagination” to show what computers conld do when pur ro *non-
destructive ends.” (94—95)

Yet Wrighe is ralking about calls from wichin the artistic community
itself, specifically by that group of artists and critics who are trying to
find their way into the new medium. A search of the web site Yahoo!




shows how many “naive” graphic designers are portraying themselves
as digital arcists. The challenge to traditional visual artists does not
come only from these new media designers. Wright goes on to com-

plain thac

in 1992 [Ars Elecivonica, the major Euvopean fesiival for digital art) deliber-
ately set out to vestrict prizewinners to those working in computer-specific artistic
genres (effectively defining computer art as algorithmic art), with the result that
nearly all thar year’s prizewinners weve people who wrote their own sofrware. A
peciliar vesult of this policy was that most winmers were from computer science
and engineering backgrounds, since they weve the main group possessing the right
sechnical abilities. . . . The likely prospect is that future “computer artists” will
exclude not only those from marginal social groups, but also most artists as

well, (96)

As the field of digiral art is busy remediating a variety of mod-
ern forms, the struggle is ultimately over who should have the right to
do this work of remediacion.

ELECTRONIC ART

If we define digital art as the use of computer graphics to create static
images, we need a broader term for the work shown at festivals such as
Ars Electronica. Electronic art can employ tradjtional video and audio,
as well as che computer, co create artistic installations and exhibits. If
digital arc is practiced by graphic artises whose work is often commer-
cial or popular, electronic art is practiced by the heirs of traditional high
art. The Ars Electronica fescival has been held since 1979, before artists
had easy access to sophisticated computer graphics, indeed before pet-
sonal computers were readily available at all. In those early days, elec-
tronic art smeant video installations and performances of electronic
music, which belong co the late modernist cradition. Electronic artists
today produce pieces that viewers may walk through, wear, ot activate
with cheir bodies. They combine digital graphics and vircual realicy
with avant-garde (rock) music and video. In these respects, electronic
art s a fairly obvious extension, or pethaps in some cases a respectful
remediation, of nonelectronic pecformance and installacion art dating
from che 1960s (or indeed of dada from early in the century). Nor ate
electronic artists at all wortied about maintaining the purity of the dig-
ital medium, as they combine digital and analog forms and medja, con-
ceptual and physical spaces for the viewer to explore.
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The Ars Electronica exhibits are presented in conjunction with
a symposium, with its own fururistic modernist or postmodernist
theme. In 1996, for example, the symposium celebrated Richacd Daw-
kins and his concept of memes (http://web.aec.at/fest/fesc96/fesc96.
heml September 5, 1997). The exhibits included Telegarden by Ken
Goldbetg, in which users can tend a physical garden remorely through
a web site robot; Brain Opera by Ted Machover, in which the audience
patcicipates in the final composition of the music; and Michael Redolfi’s
Liguid Cities, in which users actually swim in a pool and their move-
ments affect the sound installations that chey hear under che water. All
such pieces ate hypermediated and depend ultimately on a modern-
ist aeschetic, in the sense chat they offer the viewer/user a self-
authenticaring, interaccive experience. Electronic installation art thus
has a very different agenda from the digital art of popular illustration.
The pieces in Ars Electronica, although not high brow in che traditional
sense, are certainly esoceric and appeal mainly to other artists and crit-
ics. The pieces have affinities to web sites, computer games, and virtual
and augmented reality systems buile by computer scientisrs. For ex-
ample, in Jeffrey Shaw's The Legible Ciry, which appeared at the festival
in 1989,

the visitor can make nse of a bicycle, vo travel interactively in thyee-dimensional
space consisting of videoprofections. | The space is a city whose outline corvesponds
to New York, Paris, Amsterdam, and others.} These cities are visualized as
words and phrases with the belp of a real-time thyee-dimensional compuser
grapbics system. . . . The avchitecture of the civy consists not of buildings. but of
sequentces of levters, words and sentences. . . . In this way the city of words be-
comes . . . a sort of three-dimensional book, which can be vead in any divection
and in which each visitor can put together bis vwn stories, as he cycles along paths
of his own choosing. . . . The face of the city is produced through a veal-time 3D
computer graphic simulation, whose images ave projected on a three-by-four meter
screen. in front of the rider. The bicycle is anchored, but the rider determines the
divection and speed of his jowrney by pedalling more quickly or slowly and by
controliing the handlebars. (hitp.://web. aec. atlfest!fest89/shaw. hrml September
5,1997)

Shaw's piece obvicusly remediactes television as well as the book:
it makes television interactive, while making reading into a three-
dimensional experience. Like the computer game Mysz © p. 96, The
Legible City is also an allegory of the book. In The Legible City, as in



Myst, the user begins by enrering iato a book, butr Shaw’s piece does
not conceal the wricing, as Myss does. Instead, it curns the city into a
text to be read. The Legible City is chetefore optrimistic about the future
of reading, while Mysz is pessimistic. The more popular digital art,
however, tends to agree with Mysz that images should replace words,
rather than the reverse.

Shaw’s The Legible City exemplifies cucrent crends in electronic
art. It suggescs that virrual realicy technology and ics ficst-petson pet-
spective can consticute an aesthetic experience: that electronic ast is art,
in what remains of the elite sense, Like the work of Scelarc and other
installacion and petformance attists, The Legible City seeks to redefine
the relationship between the body and the space of high technology.
® p. 236 Shaw’s work also refashions inscallation arc icself through the
medium of interactive compucer graphics. And, like all other eleccronic
art, and for that matter digital graphic art as well, it insists that a
highly technical and technological piece can fulfill our desite for
immediacy.
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Film




Arguably che most important popular artform of the twencieth century,
film is especially challenged by new media. [t is responding as has pho-
cography © p. 104: by trying to absorb computer graphics inco its tra-
ditional structure. Furchermore, just as computer games seek to borrow
the cachet of cinema by styling chemselves as interactive film ® p. 94,
so Hollywood cinema 1s trying to co-opt our culture’s fascination wich
new media by using digital graphics to refashion tradicional, linear
films.

ANIMATION

Animated films remediate computer graphics by suggesting that che
traditional film can survive and prosper through the incorporation of
digital visual technology. Full-length animated films, especially the
Disney films of the past decade, are petfect examples of “recrograde”
remediation, in which a newer medium is imitated and even absorbed
by an older one. In addition to visual media, of course, animated films
refashion stoties, myths, and legends—from Greek mythology, to che
story of Pocahontas, to Anascasia, to literary “classics”—often with
great violence co the printed or oral versions. In fact, animated film
cannibalizes and refashions everyching it touches wich a ferocity that is
itself mediated and excused precisely because che geace is not “serious”
and is supposed to speak to children.

For decades, animated films have been refashioning live-action
Hollywood film, and chey have concinued to do so in the more recent
Disney films. In Beanty and the Beast (1991), for example, computer
graphics imitate tracking shots or ocher film conventions that wece dif-
ficult or impossible to animate with purely manual techniques. The
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carroon characters could still not be mistaken for live actors, and yer
there ate scenes in which the mise-en-scéne and camera worl have very
much the look of live-action film. Beanty and the Beast is eclectic: it
remediates not only live film, but also the Broadway musical of the
1950s and 1960s. Musically, stylistically, and even chematically, Beausy
and the Beast is most closely modeled on the 1960 musical Camelot. The
film resurrects the musical and at cthe same time through computer
graphics works to redefine the relationship between live-action film and
computer animacion. The point is to make Beausy and the Beast immedi-
ate and auchentic by appealing to familiar and established genres that
we expetience as immediace.

In compatison with the transparency of Besuty and the Beast,
Aladdin (1992) is hyperkinetic and hypermediated. This animaced film
also refers to che same genres and media; however, Aladdin makes no
actempt to blend all these media seamlessly and instead offers abrupt
shifts thac throw the various media into relief. Actor Robin Williams's
Genie is che formal cause of chese shifts, as he changes himself repeat-
edly and pulls the whole movie both visually and stylistically with him.
Aladdin is fascinated with media, and in the character of the Genije, it
1s fascinated with its own ability to jump from genre to genre. There is
an element of narcissism about the Genie, and therefore the movie—a
fascination with ics own changing reflection. (Perhaps narcissism is a
general feature of works of blatant hypermediacy; the awareness of the
various media leads co self-awareness and to a sense of satisfaction in
the power of mediation.) The work as a whole is self-absotbed, con-
cerned with displaying and exploring its own possibilities. On the
other hand, transparent works do not dwell on the possibilities or the
limits of their own powers of represencation.

In one sense Toy Story (1995) returns to the strategy of Beauty
and the Beast with its seamless presentation. There are no abrupt shifts
in graphic style here; che whole piece has che smoothness of a properly
functioning computer algorithm. Again the principal rarget of remedi-
ation is the live-action film and che traditional animated film. Toy Story
is also, famously, the firse full-length animation generaced totally by
compurer graphic animation. Here the claim of remediation works in
boch directions. Computer graphics can now not only supplement
manual methods—that claim was already made wich the repeated im-
provements in Beauty and the Beast and Aladdin—Dbut eliminace the tra-
ditional human technique entirely.

Toy Srory also suggests a second, retrograde remediation, for if

computer graphics can remediate conventional film, rhen film can re-




mediate computer graphics by incorporation. (The film mischievously
alludes to virtual realicy with a sign in the fronc lawn of one of the
houses indicating that it is for sale chrough “Vircual Realcy”) Toy Story
is, after all, a linear film intended to be viewed in the tradicional way.
I¢ borrows the graphic power of digital media but removes the promise
(or chreat) of interactivity. Toy Story shows that the “new” digital film
can maintain a conventional relacionship with its audience—thart linear
media such as film and television can exploit the computet’s power to
create visually convincing worlds wichout the troubling notion that the
user must be in control of these new worlds. This remediation of com-
puter graphics by film has its economic and practical dimensions, since
Disney and other major scudios want to maintain the struccure of their
industry and retain their paying customers, Furthermore, alchough film
animators will have to learn new skills, they, the script writers, direc-
tors, and actors (voices) can continue in something like their cradi-
tional roles.

These cthree Disney films (and numerous others) show how
computer graphics is both disrupting and extending the cradition of
Hollywood animation. Prior to digital graphics, cartoon studios had
developed successful and identifiable styles that referred to but did not
challenge live-action film. These styles could not achieve transparency
in the sense of the Albertian window, because there was no hope of
drawing by hand in perfect perspective twenty-four frames for each sec-
ond of an eighty- or ninety-minute film. However, Disney did often
aim for immediacy by evoking what the culture regarded as authentic
emotional responses to the narrative, in such early, “heartwarming”
classics as Pinocchio (1940), Dumbo (1941), and Bambi (1942). Other
films, and cerrainly most of the short cartoons by the various studios,
frankly adopted che scrategy of hypermediacy, of making che audience
aware of the artificiality of cel animation. The contrast becween the ani-
mated scyles and the traditional live-action film becomes most obvious
in hybrids, such as Space Jam (1996) and the more sophisticated Who
Framed Roger Rabbir (1988), in which cartoon characters with their tra-
ditional abilities to violate the laws of physics and perspective occupy
the frame with live actors. The immediacy of the craditional Hollywood
style is then violently juxtaposed to cthe hypermediacy of the cartoon.

In chese hybrid films, tradicional live action and animation
meet. In Toy Story, something more radical happens when photorealistic
compurer graphics challenges live action on its own ground. Computer
graphics now makes it possible to introduce into animation a consistent
Hollywood-style camera technique, 2 moveable and shifting perspec-
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tive. The latesc animared films have found new ways to pursue both the
desire for transparent immediacy and the fascination wich media, In
being able finally to compete wich the “realism” of the Hollywood style,
the animated film has also become increasingly aware of and confideng

of its own sratus as mediation.

TRANSPARENCY AND THE HOLLYWOOD STYLE
The Hitchcock ilm Vertigo (1958) predates the computer revolution in
film by two decades—if we take the beginning of the revolution to be
Star Wars (1977)—and yet it offers a perfect example of the techniques
of representation that computer graphics animators and designers are
now boch imitating and changing. Most of Versigo is shot in the Holly-
wood style, in which the point of view moves back and forth according
to the narrative thythm of the scene. There are a number of subjective
shots when the detective, Scottie, is trailing Madeleine, whose strange
behavior he has been asked to investigate. Here the subjective camera
represencs the detective as voyeur: we see what Scottie sees as both he
and we try co make sense of Madeleine’s actions. Inevitably Scoctie can-
not remain a voyeur, an outside observer; he must be drawn into the
action as he intervenes to save her from drowning. (There is a clear
parallel to Strange Days, in which the subjective camera in Strange Days
also draws the character and us into political and personal disaster.)
Most of the film therefore operates under the transparenc immediacy of
the Hollywood style. Whether che style is somehow natural or whether
we are culturally determined to read it as natural is not the quescion. In
either case, the style is transparent for Western viewers. Furchermore, as
Laura Mulvey (1989) has argued, the shifting point of view encourages
us (or at least male spectators) to be drawn into the Ailm and o identify
wich che main character, in this case the detective himself, in his scopo-
philic relationship to the woman (cf. Modleski 1998, 87-100). © p. 78
There are a few scenes in the film that are not transparent, how-
ever. When at key moments Scoctie has atcacks of vertigo, Hirchcock
uses a peculiar camera technique to tepresenc the sensation. We see a
subjective camera shot of Scottie looking down. and then the camera is
quickly cracked out while the lens zooms in (fig. 8.1). Because this ef-
fect is dislocating and “unnacural,” we may be drawn in, but we are
discanced at the same time—which is the significance of chis ambiva-
lent crack-out/zoom-in. We suddealy become aware of the film as me-
dium in precisely the way chat che Hollywood style tries to prevent.
These are moments in which hypermediacy interrupts the aesthecic of




Figure 8.1 (s0p) Scottie looks down.
(bottom) Scotrie’s atcack of vertigo. ©
1998 by Universal City Studios,

Inc. Courtesy of Universal Studios
Publishing Rights, a division of Uni-
versal Studios Licensing, Inc. Al
cights reserved.
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transparency. Scottie’s problem throughout the film is in fact a problem
of vision, and at the end, when he simulcaneously conquers his vertigo
and uaravels the plot againsc him, his insight is rewarded by che face
thar he can now look down a stairwell in a subjective camera shot wich-
out this dislocating special effect. The Hollywood style has apparently
triumphed. (Yet the triumph is only apparent, for Scottie’s desite for
immediacy wich Madeleine must ultimately be thwarted, because Mad-
eleine does not and never did exist.)

Even before its final cciumph, the Hollywood style is rejected
in an extended sequence in the middle of the film. Scottie has a troubled
dream—so troubled that he will wake into a year-long nervous break-
down. In the dream he sees a bouquet of flowers, and live action passes
into animation, as the flowers become cartoon flowers and their petals
separate. Scill in the dream, Scoctie suddenly sees Carlocta, a figure from
a painting in his waking life, standing next to him in live action. For
Scotrie and for us as viewers, levels of representation are merging. We,
and the dreaming Scottie, are watching remedfation in action, as the
painted depiction of a woman becomes a woman in the “realicy” of che
film icself, What is terrifying here is that these levels of representation
refuse to stay put. If pajnted figutes can become real, perhaps real fig-
ures can become mere painc (or perhaps characcers can become anima-
tions in Toon Town, as in Roger Rabbit, of be trapped in books, as in the
computer game Myss). © p. 95 We also see Scortie’s head flying chrough
a psychedelic space. (fig. 8.2). (This image—together with the graphics
of the opening credits, in which we see animaced spirals that represent,
and perhaps are meant to induce, vertigo—looks somewhat elementary
today, because we are used to sophisticated computer graphic images in
contemporary films.)

In Vertigo, as in other Hollywood films such as Spellbound
(1945), hypermediacy is equared with dreams, mental disorder, or in-
sanity. When characters are in mental balance, the camera is a transpar-
ent lens on the world; when something is wrong (when they are drunk
or physically or mencally ill), the subjective camera offers a distorted
view that makes us aware of the film as medium and often incorporates
ot refers to other media. Even ctoday we can find films thar follow the
same practice {(in which transparency is mental balance, while hyper-
mediacy is mental dysfunction), although wich less assurance and con-
sistency than was possible in the 1950s. If a viewer accustomed to the
tradizional Hollywood of the 1950s were suddenly transported to the
1990s and sec down in front of an MTV broadcast or an equivalent




moment in contemporary film, he mighc very well think chac he is

watching a representation of insanity.

COoMPUTER GRAPHICS IN LIVE-ACTION FiLm

What passed for decades as normal vision in film-—Hollywood's tradi-
tional representacion of immediacy through cransparency—has cer-
tainly not been abandoned. Most films still offer us che carefully
controlled point of view that still constitutes che real for ilm audiences
in North America and, with certain different emphases, in Europe and
elsewhere. As we have seen, designers of animaced films have learned
how to recreate this style with computer graphics instead of a mechani-
cal camera. Live-action film directors and editors are also appropriating
computer graphics. Sometimes graphics are used to enhance the film
without acknowledgment, and somertimes the presence of the graphics
is made visibly prominenc. In a film such as Terminator 2 (1991), the
viewer is meant to see and appreciate the computer graphics that per-
mit the evil robot to change shape. The audience is iavited to interprec
the film as a celebration of graphic technology, and in this respect che
film must walk an interesting line. The graphics must be simultane-

ously remarkable and credible, When che creature emerges from the

Figure 8.2 Scottie’s psychedelic
dream. © 1998 by Universal City
Seudios, Inc. Courtesy of Universal
Studios Publishing Rights, a divi-
sion of Universal Studios Licensing,
TInc. All righes reserved.
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tiled pactern of che floor and reassumes its human form, the audience
cannot believe chat chis is ocher than a graphic tour de force; it cannot
believe it was recorded naturally in che light. The audience is asked to
believe something rather different: chac if chere were such a robot, its
visual meramorphoses would be as the computer represencs cthem. In
Jurassic Park (1993) and The Lost World (1997), the computer graphic
creatures are meant to be photorealistic. These films too celebrate com-
puter graphics, but they do so in the name of a not entirely naive trans-
parency. Because no one has ever seen a living dinosaut, the viewer s
invited to measure the graphics by whac she regards as plausible for
such huge animals, although her sense of plausibility comes largely
from other films and fiction.

Digital compositing in Hollywood film often has as its goal to
smooth over the ruptures in the raw footage by removing stunt wires
and other visible traces of special effects or unwanted artifacts. When
compositing rescores the unbroken surface so that the film can be trans-
parent to the viewer, it is working in the service of immediacy. How-
ever, when all compucer techniques are taken into account, popular film
is becoming progressively more hypermediated. Experismental or avant-
garde film has always been hypermediated, in the sense that it has al-
ways made the user conscious of itself as a medium. Popular film has
employed a variety of special effects, which may or may not have
seemed transparent to the viewer, but such techniques have never been
as varied and as promineat as they are today. In addition to live action
(with all the technical nuances of lenses and cameras), a film may em-
ploy a combination of cel animation, motion captuce, and two- and
three-dimensional compurcer graphics, and some of this multiplicity
will inevitably bleed cthrough to the film’s visible surface.

If the preference in earlier popular film, as 10 photography, was
for a single unified scyle, popular ilm now seems more willing to reveal
its mulciple styles. Hypermediacy is certainly no longer the seylistic
equivalent of insanity. Wich the introduction of digital techniques, the
Hollywood style has expanded its representational paletre from old-
fashioned and still popular transparency to at least a moderate degree
of hypermediacy and self-acknowledgment. In face, films about media
and mediation have become almost, but not quite, mainstream. A good
example is Oliver Stone's Natural Born Killers (1994), which was contro-
versial not so much for its cartoonish violence, but for its violent juxta-
positions and remediations of television along with Hollywood film




styles. Peter Greenaway’s films, Prospero’s Books (1991) and The Pillow
Book (1995), are more esoteric examples, partly because chey remediate
che printed or written word in such a self-conscious fashion.

THE CINEMA OF ATTRACTIONS
In 1895 che Lumiére brothers showed as one of cheir films in che Grand
Café, The Arrival of a Train at the La Ciotar Station. The story is chat
audience members were so taken with che reality of the moving image
of the train that chey panicked and ran from the room. This would seem
o be a perfect example of film as a transparent medium, bue it also
helps us to understand the subtle ways in which the logic of transpar-
ency can sometimes operate. The film theorist Tormn Gunaing (1995)
has questioned the story and has suggested that the audience may have
been awestruck, but was not so naive as to cthink that a train was about
to burst into a basement room of the Grand Café. What astonished
the audience, he thinks, was precisely cthe gap becween what they knew
to be true and what their eyes cold them. They admired the capacicy
of the film to create so auchentic an illusion in the face of what they
knew to be true. Gunning argues that very early film was a “cinema of
attractions” thac played exactly on this discoatinuity. He claims chat
the cinema of attractions predated narrative cinema, which eventually
developed in the United States into the Hollywood nacrative style.
From the quotidian (che Lumiére train) to the grotesque (the electro-
cution of an elephant), chese very early films did not present themselves
as fictional narracives, bur simply offered the audience che marvel of
realistic moving images. This function of early cinema fit in with a late-
nineceenth-century taste for magic theaters and forms of trompe Uoeil.
Gunning’s cinema of atcractions illustrates how the logic of
hypermediacy can assert itself wichin the logic of immediacy. The film
was clearly advertised to be immediate and ctransparent. Bur if, as Gun-
ning argues, the turn-of-the-century audience became conscious of the
gap between what it knew and what it saw, thea we could also say chat
the audience became conscious of its desire for immediacy. For such
viewers, the cinema of attractions was immediate and hypermediaced
at the same time. The members of the audience oscillated between a
sense of immediacy and an awareness of that sense: in other wotds, they
experienced the same duality of looking @# and looking through thar is
a feature of collage, photomontage, and “elite” modern att in general.
Finally, it seems likely that the vatious members of the audience would
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have varied in che degree to which they were conscious of and could
articulate cheir awareness. Perhaps there were some whose panic was
caused by a simple belief in the realicy of the image.

In any case, when narrative film and ultimacely the Hollywood
style superseded the cinema of accractions, it changed the terms in
which che logics of cransparency and hypermediacy would operate. In
one sense, narrative films were less immediace than the cinema of attrac-
tions, because cheir stories were acknowledged to be fictions. The cin-
ema of attractions seemed to depend on showing someching that really
happened, and the marvel was that the camera could capture the event.
In narracive film, what the camera captures are actors playing out the
story, and the audience is not expected to attend to the reality of the
acting (that it took place in the physical world on a particular day),
Instead, the reality effect comes through the narrative icself. It is real
in the same ways in which wricten stories are regarded by our culture
as real: true to life, emotiopally authentic, and so on. Hypermediacy
in turn comes though the use of stylistic techniques that violate the
Hollywood conventions (the 180-degree rule, three-point lighting, and
so on) that are now regarded as “natural” However, even duting the
ascendancy of che classic Hollywood style, che cinema of attractions
never entirely disappeared. Thete were, for example, newsreels that pre-
ceded che main feature and often appealed to che audience’s sense of
wonder that something (an exotic location or a war scene) could have
been captured on film at all. Even che Hollywood narrative film itself
conrained vestiges of the cinema of atcractions. Gunning compares the
cinema of attractions to other “thrilling” popular entercainments at the
beginning of the twentiech century, especially che roller coaster, whose
effect is visceral, making the spectator physically dizzy. Early film
sought to produce something like this dizziness: “This vertiginous ex-
perience of the frailty of our knowledge of the world before the power
of visual illusion produced thar mixture of pleasure and anxiety which
the purveyors of popular art had labelled sensations and thrills and on
which they founded a new aesthecic of atcractions” (Guoning 1995,
122).

In its narrative years, the Hollywood film tied che vertiginous
experience to the ploc and offered it both to the characters and to the
audience, In the silent petiod, films were full of leaps, falls, and crips in
careening cars, airplanes, and trains. The cliff-hanger was not only a
technique for maintaining suspense from episode to episode, burt also 2
reminiscence of the vertigo of early film. In later decades of Hollywood




cinema, the reminiscences were perhaps subtler, but che vertiginous ex-
perience is still alluded co. This is another sense in which the classic
Vertigo exploits the tension berween transparency and hypermediacy.
The sensation of vertigo is Scottie’s awareness of his presence in high
places; it is an intense experience of hypermediacy. It is also a relic of
the cinema of attractions. It is interesting to recall how many Hitch-
cock films from the 1950s have characters dangling from high places
or accually falling: Rear Window (1954), To Catch a Thief (1955), Vertigo
(1958), and North-by-Northwest (1959). In cthe 1950s, too, new projec-
cion cechnologies were being introduced as restagings of the cinema of
attractions. Film theorist Erkki Huhtamo (1995) notes that “the first
Cinerama feature, This is Cinerama (1952), opened with a panoramic
sequence shot from a roller coaster car. Cinerama publicly emphasized
the cinema/amusement patk connection by showing the cinema audi-
ence as if collectively squeezed on the front seat of che roller coaster”
(163). Huhtamo later remarks, “Cinerama in the 1950s and Imax and
Omnimax since the eatly 1970s have actually been atcempts to reestab-
lish the ‘cinema of attractions’ as an alternative mode of cinematic expe-
rience” (169).

Today the “typical” 35-mm or 70-mm Hollywood film is closer
in spirit to the cinema of attractions than it has been in decades. (See
also Manovich 1997, 55-57.) 1n Hollywood blockbusters, the weak
narrative line is often simply the thread thac ties together a series of car
chases, firefights, or encounters with monsters. The set-piece atcacks of
the dinosaurcs in _Jurassic Pavk and The Lost World seek to invoke a sense
of wonder in the contemporary audience similar to what Gunning de-
scribes for the French audience in the Grand Café. The audience for
Steven Spielberg’s films knows thar the dinosaurs are animacronic or
wholly compurter generated, and the wonder is chat these devices look
so lifelike and interacc so realistically with the human figures. This
wonder works against the transparency of the scory icself. When we see
a female character wichin feet of a tyrannosaurus’s moist eyes and flaring
nostrils, we find ourselves thinking of the physical presence of the ac-
tress and wondering how the filmed image can make it seem as if a
living dinosaur is standing next to her. We go to such films in large part
to experience the oscillations between immediacy and hypermediacy
produced by the special effects. Unlike che early cinema of accractions,
the effects in today’s films are, as most of the audience understands,
computer-controlled or computer-generated remediations of traditional
film.
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would have the experience of trompe l'oeil before realizing that it is
crompe 1'oeil. The amazement comes only the moment afcer, when the
viewer understands rhat she has been fooled. This amazement require
hypermediacy, and so the double logic of remediation is complete.



Virtual Reality
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Just as the World Wide Web best exemplifies the logic of hypermediacy
® p. 196, virrual reality is the clearesc (most transparent!) example of
the logic of cransparent immediacy. ® p. 21 Virtual reality is also the
medium that best expresses the contemporary definition of the self as a
roving point of view. ® p. 243 Finally, virtual reality has become a
culeural metaphor for the ideal of perfect mediation, and ocher media
are now being held to the standacd supposedly set by virtual reality. In
the name of transparency and presence, virtual reality applications are
refashioning point-of-view editing, as it has developed in the Holly-
wood film tradition. In the name of hypermediacy, virrual reality games
are refashioning the experience of the arcade. The resulcs can be literally
frightening for one class of users, exhilarating for another.

Trae END OF MEDIATION

As a label for the digital revolution, the iniuals “VR” (vircual reality)
have replaced che older “Al” (artificial intelligence). Just as artificial
intelligence has served as the paradigm of the computer as symbol ma-
nipulator, virtual reality is now the paradigm for the compurer as a
graphics engine—even though the number of practical applications for
virtual reality remains relatively small. The millennial rhetoric of arti-
ficial incelligence began soon after che invention of the digital com-
pucer, when in 1950 Alan Turing predicted that the computer would
achieve a fully human intelligence by the yeas 2000. There are now
numerous applications for artificial intelligence softwate and hardware
and some computer researchers still remain commicted to the para-
digm, burt our culture at large has lost interest. It is intrigued instead
by the equally fat-fetched prediction that we will soon be performing
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our work and enjoying our recreation while wearing head-mounted dis-
plays. If artificial intelligence in the 1950s and 1960s refashioned the
computer from a mere adding machine into a processor of symbols, vir-
tual reality is now refashioning the computer into a processor of
perceptions.

Virtual reality operates most often under the logic of transpar.
ency. For enthusiascs, the perfect interface is one in which the user,
wearing a head-mounted display, feels as if she has fallen through
Albecti’s window and into a world of compucer graphics. For them
the immediacy of virtual reality comes from the illusion of three-
dimensional immersion and from che capacity for interaction. In the
case of a traditional painting, photogtaph, or film, the viewer is located
beyond che frame, looking in. In the case of such nineteenth-century
technologies as the panorama and the stereoscope, the viewer did ger
some sense of immersion. But none of the earlier mainstream or mar-
ginal media were interactive in the way that virtual reality is; none of
them changed the perspective depiccion as the viewer turned his head
(except perhaps the diorama in a different sense). Virtual reality can
thus be seen to remediate all previous point-of-view technologies. This
is not to say char vircual reality renders obsolete these earlier ways of
seeing, but rather that enthusiasts underscand viccual reality as che next
step in the quest for a cransparent medium. Virtual reality cemains
dependent on earlier point-of-view technologies for its culrural
significance.

The dependence of virtual ceality (as cyberspace) on its prede-
cessors is made quite clear by the computer graphics expert Randall
Walser:

Whereas film is used to show a reality to an andience, cyberspace is used to give a
virtual body, and a role, 1o everyone in the audience. Print and radio tell; stage
and film show; cyberspace embudies. . . . A spacemaker seis up a world for an
andience 1o act divectly within, and not just so the audience can imagine they are
experiencing an interesting veality, but 5o they can experience it divectly. . .. The
flmmaker says, “Look, I'l] show you.” The spacemaker says, “Here, I'll help you
discover” (cited by Rbeingold 1991, 286)

Walser explicitly characterizes virtual reality, figured hete as
“cyberspace,” as a medium coming out of and surpassing print, radio,
drama, and film. For him, vircual reality achieves what its predecessors

only promised: it finally disappears and leaves the viewer with the real-




ity thac is supposed to lie behind and beyond represencacion. However,
the actempre to distinguish virtual reality from all ocher media seems
instead to anchor virtual reality more firmly in the history of represen-

tation—Dby iavolving orher media explicitly in its definition. Walser

defines virtual reality as “film only better” Virtual reality could not,
however, do away with film, television, and other media precisely be-
cause there would then be no standards against which to judge ics
remediations.

VIRTUAL REALITY AND THE REMEDIATION OF FILM
It was an inevitable and nevertheless highly original idea o create a
virtual reality that would induce panic in 1cs usets. The accomplish-

meat belongs to Larry Hodges and his colleagues at the Georgia Insti-
cute of Technology, who made virtual models of three high places: a
balcony looking on to a street below (fig. 9.1, plate 15), a rope bridge
stretched precariously between two tall buildings (ig. 9.2), and an ele-
vator located in che interior couctyard of a hotel (fig. 9.3). As wich other
virtual models, the images themselves are not particularly convincing.
What gives this virtual realicy its sense of presence is the responsive
. character of the eavironment. Subjects can look out ot down from the
balcony, they can attempt to cross the bridge, and they can ride up and
down the elevator. When clinical acrophobics are tested in this environ-

Figure 9.1 The balcony from the
experiment in virrual acrophobia.
Courtesy of Professor Larry Hodges,
GVU Center, Georgia Insritute of
Technology.
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bridge from the virtual acrophobia
experiment. Courtesy of Professor
Figure 9.3 The elevator from che

Figure 9.2 The “Indiana Jones”
vircual acrophobia experimenct
tesy of Professor

Insticuce o
GVU Center,
Technology.



ment, they exhibit their familiar symptoms: sweaty palms, weak kaees,
and free-floating anxiery. Virtual reality turns out to be real enough to
frighren them. Furthermore, the experiment shows chat subjects could
use the models as therapy, because chrough graded exposure, they grad-
vally became less anxious (Strickland, Hodges, North, and Weghotst
1997).

This reaction would seem to vindicace the hopes of the cyberen-
thusiasts: that virtual reality can disappear as an interface and give rhe
viewer the same emorcions that she would feel in the teal world. If vir-
tual reality can evoke emotions, how can our culture deny that the expe-
rience of virrual realicy is auchentic? However, what chis experiment
really shows is that like other media, virtual realicy can provide its own,
self-authenticating experience—in chis case, by remediating other
point-of-view technologies and especially film,

The experiment in virtual acrophobia constituted a minidrama
for each subject. Each run for each subject was like a narrative filmo shoc
entirely in the first person: there was only ope character and usually a
happy ending, in which the main character overcame hec fear by con-
fronting jt. This same narrative can be found in Hitchcock'’s Verzigo.
® p. 150 When the main character, Scottie, experiences his fear of
heights, we as viewers see what he sees in that compelling, if brief,
subjective shot that recedes and zooms in ar the same cime (fig. 8.1).
The whole film can be tegarded as a process of self-investigation by
which Scottie (s eventually cured of his fear.

The acrophobia experiment is in cthis sense a remediacion of Ver-
tigo. In the experiment, unlike the movie, the experience is jnteractive;
the subject gets to play Scoctie and decide whether she can make che
climb all che way to the top. Vertigo is also a model for Strange Days,
which alludes to the Hitchcock film in its opening sequence. In that
sequence, the thief who is wearing the wire tries to jump from one
roofcop to anothet, falls shott, and sees his own approaching dearh as he
rushes toward the pavement. In che beginning of Verzigo, Scotule, dan-
gling from 2 high roof, looks down in tesror at the streec below, and as
he looks we are given the first example of the unsettling vertigo shot.
Bur we (and Scortie) look down for only an instant; Strange Days carries
the vertigo shot to its logical conclusion, as we follow the victim all che
way down to his abrupt end. And unlike Vertigo, which was made forcy
years ago, Strange Days is also overtly about vircual realiry.

One way to understand vircual reality, cherefore, is as a remedia-
tion of the subjective style of ilm, an exercise in identification through
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occupying a visual poinc of view. In our media-saturated culture, we
can hardly avoid regarding vircual reality in chis way, and that is per-
haps why Hollywood filmmakers have offered us so many films that
incorporate ot refer to virtual reality, including Brainstorm (1983),
Lawnmower Man, Jobnny Mnemonic, Disclosure, and Strange Days. In their
treatments, Hollywood writers grasped instantly (as did William Gib-
son in his novel Newromancer) that virtual realicy is about the definition
of the self and the relationship of the body to the world. In almost every
one of chese films, VR-like devices give characters the experience of
other characters’ bodies and in doing so confuse or confound their sense
of self and of gender. The theme is nowhere more successfully pursued
than in Strange Days, and especially in a distutbing scene in which a
victim is made co wear a wire while she i1s raped and murdered by
an assailant who is also wired. © p. 78 Because the victim'’s wire is
plugged into the ourput coming from her assailant, she sees and feels
exactly what her assailant sees and feels. It is a scrange and awful mo-
menc of specular reflection, in which che victim sees herself as other
than herself, as in a mirror. In an act of ultimate violation, she is forced
to assume the point of view of her assailant and therefore to become
complicit in her owa rape. She petceives herself noc only as being at-
tacked 4y a male subject but also as the object of her own atcack a5 2
male subject. She confronts her own deacth both immediately and as
mediated by the ultimate technology of the wire.

The acrophobia experiment is an optimistic telling of the myth
of transparency, in which the medium disappears so chat che subject
can confront and overcome her fear. The rape scene in Strange Days is
a pessimistic version of the same myth, in which the victim becomes
transpagent to herself and is obliterated in the process. Both versions
underscand virrual reality as a technology for putting on new selves as

one takes on a new visual perspective.

New TIMES SQUARE

A more playful application of virrual reality technology can be found
in the proliferation of virtual arcades in major international cities like
London and New York. One of the most elaborate is Too Much Is Not
Enough on Broadway and Forty-second Street in the “New Times
Square.” Like all other virtual realicy applications, the goal of such vis-
tual arcade games is to provide the user with an experience of immedi-
acy in which the medium becomes transparent. And like all other such
applications, the desire for immediacy manifescs itself in a form that




refashions earlier media—in this case, che traditional arcade. Like its
predecessots, Too Much Is Not Enough is filled with brightly lic, often
loud machines, both lined up around the walls and scattered through-
out the space. And like a conventional arcade, the games are tailored to
the incerests of adolescent males, focusing on spotcs, shooting, and
speed. © p. 102 Despite chese similarities, it is the differences that are
most striking.

One difference is che multiplicity of attendancs, whose presence
makes the virtual arcade reminiscent of a carnival or an amusement
patk, as well as an old-fashioned arcade. ® p. 173 All of the newer,
explicitly VR-type games have attendants: to explain the games to
newcomers; to make sure that users are buckled in to the flight simula-
tors of race car simulators; to adjust users’ VR helmets on games that
are so equipped; and indeed to assuage the sense of vulnerability users
might feel while wearing a VR helmec. Perhaps the game in which che
user feels most vulnerable is one without a helmet, the victual bang
glider, where he lies down on his stomach. Physically, he is in the midst
of a ctowded atcade in New Times Square, but virtually he is on a simu-
lated glider and navigates himself through a virtual Grand Canyon-like
landscape while looking at the virrual Jandscape below.

Another difference from traditional arcades is the embodied na-
ture of many of the games. In addicion co the flight, race car, and hang
glider simulators, there are games chat simulate skaceboards or jet skis,
as well as golf and baseball simulators. The games that are the most
graphically sopbisticated are also the more embodied—so that the user
feels himself physically flying a glider or driving, skiing, skateboarding
through a vircual environment that he experiences visually. These
games strive for immediacy through hypermediacy—by coupling the
physical sensation of movement with a sophisticaced, stylized visual
representation of a vistual environment. In their explicit hypermediacy,
these hybrid games remind us again chat all virtual reality applications
are in fact hypermediated. Vircual realicy depends on our ability to
compare it to boch earlier visual media, such as film, and to earlier expe-

riences of mediated environments, such as game arcades.
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For decades, we have filled our theme parks, malls, and city streets wich
complementary and competing media; these spaces have refashioned
and been refashioned by newspapers and magazines, radio, television,
and film. Now our public spaces are enteting into a further set of reme-
diating relationships with multimedja as well as the “cyberspace” of
the World Wide Web and ocher Internet communication services. The
supposedly immaterial world of cyberspace is itself both a reflection and
an extension of these public media spaces.

DISNEY AND THE REMEDIATION OF THE AMUSEMENT PARK

In the highly mediated spaces of amusement parks and theme parks,
the logic of hypermediacy predominates. The parks themselves are full
of sights and sounds from vatious media, and the attractions recall and
refashion the experience of vaudeville, live cheatert, film, celevision, and
recorded music. Since the founding of Steeplechase Park and Luna Pack
on Coney Island, amusement parks have funccioned as both excensions
of and places of escape from urban life. They have emphasized the im-
mediacy and the legitimacy of the experience they offered; the physical
exhilaration of a roller coaster ride needs no justification beyond itself.
(The hypermediacy of che parks is reflected even in the postcards used
to advertise and celebrate them. See figs. 10.1 and 10.2, and fig. 1.14).
Immediacy ac Sceeplechase Park was provided by the titillation of rides
and devices char put men and women into contact, which had (and for
that macrer scill has) mild sexual overtones (Adams 1991, 162). The
early parks were often visually splendid. Luna Patk, for example, “cre-
ated an electric Baghdad with an architecture of swirling crescents and
blazing minarets that combined chaos with splendor and bizarre fan-
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Figuee 10.1 “Greetings from
Coney Island” Posccard from che
1910s.

Figure 10.2 “Dreamland Circus,
Coney Island.” Postcard from the
1910s.

tasy. Their ‘pyrotechnic insanitarium’ was in startling contrast ro che

drab, dingy tenement dwellings and mechanized, regimented work of
the generally poor, immigrant urban multicudes” (Adams 1991, 162;
see also Kasson 1978, 63ff.).

The hypermediacy of amusement parks has also been true of the
sophisticated theme parks like Disneyland and Disney World, which
surround visicors not only with the pure hypermediacy of eleceric light
and sound but with specific references and remediations of particular
Disney films, songs, and animated characters. Thete are also actemprs
at transparency in the narrative elements of theme parks. By recalling




Disney films and their characters, the parks offer visitors che opporeu-
nity to enter inco chese films eicher by taking rides rhat reenact mo-
ments of a film (a notion elaborated into entire theme parks by MGM
and Universal) or by meeting the incarnations of famous characters
from che animated films. While meeting a largec-than-life coscumed
Mickey Mouse may not constitute cransparency for the adults, it does
for the children, who in turn provide their parents with a suitably
“heartwarming” moment. Although che careful staging of every aspect
of the park seems calculated co remind visicors of the media that sur-
round and embrace them, there is an almost contractual promise thar
the visit will provide an authentic emotional experience. Walc Disney
once gave Billy Graham a tour of his patk. When Graham observed
that Disneyland was a mere fantasy, Disney is supposed to have replied:
“You know the fantasy isn't here. This is very real. . . . The park is real-
ity. The people are natural here; they’re having a good time; they're
communicating. This is what people really ate. The fancasy is—out
there, outside the gates of Disneyland, where people have hacreds and
people have prejudices. It’s not really real” (cited by Bryman 1995,
169-170). Even if the remark is apoctyphal, the mediaced spaces of
Disney’s parks embody this combination of cynicism and najveté.

Although Disney did not invent the notion of the amusement
patk as a narrarive space, he certainly understood beccer than anyone
else how to make the theme park remediace ocher media. Disney had
already pioneered another form of remediation, when he refashioned
live-action film in the animated carcoon. © p. 147 Snow White (1937)
was the firsc full-length carcoon with a sustained narracive and therefore
constituted a significant remediation of the Hollywood film. It was
wildly successful and prompted Disney to try a further and even more
ambitious remediation, Fantasia (1940), in which he sought to create a
multimedia form chat would popularize classical music while ic ele-
vated animation. Although he continued to make animated and evencu-
ally live-action films, he came up wich his most ingenious and elaborate
scheme for remediacion in the 1950s, when he concetved of a cheme
park that would simulcaneously refashion and be refashioned by televi-
sion as well as film.

Disney financed che building of Disneyland through a deal with
the network ABC in which he agreed to produce a television series. In
the first broadcast of chat series, he told viewers chat “‘Disneyland the
place and Disneyland the show are all the same’ (Anderson 1994,
74-75; cf. Sorkin 1992, 67). As a clear case of economic repurposing,
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the remediarion of the park by che television series was always honorific.
When ic was not promoting the theme park, the Disneyland series
could promote its animated and live-action movies—for example, by
presearing a pseudo-documentary about the making of the iilm 20,000
Leagues Under the Sea. Meanwhile, the park itself remediated film in gen-
eral and Disney films in particular. Christopher Anderson (1994) points
out that the four areas of the park are physical expressions of four movie
genres: “Fantasyland (animated cartoons), Advencureland (exotic action
adventures), Frontierland (Westerns), and Tomorrowland (science fic-
tion)” (74~75). In the 1950s the remediations between television and
film were ofren charged wich rivalry, because of the concern that celevi-
sion might displace film alcogether. Disney had found a way by which
television and film projects could reinforce each orher: Disneyland be-
came the physical ground on which the two could meet. At the same
time, television’s function of monitoring the world could be directed
toward the Disney films and the park and therefore enhance the authen-
ticity of the experiences of boch. The television show appeared weekly
before an audience of millions, while 2 new Disney film was released
once a year of less often. Each film was an event that the child viewer
mighe experience only once. With the ready availability of video-
cassettes, it is easy to forget the special character of film viewing before
the 1980s. However, Dispey underscood this very well and for decades
scheduled his full-length animated cartoons for recelease evecy seven
years, believing that a new audience of young viewers would be eager
to see what their older siblings or parents had seen in previous cycles.
Finally, most people might visic Disneyland itself only once or twice in
their childhood. By monitoring the production of the movies and the
activities of the park, television could insist on the uniqueness of the
films and the park, while turning the anticipation of these experiences
into a regular and ongoing process. The Disneyland park became one
of the early instances of a product that was validated by being “as shown
on television.”

Disney television, film, and theme parks each made their own
promise of authenticity of experience even as chey validated the promise
of the other two. The parks could appeal to che immediacy of physical
presence. The rides chemselves offer sound, light, and ractile sensations,
as amusement park rides have always done, and che themes ot narratives
associated wich the rides, the animated characters that roam the park,
and the themed architecture all give the young visitor cthe exhilaracion
of being physically surcounded by media. Meanwhile, both the ani-

=




mated and the live-action Disney films ate in general fanrastic and con-
trived. What they offec is not che transpasency of a plausible story, but
racher rhe transparency and authencicity of emotion. Animated films,
such as Pinocchio (1940) and Bambi (1942), as well as the animal films,
such as 0/d Yeller (1957), provide emotional catharses for young viewers
and constitute che real, as Disney suggested to Graham, as authenticicy
of communication and shared emotions. The television series depended
for its claim to authencicity on its own “heartwarming” stories and ani-
mations, as well as its “behind-the-scenes” look ac che park and the
films.

THE THEME PARK, THE CITY, AND THE MALL

To reach the places of fantasy and adventure in Disneyland and Disney
World, the visitor first walks down Main Street, which represents an
idealized midwestern cown, supposedly che refashioned image of Mar-
celine, Kansas, where Disney lived as a youch (Bryman 1995, 127ff.).
The parks celebrate the town as a commercialized media space, bur this
does not make Disneyland or Disney World any less a reflection of
Ametican town ot city life, as the New Times Square in New York
reminds us. © p. 166 Real cities and towns are themselves media spaces,
which theme parks reproduce and refashion. Wich their libraries, the-
aters, museums, and gallecies, cicies have always been locations for our
culeure’s prestigious media. (When tourists arrive in famous cities,
their major task is to visit such media locations.) Since induscrializa-
tion, cities have also been the principal sites for the “new” media of
mechanical, electric, and now electronic cechnology, such as movies and
teJevision. (Computers and applications software may be created in che
Silicon Valley, but the new media ticles themselves are often produced
in the “Silicon Alley” of New York or in Los Angeles.) When we fly
over the Norcth American or European continents at night, cities and
major cowas are scill marked out from the countryside by the concen-
tration of electric light. Theme packs remind us thac the cicy is a space
chat is both highly mediated and icself a kind of grand narrative. The
firsc American cheme park is often caken to be the “Whice City,” an
ideal of urban architecture built for the Chicago Columbian Exposition
of 1892 (Adams 1991, 19-40). Disneyland and Disney Wotld change
the object of remediation from the elite, European architecture of the
White City to the clapboard scructures of the American Midwest, buc
they retain the idea that che theme patk can reflecc and reform an ur-

ban space.
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Here is one way in which to understand Baudrillard's (1983)
well-known claim that “Disneyland is presented as imaginary in order
to make us believe that che rest is real, when in fact all of Los Angeles
and the ‘America sucrounding it are no longer real, but of the order
of the hyperreal and simulation. It is no longer a quescion of a false
representation of realicy (ideology), but of concealing the fact that the
real is no longer real” (25). Disneyland che theme park teaches us tg
understand Los Angeles as a mediaced space and a space of stories, as
indeed all cities are (cf. Mitchell 1995). Admittedly, because of the film
industry, Los Angeles is more overtly mediated than most other cities,
Suill, Disneyland and Los Angeles validate each other as mediated
spaces, demonstrating that the media of which boch are constituted are
real and present in our world. Disneyland does not conceal; rather it
exposes, even celebrates, the fact chat contemporary American spaces
are media spaces.

Disneyland, similar theme parks, and earlier amusement parks
also recall urban tradicions that cake us back to the capital European
city of the nineteench century, Paris. As they stroll along Main Street
and through the varjous kingdoms, visitors to Disneyland retrace and
refashion the tradition of the Parisian stroller, or flanenr. In addition to
the department stores and parks, this figure sought our the curious and
extravagane sites that che city had to offer, and evencually the city buile
new sites for him: wax museums, for example, and even the morgue,
where cadavers were put on public display (Schwartz 1995, 87-113).
The cinema itself began when the Lumiére brochets exhibited their
films in a Parisian café, and early film, which Gunning (1995) has called
che “cinema of attractions,” became one of the extravagant sighcs for
the flaneur to take in (114-133). @ p. 155 Even then the medium of film
funcrioned as a remediation of the city’s attractions. American amuse-
ment parks took up this tradition in the twentieth cencury, exhibiting
the bizarre and the pathetic to cheit stralling patcons. And film was in
the park too. When in 1905 Topsy, an aged elephant, was electrocuted
before the public ac Luna Park, Edison made a film of the event, itself
a perfect example of the early American cinema of attractions.

Alchough city centers in Europe are still grear mediated spaces,
in che United States shopping malls are taking over chis cultural func-
tion. Indeed the suburban shopping mall may even invade che city it-
self, as is the case in the renewal of New York’s Times Square. © p. 166
Accordingly, American theme parks have become not only small-scale
versions of che cicy but grand-scale imitations of the shopping mall.
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(The enormous Mall of America in facc concains wichin it a theme park,
Camp Snoopy: fig. 10.3.) Like theme parks, malls also refashion both
film and television. Scott Bukatman (1991) agrees with William Ko-
winski that “strolling chrough a mall is analogous to walking around
inside a giant TV. One chooses from among an abundance of selections
(stores equal chapnels), solicited by an array of colorful enticements and
scandardized slickness, overwhelmed by the overall electronic buzz”
(67). And for Michael Sorkin (1992) the “new American city” is be-
coming a giant, anonymous shopping mall, which is taking on che ho-
mogenized quality of (American broadcast) television: “The new city
threatens an unimagined sameness even as it multiplies the illusory
choices of the TV system” (xiii). Sorkin’s remark reminds us of the open-
ing sentence of William Gibson's Newromancer. Describing a Japanese
version of the new American city, Gibson wtites that its “sky . . . was
the color of television tuned to a dead channel” (1). Nevertheless, for
the mall goers, as for the committed television viewers, it is the subtle
variations within that sameness that maccer, for those variations gener-
ate the feeling of hypermediacy. The mall patron is surrounded by me-
dia as well as merchandise. In addition to the ubiquitous mall music,
there are media for sale (televisions, VCRs, computers, radios, amplifi-
ers, and computer game consoles) as well as media (television monitors
and occasionally compucers in kiosks) promoting che sale of everyching
else. (Around the corner from the mall, many bars and even some
restaurants have also become hypermediated spaces with television
monicors hanging from the ceiling—often several monitors tuned to
different channels, all of whose audio is turned down so that music from
a radio or a sound system can occupy the background.) Finally, most
new film theaters are now located in malls, so that a trip chrough the
mall becomes part of the experience of the movies (Friedberg 1995,
69ft.). As much as it celebraces other aspects of capitalism, the mall
celebrates the hypermediacy of our culture and calls forth a postmodern
version of the flaneur, whose gaze, as she walks amid all these compet-
ing media, is a series of fragmented, sidelong, and hypermediated

glances.

Tue HYPERMEDIACY OF NONPLACES

The shopping mall as a mediated space is simultaneously particularized
and anonymous. Each mall is parcicular in the sense that it is filled with
brand-name commercial products and media in che stotes, films on
view in the cineplex, and video games in the arcade. Yet despite efforts
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Figure 10.3 Two rides ac che Camp
Snoopy amusement park inside che
Mall of America. (top) The Scream-
ing Yellow Eagle. (bottonz) The
Bloomingron Express. Photographs
© 1996 Bob Cole.




to identify each mall (by giving it a2 name and sometimes a theme),
malls are notoriousty anonymous, perhaps because, as Sorkin (1992)
poincs out, consumer capitalism demands sameness behind che variety.
The mall is replicable so that one in Portland, Oregon, is indistinguish-
able from one in Orlando, Florida, and remarkably similar to one in
Berlin or Syduaey. Their replicability enables malls to detach themselves
from cheir surroundings and become free-floating, hypermediated ex-
periences. They share this quality of detachment with other high-
technology spaces, such as airports, supermarkets, and multiplex movie
theaters (when these are not already incotporated into malls). All such
spaces are examples of what the anthropologist Marc Augé (1995) has
called “non-places,” by which he means “spaces which are not them-
selves anthropological places.”

Augé contends that in “supermodetnity . . . [2] dense network
of means of transport which are also inhabited spaces is developing;
where the habicué of supermarkets, slot machines and credit cards com-
municates wordlessly, through gestures, with an abscract, unmediated
commerce.” For Augé, these nonplaces are not metaphorical, but can be
measured and quantified “by totaling all the air, rail and motorway
routes, the mobile cabins called ‘means of transport’ (aircraft, trains and
road vehicles), the airports and railway stations, hotel chains, leisute
parks, large retail outlets, and finally the complex skein of cable and
wireless networks that mobilize extraterrestrial space” (77). Nonplaces,
such as theme parks and malls, function as public places only during
designated houts of operation. There is nothing as eerie as an airport at
three o’clock in the morning, or a theme park after closing hours, when
the careful grids of railings and ropes that during the day serve to shep-
herd chousands of visitors to ticket counters or roller coasters stand
completely empey. Such spaces then seem drained of meaning. A good
example is the plaza beyond the outfield walls of Atlanta’s newly con-
structed baseball park, Turner Field (fig. 10.4). This plaza has been
designed to have the feel and function of a town square, but it is avail-
able only to ticketholders and open only on game days. Most public
spaces—think of markert streets such as Scrggec in Copenhagen and che
Freach Quarter in New Orleans—are deserted for some hours during
the night and early morning. However, afcer-hours escablishments at-
test to che life of such urban spaces long after the shops have closed.
Many people live in the French Quarter or on and off Strgget, whereas
nobody lives at Turner Field or in Disney World (although vacationers
may lodge there for a week at a cime). The Turner Tield plaza has no
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Figure [0.4 Turner Field. (t0p) Tine
plaza. (bottom) The Chop House. (gp-
positey Arcade games. © 1997 The
Atlanta Braves. All rights reserved.
Used by permission.
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connection to the inhabitants of the surrounding, economically de-

pressed area, and Disney World was built on a swamp with a substantial
buffer to separace it from che city of Orlando (in contrast to the early
patks on Coney Island, which were accessible by public transit and
funccioned as extensions of New York City).

Augé further characterizes nonplaces as sites for experiencing
the ceality of mediation: “Frequentation of non-places today provides
an experience—without creal historical precedenc—of solitary individ-

uality combined with non-human mediation (all it rakes is a notice or




a screen) between the individual and the public authority” (117). What

the individual experiences in chese mediated encounterts is the hypet-
mediacy of these nonplaces, which ate defined not by their associations
wich local history or even with the ground on which they are built, buc
peimarily by the reality of the media chey contain. Augé continues:
“The teal non-places of supermodernity—the ones we inhabit when we
are driving down the motorway, wandering through the supermarket
or sicting in an airport lounge waiting for the next flight to London or
Marseilles—have the peculiarity thac chey are defined partly by the
words and texts chey offer us” (96). Increasingly, these mediated spaces
are also defined by video and audio as pure perceptual experiences, ex-
pressions of the enjoyment of media.

To Augé’s list of nonplaces we would add cyberspace icself: the
Internet and other manifestacions of networked digital media. Cyber-
space is not, as some assert, a parallel universe. It is not a place of escape
from contemporary society, or indeed from the physical world. It is
rather a nonplace, with many of the same characteristics as other highly
mediated nonplaces. Cyberspace is a shopping mall in the ether; it fits
smoothly into our contemporary networks of transpostation, communi-
cation, and economic exchange. Nevertheless, many enthusiasts insist
on the separateness and uniqueness of cyberspace. John Petry Barlow’s
“Declaration of Independence for Cyberspace,” which circulated in
1996 during the controversy ovet govetnment censorship of the In-
ternet, begins: “Governments of the Industrial World, you weary giants
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of flesh and steel, I come from Cyberspace, the new home of Mind. Og
behalf of the future, I ask you of the past to leave us alone. You ate not
welcome among us. You have no sovereignty where we gacher” (http://
www.eff.org/pub/Publications/John_Perry_Barlow/barlow_0296,
declaration January 13, 1998). If chey have no sovereignty, it is because
cyberspace is a nonplace, although Barlow would not accept chis charac-
terization, and in any case the “giants of flesh and sceel” already govern
quite successfully any number of noaplaces. Barlow’s denial thart the
Internet is part of tradicional history and society is echoed, with less
bloated rhetoric, by many other writers, for whom cyberspace has be-
come a theological concept.

THE THEOLOGY OF CYBERSPACE

In fifteench- and sixteenth-century Iralian religious paintings, the land-
scape is represented as a subordinate, almost decorative element in rela-
tion to che latger religious themes. Both painters, who perfected the
Albercian window, and cheir audience viewed the landscapes through
windows ot doors, so that for chem nature was framed by contemporaty
architecture. Such paintings often set the scene in an incerior, not be-
cause the story demanded it, but as a way of symbolizing and con-
taining their theological message. In these paintings, what we regard
as the natural world was subordinaced to the religious, and that subot-
dination was expressed through the Italian “windowed” style. The sub-
otdination of nature began to give way as early as the seventeenth
century, in later Iralian painting and especially in Dutch landscapes.
And since che nineteenth century, when natute for the most part had
replaced God and che church as che lacgest context for making sense of
human actions and purposes, the windows of the Italian Renaissance
have not been needed as a frame. On the computer screen, however,
the windows bave ceturned: everything in chis world (and, as che Mars
Pachfinder mission demonstrated in 1997, beyond this world as well)
is made visible to us through windows, which we can click on and entet
in a more literal way chan one could enter the windowed spaces of Iral-
ian paintings. Furthermore, for enthusiasts at least, cyberspace 1s bid-
ding to replace nature as the latgest interpretive context. As Marcos
Novak (1991) puts ic: “Cyberspace 1nvolves a reversal of the current
mode of interaction with compurterized information. At present such
information is external to us. The idea of cyberspace subverts chac rela-
tion; we are now within information. In order to do so we ourselves

must be reduced to bits, represented in the system, and in the process




become infocmation anew” (225). Just as, (n early religious paintings,
nature was initially separate from us and chen became the predominant
context for understanding our world and our actions, so “the idea of
cyberspace” cransforms information from something separate and con-
rained within our compurers to a space we can inhabit. The current
development of the visual and conceptual space of the computer screen
thus mirrors the development of the space of the canvas in the history
of Western painting. We inhabit cyberspace just as previous generations
iohabited nature, or even earlier generations lived in a theocentric
world. Fot Novak, Benedikt, and ochers, che master narrative of our
culeure is no longer the story of God'’s relation to us or of our relation
to nature, but of our relation to information technologies. It is a cheol-
ogy of cyberspace.

When William Gibson invented the term in his novel Newro-
mancer (1986), he described cyberspace as “a consensual hallucinacion
experienced daily by billions of legitimate operators in every nation
... a graphic representation of data abstracted from the banks of every
compurer in the human system. Unthinkable complexity. Lines of light
ranged in the nonspace of the mind, clusters and constellations of data.
Like city lights receding” (52). For Gibson, cyberspace consisted of the
necwork of all compurer and information processing systems on the
earth or in orbic. When hackers “jacked in” using a headset, not unlike
the wire in Strange Days, they could see and feel their way through this
electronic network. The passing information had colors and shapes, and
the network itself defined a space through which they could move.
Gibson’s definition of cyberspace as a combination of networking and
virtual reality, a space in both a metaphorical and a visual sense, has
become paradigmatic for others (such as Novak, David Tomas, and
Benedikt himself) in cheir obsetvations about cybetspace. Tornas
(1991) indeed speaks of “a parallel world of potential workspaces” (35);
Benedikt (1991) of a “globally necworked . . . ‘virtual’ reality . . . made
up of daca, of pure information” (122-123). For cyberspace enchusiasts,
there are two worlds: “the sensorial world of the organically human”
and the digitized, pure, immaterial world of cyberspace. Benedike
thinks of the relation between these two worlds as an evolving process
of dematerialization: “And cyberspace, we might now see, is nothing
more, or less, than the latest stage in the evolucion of [Sir Karl Popper's]
World 3, with che ballast of materiality cast away—cast away again, and
perhaps finally” Alchough Benedikt immediately qualifies this state-

ment, insisting that cyberspace or virtual realicy will pever replace
) & y P y
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“‘real realicy,” he nonetheless conceives of these as two distince, autono-
mous realms (4). Proponents of cyberspace seem to be replaying the
logic of cranscendence ac the hearz of Chriscianity, as when Benedike,
sounding very much like a revivalist preacher reminding us not to ig-
note the cace of our spiric while caughe up in the bodily snares of this
world, implores us to rake cate of cyberspace: “The design of cyberspace
is, afcer all, the design of another life-world, a parallel universe, offering
the intoxicating prospect of actually fulfilling—with a technology very
nearly achieved—a dream thousands of years old: the dream of tran-
scending the physical wotld, fully alive, at will, to dwell in some Be-
yond—rto be empowered or enlightened there, alone or wich others,
and to return” (131).

This dream of transcendence is so compelling that its advocates
will sometimes ignore even the mosc obvious macerial limirations of
cyberspace. For example, Michael Heim (1991) suggests chat “the com-
puter network appears as a godsend in providing forums for people to
gather in surprisingly pérsonal proximity—especially considering to-
day’s limited bandwidths—withour che physical limitations of geogra-
phy, time zones, or conspicuous social status” (73). Yet precisely the
opposite is true. The people are not in personal proximity; furthermote,
geography, time zones, and social starus are indeed limitations or racher
characteristics of computer networks. Whete we ace located on eacth (in
what kind of urban or rural setting, in an industrialized or developing
country) will determine how and whether we can connect to the In-
ternet at all. The institutionalized system of time keeping affects every
phase of “time-scamped” Internet communications. Finally, the con-
spicuous social status of a postindustrial, computer-owning, global citi-
zen 18 as much a part of the Internet as are routers and protocols.
Cyberspace exists in a tightly defined network of computers, economic
status, and considerations of time and space. It is only within this net-
work that one can enjoy what Heim describes as the erotic experience
of cyberspace, or what Benedike characcerizes as transcendence. The ap-
pafent rejection of che material world and the human body by cyber-
space enchusiasts (and we shall lacer argue that the rejection can only
be apparenc) has called forth serious cricicism from such feminist and
cultural studies scholars as Donna Haraway, Anne Balsamo, and Alluc-
quere Rosanne Stone.

In matters pertaining to the cheology of cyberspace, we must
declare ourselves agnostics. We do not believe that cyberspace is an im-
material world, buc thac ic is very much 2 part of our contemporary




world and that it is constituted chrough a series of remediations. As
a digiral network, cyberspace remediates the eleccric communications
necworks of the past 150 years, the telegraph and the telephone; as vic-
cual reality, it remediates che visual spaces of painting, film, and televi-
sion; and as a social space, it remediates such hiscorical places as cities
and parks and such nonplaces as theme parks and shopping malls. Like
other contemporary mediated spaces, cyberspace refashions and extends
earlier media, which are themselves embedded in marerial and social

environments.
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Like film, celevision needs ro remediate digital media in order to sur-
vive. But television has the advantage over film in chac ic has always
borrowed freely and diversely from other media. Television was hyper-
mediated even before the advent of digical graphics. Hollywood film,
on the other hand, has long pursued its style of transpacent immediacy,
and chat style controls its remediations of digiral graphics. © p. 150
Although rraditional broadcast television faces a significant challenge,
it may yet be able co merge or “converge” with computer-controlled
media without entirely losing its identity. © p. 220 In the meantime,
producers of television are busy exploiting digical technology to en-

hance cheir medium’s claim to immediacy.

TELEVISION AND FILM
The prime tatget of television’s remediation has been film. Television
emerged as a media form when the classical Hollywood cinema had
already actained cultural starus and social and economic seability. In its
early days, television drew heavily on vaudeville and che stage play, but
soon television was also bringing film into cthe home (Auslander forth-
coming). Throughout the 1950s, television programming increasingly
came co remediate such film genres as drama, comedy, western, and
mystery. In the 1960s, it became common to televise Hollywood films
thac had already been released in theaters, and in che 1980s the VCR
made private screening possible. It is not surprising that early televi-
sion theorists appropriated film theory (as well as licerary theory) as a
framework for underscanding the newer medium (Allen 1992, 10-13).
Other cheorists have argued that television operates on a differ-
ent basis. Marshall McLuhan (1964) and Raymond Williams (1975)
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distinguished television from film on technological grounds. Stanley
Cavell (1986) too commented on the ontological differences between
film and television. As Sandy Flitterman-Lewis (1992) pur it,

Films are seen in large, silent, davkened theaters, where intense light beams are
projected from behind toward luminous surfaces in front. There is an enforced
and anonymous collectivity of the audience because, for any screening, all viewers
ave physically present at the same time in the relatively enclosed space of the the-
ater. In contrast to this cocoonlike, enveloping situation is the fragmentary, dis-
persed, and varied nature of television reception. The darkness is dissolved, the
anonymity removed. (217)

Ia the past, the division between film and television was clear,
While we view film in a public space in cthe company of strangers who
join us in consticuting che audience, we usually watch or monitor the
television in private spaces—our own home or a friend’s. Furchermore,
unlike film, television functions in a practical way within our domestic
economy. Film offers us a world elsewhere, an opportunity temporarily
to set aside our cultural, personal, and economic ciccumstances, while
television offers us a means of structuring those circumstances on a
daily basis. As usual, new technologies and practices are working to
confuse these classic differences. VCRs make it possible to monitor out
films at home, while bars and some restaurants offer television to their
patrons and the lobbies of movie theaters are now filled wich television
monitors screening coming actractions, Nevercheless, as a cultural idea,
the film has still managed to remaia distince from television.

Television acknowledges its mediation more explicitly and
readily than film does, and one reason may indeed be technical. Despite
its interest 1a a kind of social or ideological realism, television is not as
capable of photorealism as are film, photography, and now computer
graphics (Fiske 1987, 21-36). McLuhan and Williams, media ericics
wich very different agendas, have both suggested that the poorer resolu-
tion or different lighting robs television of visual depth (McLuhan
1964, 268-294; Williams 1975, 62). Video technology tends to flatzen
the image, so that chere is less opportunity to develop deep and con-
vincing linear perspectives. The television broadcast protocols have un-
til now offered the viewer much less visual information than 2
photograph or a film. McLuhan made much of the television’s Jow reso-
lucion, calling the celevised image “a flat two-dimensional mosaic”
(273). Referring to the NTSC standard image, still broadcast in the




1990s, McLuhan went on to wonder “whether all chis would change if
techoology stepped up the character of the TV image to movie data
level” (273). His conclusion—that high-resolution celevision would no
longer be television at all—illuscrates one of the dangers of McLuhan’s
technological determinism, which depends on seeing as causes che de-
tails of a technology that may well change. © p. 75 In any case, as we
are now beginning to experience digital and high-definition television
(HDTYV), we can appreciate McLuhan’s insight withour accepting his
determinism. It seems fair to say thar che flatness and coarseness of the
craditional televised image did make it harder to remediate the perspec-
tive techniques of photography and film and that perceptual transpat-
ency has therefore been a less successful scrategy for television than for

chese other media.

STYLES OF TELEVISUAL REMEDIATION

Even if television has been less fully commiteed to photo- or filmic real-
ism, it nevertheless has its transparenct styles. Popular culture in che
United States seems intuitively to divide relevision according to its
logic of remediation. Transparency is the style favored by dramas, soap
opetas, daytime calk shows, and certain “real-life” programs, while hy-
permediacy is the style of most news and sports programming, situa-
tion comedies, special events such as beauty pageants, and commetcials.
Whether transparent or hypermediated, all television programs present
the experience of watching television as itself authentic and immediate.
Even when television acknowledges itself as a medium, it is commicted
to the pursuit of the immediate to a degree chat film and earlier techno-
logies are not. Because of the structure of financing, television is even
more immediacely responsive than film to what advertisers and produc-
ers perceive as cultural demands. It is as if television programs need to
win the moment-by-moment approval of their latge, popular audi-
ences, to evoke a sec of rapid and predictable emorional responses: tele-
vision must pursue immediacy as authentic emotion, as exemplified
most plainly in the “heartwarming” drama.

Television's claim to superiority over film, photography, and
earlier visual media is chat a television broadcast can be “live” (cf. Feuer
1983, 12-22). As Flitterman-Lewis (1992) puts it, “a film is always
distanced from us in rime (whatever we see on the screen has already
occurred at a time when we weren’t chere), whereas television, with its
capacity to record and display images simultaneously with our viewing,
offers a quality of presentness, of ‘here and now’ as distinct from che
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cinema’s ‘there and then.’ It is television’s peculiar form of present-
ness—its implicit claim to be live—that founds the imptession of im-
mediacy” (218). Television monitors events and reports (or at lease
seems to report) changes immediately. Monitoring, the earliest form
of television, remains its paradigm (cf. Cavell 1986). Alchough a vast
network of technical devices and economic and social forces typically
intervenes between the origin and delivery of the image, we still behave
toward celevision as if it were a direct channel between ourselves and
the event. We even use the tecm channel to designate che signal deliv-
ered on one frequency. At times when it cannot conceal thar this net-
work stands between us and the event, television is ready to adopt
another scrategy and insist that it is icself the event and so, by defini-
cion, immediate. And because it asserts icself as a medium, television
has also been less reluctant than film to accepc digiral technologies that
may enhance its mediated status. Television seems willing to entertain
a wider range of visual and cultural scyles and to remediate ocher media
more vigorously and more frankly than popular film. If this was crue of
television even in the 1950s and 1960s, digical cechnology has now
extended the range of chis established medium still further into the
hypermediated. Television has enthusiastically received computer
graphics and digital editing and is deploying them in the service of
botb transparency and hypermediacy.

In the case of dramatic series and “made-for-TV” movies, the
uses of digital media are very similar co chose in Hollywood films. The
aim is vsually to create special effects through digital composicing in
such a way that the viewer cannot detect the presence of the computer.
The need to save money and time is more pressing in television than in
film, and so digital technology is used increasingly co fashion or alter
scenes that would be too costly to shoot with the appropriace number
of actors, location, time of day, and so on. Instead of 2 whole company
of men matching across a field, a live-action shot may include only a
handful of marchers, which the digital compositor will replicate to fill
out the company. The effect is spoiled if che viewer notices that there
are really only six men appearing repeatedly across the screen. No
viewer can object to digital compositing as dishonesc in the context of
fiction. The claim to the real here is noc based on evencs that “really
happened,” but, as with fAlm, on the authencicity of the emotions
that the images provide the viewer and on the transparency of che

mediation.




TELEVISION NEWS

News and information shows are a different matter because their claim
to immediacy s based on the shared belief that they are presenting what
“really happened.” The insistence on the liveness of the action is what
gives television news its special claim among journalistic media. (By
contrast, analysis, especially policical analysis, is regarded as inappro-
priate for television—almost a violation. It remains the province of
princ journalism, ostensibly because television networks are not al-
lowed to play political favorites, but in fact because a consistent and
prolonged point of view required for analysis or reflection is incompat-
ible with televisual immediacy.) Nevertheless, celevision news and in-
formacion shows are increasingly willing co use digical technology in
the service of hypermediacy without giving up their claim to be live.
In commercials, news shows, and sports broadcases, television is bor-
rowing che windowed and mulcimediated look of the computer screen.
Paradoxically, the windowed style is most evident in shows that purport
to offer us a cransparent view of real-time events. Because news pro-
grams aim to provide viewets with as much information as possible in
the shostest possible time, they tend to fill up the screen wich visible
evidence of che power of television to gacher evencs. This leads to what
we might call cthe “CNN look,” in which the televised image of the
newscascer is coordinaced with a series of graphics and explanatory cap-
tions, until the broadcast begins to resemble a web site or multimedia
application.

Although the presence of acknowledged digital media makes
the televised view less transparent, it does not seem to lessen the sense
of immediacy. CNN is known for its “up-ro-the-minute” coverage of
wars, crimes, and natural disasters. The newscasters often remind us
that the images are coming live from some disaster site, even though
what the viewer sees is a multimediated screen in which the live feed is
confined to one window, (The highly mediaced and orchestrated cover-
age of the Persian Gulf War by CNN and the other networks is an
example that has been infinitely studied; for example, in Jeffords’s and
Rabinowitz’s Seeing Through the Media.) The borders of these windows
can mark abrupt transitions from one logic to the other, as they do in
figure 11.1. This discussion between a news anchor in Washington,
D.C,, and a reposter in Aspen, Colorado, seems to be taking place in
cyberspace: each subject is framed with identifying texc as if cheir im-
ages were part of a2 multimedia presentation. We can see the effect of
twenty years of the Internet and computer graphics by comparing this
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Figure 11.1 The windowed style
of CNN. © 1997 Cable News
Necwork, Inc. All rights reserved.

recent screen from 1998 to an “air check” {rom the first days of CNN
news in 1980 (fig. 11.2). In the early air check, the newscaster occupies
a space that we recognize as partt of our world; the windowed style is
still years away, and the only text on the screen is che sheaf of papers
he holds in his hands. Today, CNN scill insists on che immediacy and
timeliness of the repore itself, and the viewer seems to agree. However,
televised immediacy is no longer characterized by a uoified, transpas-
ent screen.

Television accommodates this visible mulciplicity more easily
than film. Other than the use of subtitles, traditional film avoids com-
bining words and images in the same frame, excepc where the presence
of words can be explained within the ficcional world, as with road signs
or letters that characters may read. Television news and information
broadcasts seem to need no such excuse. However, even on television,
there remain pockets of resistance to hypermediacy—for example, in
the coverage of some sports such as baseball. The screen that baseball
fans see looks more or less as it did thirty years ago, wich the conven-
cional, transparenc shots of the batter from cencer field, or che piccher
from behind the plate or from che first- or third-base lines. Incerest-
ingly, such old-fashioned coverage is more likely to be found in local
or regional-based necworks like TBS in Atlanta or WGN in Chicago,
alchough even these stations provide instanc replays and flash sratistics




on the screen underneach each bacter. The national coverage of baseball

by Fox or ESPN, not limited o promoting an enduring identification
with a parcicular team, has incroduced furcher enhancements, including
split screens, an oveclay of the score and situacion in che upper-left-
hand corner of the screen, more textual and graphic overlays (such as
a color graphic indicating a hitter’s “hot” and “cold” zones), pregame
interviews inserted in small windows on screzn, and even the “catches-
cam” (a camera attached to the catcher’s mask) used by Fox in covering
the 1997 All-Star Game.

None of these digirtal interventions is felt to disturb the liveness
of the broadcast, even though the viewer can no longer pretend that
whar she is seeing is the single point of view that she might occupy if
she were sitting in the stadium. Indeed, as che catcher-cam suggests,
the aim of these multiple mediations is to provide greater immediacy.
(A camera attached to che catcher’s mask would seem to provide an
authentic, first-person point of view of the game. However, just as with
the overuse of the subjective camera in some Hollywood films, the effect
is to call our atcention to the medium icself.) Tronically, Fox’s or ESPN'’s
complicated television screen reflects what che viewer would now expe-
rience in the stadiom, which icself has become a multimedia space, with
huge screens thac present statistics, “human-incerest” images, and re-

plays. Both ac home and in che stadium, the viewer is experiencing the

Figure 11.2 An “air check” from
che earliest CNN broadcast, 1980,
CNN photo. © 1997 Cable News
Necrwork, Inc. All rights reserved.
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reality of media. And all of these ricocheting remediations apparently
do nothing to damage the authenticity of sporting events, around
which sportscastets continue to weave sentimental parratives. The coy-
erage of the Olympics, the most popular television program on earch,
shows just how far television can go in combining elaborate technology
with naive stories of struggle and victory.

There are other facets to news and information on television in
which transparency continues to dominate. In some local news and
sports broadcasts, for example, there is a greater emphasis on tradicional
live reporting—a news reporter talking to the camera while standing
at the scene of an event—perhaps simply because there are fewer re-
sources for sophisticated digital incervencions. Such local broadcasts are
often called “eye-witness news,” where the reporters and che camera of-
fer themselves as the viewer’s eyes on the world. Here the television
camera does function as a point-of-view technology, in the tradition of
painting, photography, and film. There is also the genre of pseudo-
documentary that promises authenticity through transpareacy: cameras
follow police while they make dangerous arsests or are placed on the
helmets of race car drivers or skydivers. These ptograms, in fact, use all
the techniques of documentary filmmaking to cull a narrative out of
the apparent chaos of the events they present. They also rely heavily
on the subjective camera. Although they are recorded and edited, chey
borrow the sense of immediacy that live television evokes. In such cases,
as in narrative ilms, to acknowledge the presence of digital technology
would be the wrong logic for this genre.

THE IMMEDIACY OF COMMERCIAL TELEVISION
One genre that we have not vet discussed is the one often considered
quintessencial to celevision: the commercial. The televised commercial
is an obvious remediation of advertising in print and especially on
the radio. As Mimi White (1992) and many others have recognized,
television commercials are not merely the means of financing particular
broadcasts. In the United States, and increasingly in Europe and
elsewhere, commercial advertising helps to define television as a me-
dium. Once again, every medium is 2 network of economic, sacial,
and cultural as well as technical elements, and che network of relations
that constitute American television is most clearly visible in the
commercial.

These commercials can be (fairly) transparent or hypermedi-
ated, but in either case they mimic the narrative structure of ocher




television genres (Kozloff 1992, 68—-69). Like che other genres, com-
mercials are vigorous in their pursuit of immediacy. In a matter of sec-
onds, a commercial must seize the viewer with its message thar a
pasticular product or service should be bought. The transparent com-
mercials usually want to evoke sympathetic feelings in the viewer (secu-
rity, warmtch, love—or sometimes cheir opposites), to validate chese
feelings as auchentic, and to associate them with the product. A com-
mercial for a long-distance phone service shows a grandmother in a
loving conversation with her distant grandson and suggests that long-
distance “brings people togecher.” Hypermediated commercials, how-
ever, may acknowledge the fact that they are trying to sell someching
and appeal to the viewer’s perceived sense of sophistication by offering
her a video experience to enjoy and to associate with the product. Boch
cransparent and hypermediated commercials must address che viewer
eithec directly or by cteating a fictional proxy. As Allen (1992) sug-
gests, the point is “to give the viewer at home an image of himself or
herself on screen and to make sure the viewer knows that he or she is
che person to whom the show (and its accompanying commercials) is
offered. . . . By simulating face-to-face exchanges, television actempts
to ‘de-mediate’ our relationship with it” (125). Commercial celevision
turns immediacy itself into a commodity.

On the other hand, a commercial is no simulacrum. Its force is
lost unless che viewer connects ic with the product itself and feels an
urge to buy. “Every commeccial is an implicit unanswered question-—
‘Will you buy? —that calls for an action the commercial text cannot
provide, because only real viewers can buy the very real commaodities
the commercials advertise” (Allen 1992, 125). The video commercial,
the produce, and the practices of buying and selling form chemselves
into a network in which each element relates to and completes the oth-
ers. Perhaps more than any other television genre, the commercial in-
sists on the reality of television— not just its power as a medium, but
its place in our physical and social world. When the viewer goes to a
supermarket, she will see products labeled “as seen on TV,” as if the
presence of the commercial validates the product. The most intriguing
form of advertising now, che infomercial, is particularly insiscent on
conpecting the product to the world. It combines various techniques
from television and film documentary wich the traditional commercial,
and, by ics length and frank acknowledgment of its intention to sell, it
futcher insists on the inseparability of the message and the product.
Computer graphics and digiral technology have so far done little to
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change this form, but they can contribute o the sense of auchencicity
and immediacy through the same techniques (text and graphics jne-
grated with video) that we see in television news broadcasts.

Baudrillard (1983) has contended that (American) television is
preoccupied with itself as a medium and only precends to be offering
events as they happen: that television is a cultural device for covering
up the absence of the real. The shock value of Baudrillard's claim rests
on an old-fashioned premise that there should be a strict separation
between the medium and the reality and thac therefore media should
be transparent to reality. Baudrillard expects us still co believe that the
Renaissance logic of transparency is the norm from which our culture
has diverged. For our culture, however, the logic of hypermediacy is at
least as compelling. Just as reality and mediation have become insepa-
rable off-screen, so hypermediacy has become the formal mark of live-
ness on television. Like other media, television i1s now simply part of
the realicy. Television sets are real objects in the physical world and in
fact are growing larger with projection television and more physically
encompassing with “surround-sound” speakers. Where the aim of ilm
is to make us briefly forget the world outside the theater, the aim of
television is to remind us of and to show us the world we inhabit.

As sociologists have recognized, television viewing has woven
itself into our social and familial lives. Because “television viewing con-
sticutes a large cemporal parc of our lives,” argues Larry Grossberg
(1987), “we must note its integration into the mundanities of everyday
life, and simultaneously, its coostant interruption by, and continuity
with, our other daily routines” (35). Jan-Uwe Rogge (1989) concends
that che “general ubiquity” of media like television “causes them to be
allocated certain functions in people’s everyday lives. The media form a
patt of the family system, a parc many can no longer imagine living
without” (169). In other words, “viewers experience themselves as be-
ing ‘socialized, as belonging to a kind of electronically constituted soci-
ety whenever and as long as they watch television” (Rach 1989, 89).
Like ubiquitous computing and the World Wide Web, but unlike film
and virtual reality, television confronts us with the reality of mediation
as it monitors and reforms che world and the lives and practices of its
inhabicants. ® p. 58 Just as it remediates film or other medjia, television
remediaces the real.
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‘Ubiquitous computing is victual reality’s opposite number. In virtual
reality, the computer interface is erased, and all we see is what the com-
puter places before our eyes. © p. 21 Ubiquitous computing, on the
other hand, tutns our whole world into 2 computer interface. So, while
virtual reality refashions the immersive qualities of Hollywood film
® p. 163, ubiquitous compuring appeals to us as a kind of interactive
television that monitors and rearranges our physical world.

TELEPRESENCE AND AUGMENTED REALITY
If there were such thing as a “cypical” virtual reality application, it
would be the architectural walk-through, a three-dimensional model of
a building with corridors and rooms. A residential architect might do
chis in order to give a sense of her design to a client who cannot visual-
ize the house from blueprints; a student architect might build a walk-
through and then discuss specific visual problems with a teacher. In
such applications, the virtual reality is complece in itself. It is, in fact,
Baudrillard’s simulacrum, bearing no necessary resemblance to any-
thing that exists in the physical world. Ironically, the apparent immedi-
acy of such a virtual reality comes from its total opacity. The eyepieces
of the headsert block out the world of light, and for this very reason, the
person wearing the headset becomes blind in the physical world and
needs help to find her seat or to adjust her position (fig. 1.2). © p. 161
The purpose of this opacity to the physical world is to provide the user
with a perfectly trapsparent world generated by the computer.

In addition to these opaque systems, however, there are hybrid
technologies for augmented veality and telepresence. They have in common
with full virrval reality thar they place compurer graphics or video be-
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fore the user’s eyes and that chey often track her head or body move-
ments to concrol the graphic displays. On the other hand, telepresence
and augmented reality call forch their own, more complicated remedia-
tions. Telepresence systems use video signals and computer graphics to
place the user ar a remote or inaccessible location. A robot with video
cameras might be sent into a nuclear power plant after an accident,
where the radiation levels are too high for human workers, and signals
from the camera might be channeled to a worker who is a safe distance
from the plant. The worker could then explore the damage by moving
the robot and perhaps even grasp objects with a remote arm. In chis
case, the images are not compurter generated, as they are in the architec-
tural walk-through, but are instead provided from che world of light
through digital video. These telepresence systems are related to the ro-
bots that now operate in all sotts of environments, from the oceans
to outer space. They can also be regarded as higher-tech versions of
the security and surveillance cameras that are now ubiquitous. When-
ever they rely on live (or even delayed) video, telepresence systems are
clearly remediating the monirtoring function of broadcast television and
closed-circuit video.

Medical telepresence and teleoperacors take the doctor or tech-
nician to a location within a patient’s body, and they may also radically
change the scale of one’s vision and manipulation. Instead of using a
conventional endoscope, telepresence allows a doctor to fly through a
computer reconstruction of the patient’s insides, as if the doctor had
hetself shrunk to the size of cthe endoscope’s probe (Satava and Robb
1997). This voyage through the body is itself an obvious remediation
of science fiction films such as Fantastic Voyage (1966), where a team of
researchers and their submarine (1) are shrunk to fit into a man’s blood-
stream. Figure 13.1 (plate 17) shows an experimental teleoperation sys-
tem, in which the operator at the left is controlling a microsurgical
robot that cucs into the patient’s (ot in this prototype a2 mannequin’s)
cornea (Hunter et al. 1993). In this hypermediated eavironment, the
operator is surrounded by live and computer-enhanced video images
and manipulates che pacient through the images and feedback provided
by the telerobot.

Telepresence can thus define a relationship between the me-
dium and the physical world different from chat of virtual reality.
While virtual realicy would replace the physical world with a simu-
lacrum, telepresence brings the physical world into the virtual envi-
ronment (and vice versa). While virtual realicy abandons the world,
celepresence insiscs that computer-mediated signals and real-time track-



ing devices are part of che physical world and can join with human

operators in affecting cheir environment. The interface of a telepresence
system is highly mediated and yet is supposed to be cransparent, in the
sense that it should transmit a view to the human operator and allow
the operator to interact “naturally” with what she sees. For that reason,
telepresence becomes more difficult over large distances. The robot ex-
plorers on Mars are too far away to allow a human operator to steer
them directly. The Mars Pathfinder is a system in which the buman
operator’s presence is highly limired and mediaced. ® p. 205

In many hybrid systems for augmented realicy, the user may
wear special glasses ot a headsec that is not enticely opaque to the world
of light. The user can see the physical world, but the headset can also
display computer graphics over parc or all of the fleld of view. Instead
of blocking out the world, the compurter writes over the world and
therefore commencs on and (in some cases literally) colors what the user
sees. Boeing, for example, has cested a system in which the worker
wears a headset while connecting the hundreds of miles of wiring in
their commercial aircrafc: one eye sees normally, while che other is cov-
ered by a monocular eyepiece. When the workes looks at a formboard
carrying hundreds of wires, the compurer determines exactly where she
s ldoking and can display in che eyepiece an assembly diagram and
parts lists drawn from a database (see Nash 1997). Such a display of
free-floating text and images could not have been conceived prior to the

Figure 13.1 A telepresence applica-
tion: a microsurgical robot. Presence,
Cover 2.4 (Fall, 1993): MIT Pcess.
Image by Tilemachos D. Doukoglou
and Serge R. Lafontaine. Used by
permission.
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windowed style in deskcop compucers of the 1980s. Meanwhile, doctors
too use a sort of augmented reality to perform microsurgery—to reach
into and alter inaccessible areas of the patient’s body. Bven artists have
experimented wich augmented reality to creace installarions in which
the user walks through a real space but sees shapes and colors overlaid
at the actist’s discretion. © p. 143

Ironically—and we can now appreciate the jsony—neither
augmented realicy nor telepresence can make the same claim ¢o trans-
parency as the claim made by complete, and therefore opaque, vircual
reality. Augmented reality remediaces not perspective painting, but
racher the windowed style of the deskrop interface. In laying icons,
texts, and images over visible objects in che world, augmented reality
frankly admics that it is a digical medium interposing itself between
the viewer and an apparently simple and unirary physical world. Aug-
mented reality is hypermediated, for it makes che user aware of com-
puter graphics as medium, even if che goal is to keep the graphics and
the external object in close registration. In this sense, augmented reality
s the opposite of telepresence, alchough, like telepresence, augmented
reality celebrates the realicy of its own mediation, the power of com-

puter graphics to act as objects in and therefore to affect the world.

THE HYPERMEDIACY OF UBIQUITOUS COMPUTING

Enthusiasts for digiral technology in general and virtual realicy in par-
ticular are fond of a form of nawve scorytelling to convey their vision.
John Tifhn's and Lalita Rajasingham’s In Search of the Classroom (1995)
offers such a parrative, in which Shirley, a high school student, goes
chrough her day wearing her helmet and visiting various impossible
places in vistual realivy. In narratives of pure transparency like this one,
there is eveatually 4 rupeure. If the story goes on long enough, Shirley
is certain o come upon a television, a movie screen, Or even 2 desktop
compurter represented inside the vircual realicy, an acknowledgment
that media are among the objects that make up our world. If the virtual
space reflects our world, then it will also have computers, televisions,
radios, books, newspapers, and so on. Yer there is an irony of self-
reference. If virtual ceality is abouc scepping chrough the medium into
unmediated reality, then why does the virtval world need computers?
Moreover, once we let compurers and other media into the space, what
is to keep them from multiplying so chat the user can consult chem at
any time for any purpose? The question becomes: If we can have com-

puters everywhere, why do we need virtual reality?

-




Ubiquitous computing, ficst developed by Mark Weiser and
others at Xerox PARC (Want et al. 1995), is jusc such a vision— of
virrual reality turned inside out. Whete vircual reality invites the user
to become part of a world beyond mediation, ubiquicous computing
offers the user a world in which everything is a medium, because every-
ching 1s or contains a compucing device. In Classroom 2000, for ex-
ample, at the Georgia Institute of Technology, the mediation of the
educarional environment is frankly acknowledged. Everything the in-
structor says and does is recorded on digital video and made available
for the studencs to examine after class. The scudents themselves have
hand-held computets so that they can record their own notes and ques-
tions, which are synchronized with the classroom discussion. Even che
whiteboards are computer screens chat capture what the instructor
writes, which is later cransmitted to a web site (fig. 13.2).

Enthusiascs for ubiquitous computing envision environments
in which our data files, applications, and preferences follow us automat-
ically from computer to compucer as we move around our workplace.
Devices that are now “dumb,” such as windows, doors, and reftigera-
cors, become “smart,” communicating with us and with one anothes
and anticipating our needs. Indeed, we can see the excesses of ubiqui-
tous computing most clearly in proposals for the “house of che future,”
which is really very much the bouse of the past—a vision of supesauto-
macion of household tasks from the 1950s, but wich the addicion of

microchips everywhere. Ubiquitous computing is an atcempt to reform

Figure 13.2 Classroom 2000: an ex-
peciment in ubiquitous computing

for education. Courtesy of Professoc
Gregory Abowd, GVU Center, Geor-
gia Insticure of Technology. Phoro
by Richard Grusin.
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reality by making technological objects conform to human needs and
wishes: windows that open at bedcime because we like to sleep in the
fresh air, refrigecators chat notify us when we ate low on milk, comput-
ers that download program updates before we ask for them, and so on,
In one sense such a reform would be nothing new because we have al-
ways defined and consttucted technologies to conform to and carry our
our cultural preferences. © p. 59 What is new, perhaps, is the overt
expression of these choices and often the technological overkill in-
volved. This overkill is almost animistic, because by injecting media
into every imaginable device, ubiquitous computing brings these de-
vices to a kind of artificial life. Ubiquitous computing is an extreme
form of hypermediacy.

Systems for ubiquitous computing also carry wich chem the
possibility of total surveillance: the computers track us and each other
as they continually readjust our environment to meet our anticipated
needs. Some enthusiasts also imagine a vast industsy of (often prepos-
tecous) wearable computers: watches, hats, belts, and shoes thac enter-
tain or inform us. Finally, there are the evangelists for “nanomachines,”
microscopic devices placed throughout the environment, even inside
our bodies for medical pusposes. These reformers are all remediators of
reality, who want to rurn our physical world into a place where every-
thing mediates something else.

By the standards of a generation ago, we have alceady achieved
ubiquitous computing. In the 1950s and 1960s, computers were large
and very expensive devices locked in climate-controlled rooms and
tended by a class of specialists. Today, tens of millions of computers are
busy remediating the real. Already thete are wearable devices that will
help us to achieve the immediacy of sex, if we are prepared to turn our
bodies into media. The digical artist David Rokeby (1995) writes: “In
France, a few years ago, I encountered an intriguing device called Le
Flashing. It was a tiny radio transceiver in che shape of a wearable pin
that had a light-emitting diode on the fronc. The device could be set to
transmit and receive on a variety of wavelengths. The wearer selected
personal wavelengths from a range representing a variety of sexual pref-
erences. When two people with corresponding frequencies came within
a few feet of each other, the diodes on each device would begin to flash”
(142). Le Flashing would produce immediacy through hypermediacy,
for the pin is a gimmicky medium chat calls attention to 1tself. (It is
appropriate, too, that hypermediacy is associated hece wich polymot-

phous sexual praccices.) ® p. 84 Nevercheless, the visions of ubiquitous



computing remain utopian and futuristic, which is not to say that they

are free of capitalist impulses. There have been a number of films (such
as Apple’s Knowledge Navigator and Sun’s Starfire) that present equally
utopiaq, cocporate visions of ubiquitous compuring (Ag. 13.3).

Ubiquitous computing reverses vittual reality in another im-
portant way. In reforming realicy, the ubiquicous enthusiasts seem to
want to avoid che shifts of perspective that chacaccerize virtual reality.
The question of che subject does not need to arise, because with ubiqui-
tous computing, we do not have to occupy different points of view.
Instead, we stay puc figuratively and even literally, while the computers
bustle around—opening files, opening windows, switching cameras
and sound systems on and off—to suit our needs. Instead of vircual
reality, ubiquitous computing is genealogically related to the television
and even the Internet. Like celevision and the Web, ubiquitous comput-
ing would be a network of mediating machines that span che world
and eoter into our daily lives. Like television and the Web, ubiquitous
cornputing means the constant monitoring of the quotidian. © p. 204
Ubiquitous comipucing is not satisfied wicth mere monitoring; it wants
to affect what it monitors—hence releoperation. Ubiquitous comput-
ing therefore insists even more aggressively on the reality of media in
our social and physical world. © p. 58

Figure 13.3 )ulie at her cyberdesk:
a scenano in ubiquitous computing
for business from Starfire: A Vision of
Future Computing. Video. © 1997,
Sun Microsystems, Inc. Used by
permission.
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soon as the bandwidth to cthe home can handle full-screen, full-motion
images. Wich the Internec phone setvices, more senses come into play,
as the user makes, retrieves, and modifies calls cthrough a graphical uger
interface. The main claim of improvement, however, is economic: the

Internet phone is cheaper to use for long-distance calls.

WEB CAMERAS

Like ocher digital media, the Web may radically remediate its predeces-
sors while failing to acknowledge them at all. The so-called web cam-
eras only occasionally acknowledge their culcural role as “television
only becter” Apparently frivolous, web cameras are in fact deeply fe-
vealing of che nature of the Web as a remediator. Trained on some cor-
aer of the world—a hamster in a cage, a coffee machine, or the traffic
on an expressway—web cameras take up the monitoring function of
television and video. Broadcast relevision and closed-circuit video still
petform this cultural task boch publicly and privacely. Security cameras
guard the interior and exterior of buildings and private homes, while
we have come to expect that news networks such as CNN will provide
us with a constant video stream for any important natural or human
disascer. © p. 189 Television monitors the commonplace as well as the
disastrous; it both transforms the commonplace into an event (the
Weacher Channel) and makes che disastrous commonplace (wich its
endless coverage of developing tropical storms or forest fices).

Now the Web and related services on che Internet have begun
to supplement and rival broadcast television in this role. Because
stteaming video on the Web is relatively cheap, we can now afford to
monicor quotidian evencs more closely than ever. And, as always, the
Internet can offer its user an intecactivity chac is not available wich con-
vencional broadcast television. At some sites the visitor can even adjust
the camera’s view herself.

In comparison with the viewing of film, the monitoring func-
tion of television is relatively private, since we watch television in our
living room rather than in a public place. ® p. 185 Axn indication of
this difference is the way in which the VCR turas film into television.
Watching a film amid the distractions and conversations of the living
room often becomes an experience of casual monitoring rather than in-
tense viewing. Yet the World Wide Web offers an even more private
experience than television, because the individual browser is often alone
with her machine, and in any case only one person can conduct the

interaction. Web cameras are in some ways better monicors chan televi-
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sion, and indeed there are even web sites that allow the viewer to moni-
tor television shows as they progress. Web cameras are now often in stop
motion, buc full-motion video eventually will put the Web in direct
comnpetition with broadcast and cable television (Reid 1997).

Web cameras would seem to operate undet the logic of transpar-
ency, as each provides an unedited stream of images cthat makes some
part of che physical world transparent to the Internet. Many cameras
are pointed at nature sites such as mouncains and beaches, despite the
fact chat, except for the daily changes in lighcing and seasonal changes
in the weather, there are few changes to monitor. The function of these
nature cametas is to put the viewer in touch wich the exotic or the
remote, a secvice performed by photography and film in the last hun-
dred years. Thus, a series of “sobot cameras” on Maui track the condi-
tions in paradise at sixty-minute intervals (fig. 12.7), while anocher
camera takes the viewer to the perpetually frozen Mawson Station in
Antarctica (fig. 12.8). In 1997, when the Mars Pachfinder became the
first spacecrafc to land on another planet after che widespread deploy-
ment of the Web, the site operated by the Jet Propulsion Laboratory
became the world’s most distant and exotic web camera (fig. 12.9). The
site received millions of “hics” in the first days after the landing, even
chough there was nothing to see but a rocky desert and an undifferenti-

Figure 12.7 The Jumbo Kanaha
Kam: 2 web camera on the island of
Maui. htep://www.maui.net/~bob;
BIGkanaha heml January 24, 1998.
© 1998 readysec.net. Used by
permission.
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Figure 12.8 A web camera from
exop/sfo/mawson/video.heml Janu-
ary 24, 1998 © Commonwealth of
sion. Used by permission.
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ated sky. The only movement was made by the spacecraft’s own aurto-
mated rover, as it raced across the surface of the planet at speeds of less
than two feet per minure raking piccures and measurements of che rocks
and soil. For most of the public, who have no knowledge of geology,
the fascination could only have been with the tealicy of media © p. 58:
the fact thar sciencists had succeeded in putting several cameras on
Mars. Whac the scientists chen asked us to watch—and we responded
enthusiasrically—were these media in operation.

Web cameras reveal again our fascinacion with media. What
other motive can there be for transmicting around che world an endless
stream of images of one’s goldfish? Such a site serves no imaginable
practical or aesthetic purpose; the designer can only be demonstrating
to herself and to us the monitoring function of the Internet. Once agaiq,
tcanspacent immediacy passes into hypermediacy, for if these web cam-
eras make part of the physical world available, they also mediate chat
cornet of the physical world by bringing it into cyberspace. They make
Maui, Antasctica, and Mars nodes on rhe Incernet. Many of these sites
explore che aesthetic of hypermediacy by multiplying the camera im-
ages on one page. They may present several images by the same camera
taken over time; they may build a panorama from che images of several
closely aligned cameras (fig. 12.10); or they may simply presenc unre-
lated images. One site lets the browser make her own web jukebox by

Figure 12.10 A panoramic view by
the Miami Beach Cam. hrepi//video-
monitoring.com January 24, 1998.
© 1997, Erdman Video Systems,
Inc. Used by permission.
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Figuce 12.11 Guinez Pig Televi-
sion. heip://www.olywa. net/
jandrews/beta.hem January 24,
1998. © 1995-1998 Scenic Eastside
Hill/OinkerNet. All rights ceserved.
Used by permission.
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placing any three cameras side by side (fig. 1.6). These techniques make
us conscious of each web camera as a mediating technology. The
“Guinea Pig Television” site goes further in playfully acknowledging
the Web’s remediation of television, because the designer has put the
animals on view inside the graphic frame of a television sec (fig. 12.11).

Maay web cameras are trained on builc environmenrs racher
cthan nacural ones: city squares, highways, college dorms, and doughnut
shops. These sites have their agenda in remediating our social spaces
and in defining their oscillacions between transparency and hypermedi-
acy. We will limit ourselves to onc example: a site from the Netherlands
that purports to be a view of the red-light district in Amsterdam (fig.
12.12). Here che prosticutes puc the shade up when they are available
and pull it down when they are with a customer. As che site monitors
the shade, it enacts the two logics of remediation. When the shade is
up, the window becomes transparent, and the web image expresses
quite literally the viewer’s desire for sexual as well as visual immediacy.
® p. 78 When the shade is down, che viewer can examine only the
window itself and consider what may be going on inside. The image
becomes a tepresentation of the desire for immediacy, which the web
site produces, thwarts, and then reproduces.

THE HETEROGENEITY OF THE WEB
The ultimate ambition of che Web designer seems to be to integrace
and absorb all other media. Even in the cases of respectful remediation,




the user may be left to wonder why she ever needs to return ro the

original medium. When all classic texts finally become available online,
why return to the printed libracy? On the ocher hand, there are eco-
nomic and cultural forces chat work against the designer’s desire to ab-
sorb everything into the Web. Museums in need of physical patrons
may post only a small number of items on their web sices, and the text
may point out that the reproductions on the Web cannoc do justice to
the originals. Many organizations develop web sites whose role is to
complement other media products they own. Newspapers and televi-
sion networks maintain extensive sites, but surely have no plans co dis-
continue their printed papers or televised broadcasts, although they
may start wholly new vencures on the Web (Reid 1997). Inscead, cheir
earlier and newer media poth rival and support each other. CNN'’s web
pages contain audio and video clips from the same feeds available to
cheir television necwork; che front page and the web site of USA Today
are similar in style and content (fig. 1.6 and 1.7); and so on.

The hybrid and inclusive character of the Web does not make
it any easiet for our legal and legislative institutions to control this new
technology; they would prefer to understand the Web by simple anal-
ogy to one earlier medium. The controversy over the censorship of the
World Wide Web in the United Staces has really been a debare over che
appropriate analogy: is che Web a new kind of television, newspaper, or

Figure 12.12 A web camera
trained on two windows in the
red-light discrice of Amsterdam.
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indeed a virtual street corner? Ia striking down the Communicacions
Decency Act in 1997, the Supreme Court decided thac the Internet
deserved the freedom of expression accorded to print rather chan celevi-
sion. American television is censored for sexual content, oscensibly be-
cause it is s0 accessible to children, but in fact because of its assumed
immediacy. In its ruling, the Court was endorsing the unstated assump-
tion that visual media are more immediate than words and that visual
pornography is therefore more threatening than verbal. The justices ac-
cepted che notion chat the Internec is essentially a verbal medium with
some pictures—a characrerization that was only partly true in 1997
and is becoming less accurate as streaming audio and video, Java
applets, and VRML proliferate. If che Internet and the Web remained
as cthey wece in the mid-1990s, then the decision striking down the
Communications Decency Act could have been the last judicial word.
Buc the increasing temediation of television on the Internet will likely
mean a continued debate. It will be interesting to see whether legisla-
tures and courts continue to regard the Internet as a book as it comes
to look more and more like television-—and as television comes to look
more and more like ic. The powerful cultural fotces that fear the imme-
diacy of the image can only become more alarmed. On the other hand,
the Internet is not comforcable with the logic of transparency, and so
pornography on the Internet will always oscillate between visual imme-
diacy and the irony and self-refecentiality of the Amsterdam web
camera.

The cultural expecration that the Web remediate all earlier me-
dia means that the web incerface can never be completely transparent.
The scrategy that dominates on the Web is hypermediacy, attaining the
real by filling each window with widgets and filling the screen with
windows. Hypermediacy is also the predominant strategy of broadcast
television. Insofar as the Web is like celevision, 1t is commitced to mon-
itoring cthe real and the quotidian. Indeed, while television may still
(barely) distinguish between the physical realicy and its mediaced pre-
sentation, the Web is even more aggressive in breaking down thac bar-
rier and insiscing on che reality of mediation ictself. Everyching, from
the snow fields of Antacctica to che desests of Mars, finds its way on co
the Web.
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In March 1997 the editors of Wired magazine, Kevin Kelly and Gary
Wolf, announced in their typical enthusiascic style the deach of che
graphical Web browser, which at the date of publicarion was almost
exactly four years old, and the convergence of electronic media to 2 new
paradigm of “push” technology. With the help of the vocabulary that
we have developed (tvancparency, immediacy, hypesmediacy, and remedia-
tiom), we are now in a posicion to understand che rhetoric of the manifes-
tos and the critiques that surround new media—tche rhetoric, for

example, of the opening paragraphs of the Wired article:*

‘ The Web browser stself is about to croak. And good riddance. In its place
... broader and deeper new interfaces for electronic media arve being
born. ... What they shave are ways to move seamlessly between media

‘ you steer (interactive) and media that steer you (passive). . . . The new
interfaces work with existing media, such as TV, yer they also work on
byperlinked text. But most imporiant, they work on the emerging uni-
verse of networked media that ave spreading across the telecosm. As ev-
erything gets wired. media of all kinds are moving to the decentvalized
matrix known as the Net. While the traditional forms—broadeast,
prinmt—show few signs of vanishing, the Net is being invaded by new

media species.

Wired prefers the logic of hypermediacy to che logic of transpar-
ency. We can see hypermediacy in the page layout of the magazioe, and

*[The excerpts in this chapter are taken from the article “Kill Your Browser” in the March,
1997 number of Wited. The article was written by Kevin Kelly, Gary Wolf. and the other
editors. © 1997-1998 Wired Magazine Group, Inc. All yights reserved. Reprinted by
permission. ]
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revenge of TV. . . . But when the Wall Street Journal trumpeted the
arrival of push media by declaring thar the Internet “has been a medium
in search of a viable business model. Now it has found one: television,”
it got the story almost entively wrong. The new networked media do bor-
row ideas from television, but vhe new media landscape will look nothing
like TV as we know it. And indeed, it will transform TV in the process,

In fact, both Wired and the Wall Street Journal have it partly
right. Convergence is remediation under another name, and the reme-
diation is murtual: the Internet refashions television even as television
refashions che Internet. The Wired editors are right that the business
world wants to understand remediation only in one direction, as the
reforming of the Internet into television. The reason is that the business
world understands television and its mechanisms for the economic con-
trol of its audience. The Internet, at least the World Wide Web, is a
new and potentially unruly medium chat gives its audience more
choices over the content presented. For the readers of che Wal/ Streer
Journal, convergence should restore the previous status quo; it should
channel innovation along economically entrenched and socially familiar
lines. The claim char push technology is radically new should simply
be pact of the marketing strategy. The editors of Wired must claim ¢o
be more savvy than the editors of the Wal/ Street Journal, but their rheco-
ric of cevolution exaggerates the differences between the World Wide
Web, television, and the new, converged form and therefore causes them
to underescimate the power of television to remediate the Web. Not
only will the new media landscape look like television as we know it,
burc television will come to look more and more like new media.

Convergence is the mutual remediation of at least three im-
porrant technologies—telephone, television, and computer—each of
which is 2 hybrid of technical, social, and economic practice and each
of which offers its own path to immediacy. The telephone offers the
immediacy of the voice or the interchange of voices in real cime. Televi-
sion is a point-of-view technology that promises immediacy through
its insistent real-time monitoring of the world. The compurer’s promise
of immediacy comes through the combination of three-dimensional
graphics, automatic (programmed) action, and an interactivity that
television cannot match. As they come togethet, each of these techno-
logies is trying to absorb the others and promote its own vetsion of
immediacy. In our visual culture, promoters of the telephone have per-
haps the least convincing case, but they will argue that convergence is



about auchenticity of communication, about “people talking to people.”
Supporters of the computer rely on its traditional role as an information
processor and suggest that the new, converged technology should focus
on providing morte verbal and visual information at the uset’s request.
For the television supporters, probably the most numerous, the princi-
pal use of che new technology should be to push entertainment, infor-
matjon, and commercials to the willing user.

Yet the double logic of remediation suggests that in our hetero-
geneous culture, no one technology is likely to eliminate the others. In
addition to enhanced celevisions, we will (and already do) have mulci-
media compurters that can present and manipulate video images. We
will have inexpensive computers designed to gec most of their informa-
tion and applications from a necwork. Convergence is often misun-
derstood to mean a single solution, but in fact, as these technologies
appear, they remediate each other in various ways and in various rarios
to produce different devices and practices. Convergence means greater
diversity for digital technologies in our culture. It may always be crue
that, by bringing two or more technologies together, remediation mul-
uplies the possibilities. For the temediation at least spawns one new
technique while leaving che two others available for cultural use. Some-
times the editors of Wired appear to understand the heterogeneity of
new media, but sometimes chey can hardly resist the attraction of the

unified and homogeneous.

The Web is @ wonderful library, but a library nonetheless. On the other
band the new networked media—part instyuctional and part enter-
tainment—are not archival, but immersive. The image to hold in mind
15 an amusement pavk, full of experiences and information coming at you
in many forms, some scripted, some serendipitous. 1t may be intense, it

mary be ambient, but it always assumes you ave available.

The Web is rejected here because it remediates the culcure of
the printed book. Despite their support for the heterogeneity of the
Web, the editors cannot be enchusiastic about a technology that is not
primarily perceptual. The book (and the World Wide Web as book)
cannot compete in immediacy with che experiences offered by visual
media. In the claim that aew media should not be merely archival but
immersive, the chetoric of virtual reality finally enters in, wich its
promise of the immediacy of experience chrough cransparency. But the

edicors’ vision here is mixed, and the immersion thar they seem to have
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had in mind is rather like the immersion experienced by the hackers in
William Gibson's Newromancer. They perceive data in cyberspace synaes-
thetically as lights, shapes, and colors. An amusement park like Disney
World is hypermediated; it offers sensory overload and places side by
side a series of visible remedjations of film and ctelevision. Like televi-
sion and the World Wide Web, che amusement park insists on the real-
ity of media: at Disney World the cartoon characters ace lacger chan life-
size and walk around the park hugging children.

Push media ayrive automatically—on your deskiop, in your email, vig
your pager. You won't choose whether to turn them on, only whether ty
turn them off. And theve will be many incentives not to. . . . Push media
are “always on.” And there are human agents bebind the scenes, working
overtime to keep the content always on target, always on top of things,
always seeking you out.

We recognize here che traditional appeal to the automatic, a
tradition that extends back to photography. Push media function with-
out immediate human intervention, and yet in this vision, at least there
are human agents behind the curtain, manipulacing the images to give
them the appearance of spontaneity and freshness. These human agents
seem co perform a role similar co chat of the traditional photographer,
who composes the scene and chen hands control over to the mechanism.

The promise of push-pull media is to marry the programming experience
of relevision with two key yearnings: navigating information and expe-
rience, and connecting to other people.

The programming experience of television is the experience of
an endless stream of images (refreshed thirty times per second) monitor-
ing the world for the viewer. Navigating informacion and experience is
the hypermediacy of the World Wide Web, in which the uset is con-
stantly remjnded of the interface as she selects and follows the links.
Pinally, the promise of “connecting to ocher people” suggests transpar-
ency—breaking through the medium to achieve human contact. In the
double logic of remediation, the desire for transparent immediacy is
seldom abandoned, even by those most committed co and fascinated
with hypermediacy.

d




I Self




We have now looked ac che process of remediation in a variety of con-
temporary media. In each case we have seen the user or the viewer enter
into a cwofold relationship with the medium. On the one hand, she
secks immediacy of che real in the denial of mediation. On the other,
she seeks that immediacy through the acknowledgment and multipli-
cation of media. In this concluding part, we pursue the reflexive rela-
tionship between user and medium by examining some consequences
of the remediating power of digital media for ous culture’s definitions
of che self.



The Remediated Self
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As so many media critics have recognized, we see ourselves today in and
through our available media. When we look at a traditional photograph
or a perspective painting, we understand ourselves as the reconstituted
station point of the artist or the photographer. When we watch a film
or a television broadcast, we become the changing point of view of che
camera. When we put on the virtual reality helmet, we are the focus of
an elaborate technology for real-time, three-dimensional graphics and
motion tracking. This is not to say that our identity is fully determined
by media, but rather that we employ media as vehicles for defining both
personal and cultural identity. As these media become simultaneously
technical analogs and social expressions of our identity, we become si-
multaneously both the subject and object of contemporaty media. We
are that which the film or television camera is trained on, and at the
same time we are the camera itself. This is not an entirely new phenom-
enon. Older, verbal media coatinue to serve this function of identifica-
tion as well. We continue to define ourselves through characterizarions
in popular written fiction and in news, fashion, and leisure maga-
zines—to idencify with the voices in which those written narratives are
told. New media offer new opportunities for self-definition, for now we
can identify with the vivid graphics and digitized videos of computer
games as well as the swooping perspective of virtual reality systems and
digitally generated film and television logos. We can define ourselves
chrough the converging communication technologies of the telephone
and the Internet.

Whenever our identity is mediated in this way, it is also reme-
diated, because we always understand a particular medium in relation
to other past and present media. When we watch the filmed adaptation
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of a novel, we bring to che film a notion of self appropriate to voiced
prose. When we participate in virtual reality, our digical point of view
is understood as a remediacion of che point of view that we have occy-
pied foc decades in film and television and for centuries in photographs
and paintings. When we run a multimedia program on our desktop
computer, each windowed space (containing prose, static graphics,
audio, or video) offers a diffecent mediation of the subject, and our expe-
rience 1s the remediation of these differences. Because we underscand
media through the ways in which they challenge and reform other me-
dia, we understand our mediated selves as reformed versions of earljer
mediaced selves.

Accordingly, there are two versions of the concemporary medi-
ated self that cotrespond to the two logics of remediacion. When we are
faced with media that operate primarily under the logic of transparent
immediacy (virtual reality and three-dimensional compurer graphics),
we see ourselves as a poinc of view immersed in an apparently seamless
visual environment. In a victual environment, we have the freedom to
alter our selves by altering our point of view and to empathize with
others by occupying their point of view—techniques pioneered in film
and now extended and intensified in digical media. At the same time,
the logic of hypermediacy, expressed in digiral multimedia and nec-
worked environments, suggests a definicion of self whose key quality is
not so much “being immersed” as “being intercelated or connected.”
The hypermediated self is a network of affiliations, which are constantly
shifting. It is the self of newsgroups and email, which may sometimes
threaten to overwhelm the user by their sheer numbers but do not ex-
actly immerse her.

This networked self is constantly making and breaking connec-
tions, declaring allegiances and interests and then renouncing them—
participacing in a video conference while sorting through email ot word
processing at the same time. Ualike the user of virtual reality, who
shuts herself off from physical space by pucting on a head-mounted
display, the networked self may lead simulcaneous lives in cyberspace
and in her physical office. The remediated self is also evident in “virrual
communities” on the Internet, in which individuals stake out and oc-
cupy verbal and visual points of view through texcual and graphic man-
ifestations, but at the same time constitute their collective identicies
as a network of affiliacions among these mediared selves. The virtual
community is the commuruty as both subject and object of the process

of remediation; it remediates the notion of community as defined in




and through such earlier media as telegraph, telephone, radio, and
television.

Bur just as the two logics are alternate strategies for achieving
the same goal of the real or authentic experience, so these two definj-
tons of the self are complementary racher than contradictory.! Both
definitions assume that the auchentic self can be achieved through the
appropriate digical media, which are themselves both transparent and
hypermediated. Just as hypermediacy encompasses and complicates
transparent immediacy, the hypermediated or networked self encom-
passes and multiplies the self of virtual reality. The networked self is
made up both of that self chat is doing che networking and the vatious
selves that are presented on the network.

This remediated self reminds us of che analysis of the “empirical
self” by the American pragmatisc William James, whose moaumencal
Psychology (1890) was written at 2 moment when the emergence and
expansion of telegraph necworks were producing a reconfiguration of
notions of self not unlike that which has accompanied the growth of
the Internet.? For James, this empirical self is “the sum total of all that {a
man} CAN call his” (291), and ¢hat sum has material, social, and spiri-
tual constituents. The macerial self includes (from innermost to outer-
most) the body, clothes, family, and home (292-293). The social self is
described as “the recognition which [a man} gets from his mates,” so
thac “properly speaking, 2 man has as many social selves as there are individ-
uals who recognize him and carry an image of him in their mind” (293—
294). The spiritual self is more elusive, but James variously identifies
it as “the most enduring and intimate part of the self, that which we
most verily seem to be” (296); as “a sort of innermost centre wichin the
circle, of sanctuary within the citadel, constituted by the subjeccive life
as a whole” (297); as “the active element in all consciousness” (297); and
as the “part of the Self [that] is fe/s,” that “which is as fully presenc at any
moment of consciousness in which it 45 present, as in a whole lifetime of
such moments” (298-299).

James’s account of the various aspects of the self is in some ways
remarkably contemporary and has a curious resonance wich the net-
worked self of digital technology. James's spiritual self is like the part
of the networked self that does the networking; it actively makes affili-
ations and associations. This active self works through various media.
As James's self is manifested through clothes, home, and familial and
social relations, the networked self is manifested through che affilia-
tions it makes among digital media. The form cthese affiliations take,

1. Sherry Turkle has explored how
compurers in general and the In-
terner in particular affecc con-
temporary notions of idencity in The
Second Self and, more recently, Life
on the Screen.

2. This period of “electric communi-
cation” is described by Carolyn
Marvin in When 0ld Technologies Were
New.
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and thus che form our networked selves take, is constrained by the for-
mal qualicies of the particular media through which they are expressed.
To say, for example, chat che self is expressed in its email affiliations is
not to say that che self is disembodied but chat it is embodied in 3
particular mediated form (as electronic cext, with a return address, a
user ID, a signature, and so forch). The same is true of all the mediated
expressions of the networked self: the self that participates in a video
conference is embodied as a video and audio image within the available
digital video technologies; che self that surfs the Web is embodied in
its IP address, its web browses, and its plug-ins; and so oa. James’s
account of the self illuminates to a different degree the self that does
the networking or che self of virtual realicy as well. Both of these reme-
diated selves ate felt as the more accive elements of consciousness. And
even the self of virtual reality has its material and social aspects as well,
most obviously in the VR rig that figures even in the fururistic wire of
Strange Days ot in the network of social relations through which one has
access to the VR experience and by means of which one navigates
within a virtual realicy application.

MEDIATION AND THE PRESENCE OF THE SELF

The desire to express one’s self through (artistic) media is a hallmark of
romancicism and long predates the development of digical media. The
philosopher Stanley Cavell (1979) has noted how the desire for self-
expression came out of the desire for the real: “Whac [traditional} paint-
ing wanted, in wanting a connection wich reality, was a sense of present-
ness—not exactly a conviction of the world's presence to us, but of our
presence to it. At some point che unhinging of our consciousness from
the world incerposed our subjectivity between us and our presentness
co the world. Then our subjectivity became what is present to us, indi-
viduality became isotation. The route to conviction in realicy was
through the acknowledgement of che endless presense of self” (22). As
Cavell goes on to point out, the strategy for achieving chis unmediated
relacionship shifted with romanticism from an emphasis on the world
as object (mimesis) to the viewer as subject (expression): “To speak of
our subjectivity as the route back to our conviction in reality is to speak
of romanticism” (22). If che Enlightenment subject was content to
stand and gaze through the window frame, the romancic subjecc wanted
to get closer. And if in curn the romantic was convinced chat ic was the

self’s responsibilicy and was within the self’s power to undertake an




accive search for reality, modernism wenc further in espousing the “end-
less presence of the self” to itself.

In chejr current efforts to achieve sel{-presence, creators of digi-
cal media have adopted boch romantic and modernist scrategies. When
a viewer examines a linear-perspective painting, there remains a critical
visual distance; the window frame separates the subject from the objects
of representation. There are two ways to reduce this distance and so to
heighten the sense of immediacy: either the viewer can pass through
the window into the represented wotld, or the objects of representation
can come up to or even through the window and surround the viewer.
Digital media have experimented with both of these strategies. Vircual
reality adopts the romancicism of the ficst. It allows the viewer to pass
through Alberti’s window in an active search for reality to examine and
in some cases even to manipulate the objects of representation. & p. 21
Alchough chis move may have been implicic in illusionistic painting,
realistic photograpby, film, and television, virtual reality enchusiasts
insist that something new has happened, when the move through Al-
berti’s window becomes explicit and operational.

The second, more modernist strategy has been adopted by
ubiquitous computing and by hypermedia in general: the subject stays
where she is, and instead che objects of represenration come to her co
be appreciated individually. ® p. 212 In hypermedia applications, che
objects press themselves against Alberti’s window and divide it into
numerous panes or frames that compete for che subject’s attention; in
ubiquitous compuring, the applications embody themselves as separate
machines and appliances and ate distributed throughout the environ-
ment. The goal is still immediacy through contact, but now the imme-
diacy is achieved when the user recognizes the multiple and mediated
characrer of the objects before her.

The definition of the subject is similar in either case. In three-
dimensional computer graphics, the subject is defined by cthe perspec-
tives that she occupies in the virtual space. In this respece, she is like
the Enlighcenment subject who was also defined by the station point
thac he took up in front of the canvas or more generally by the verbal
and visual poincs of view that he held in his relacions wich the world.
Bur in her quest for immediacy, the subject in virtual space is not satis-
fied with a single point of view; instead, she seeks ouc the positions of
other participants and objects in that space. She understands herself as

a potentially rapid succession of points of view, as a series of immediate
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3. This psychological economy of re-
mediation, in which the desire for
immediacy cannot be fulfilled by
cransparent media and must there-
fore be supplemenced by
cechnologies of hypermediacy, 1s
analogous to the Lacanian critique
of desire as summarized by Slavoj
Zizek (1993): “Desire is consituced
by ‘symbolic castrarion,’ the original
loss of che thing; che void of chis Joss
is filled out by objet petit 2, che fan-
tasy object; this loss occurs on
account of our being ‘embedded in
the symbolic universe which derails
the ‘natural’ circuit of ouc needs”
(3). The double logic of remediacion
recapitulates this Lacanian psychic
economy.

experiences derived from those points of view. In the same way in hy-
permedia, she is defined as a succession of relationships with various
applications or medja. She oscillates between media—moves from
window to window, from applicacion to application—and her identity
is constituted by those oscillations. In the first case, the subject is as-
sured of her existence by the ability to occupy points of view, while in
the second she is assured by her multiplication and remediation in the
various media or media forms that sucround her.

But why is this second, hypermediated self necessary ac all?
The desire for immediacy would appear to be fulfilled by the trans-
parent cechnologies of seraight photography, live television, and three-
dimensional, immersive computer graphics. Such transparent techno-
logies, however, cannot satisfy that desire because they do not succeed
in fully denying mediacion. Each of them ends up defining itself with
reference to other technologies, so that che viewer never sustains chat
elusive state in which the objects of representation are felt to be fully
present. Our culture cries this frontal assaule on che problem of repre-
sencation with almost every new technology and repeatedly wich the
familiar technologies. When that strategy fails, a contrary strategy
emerges, in which we become fascinated wich the act of mediation
itself.?

When transpatent media fail co satisfy us, opaque (hypermedi-
ated) media become necessary to our experience of ourselves. If immedi-
acy were possible, if the self could become one with the objects of
mediacion, then media would not need to enter into the definition of
self at all. We could then be just subjects in the world. But that utopian
state 1s certainly not available to us today, when media are as much a
part of our world as any other nacural and technical objects. Whenever
we engage ourselves with visual or verbal media, we become aware aot
only of che objects of representation but also of the media chemselves.
Instead of trying to be in the presence of che objects of representation,
we then define immediacy as being in the presence of media. This fasci-
nation with medja works as the sublimation of the initial desire for
immediacy that Cavell idencified as central to the Western tradition:
the desire to be immediately present ro oneself.

THeE REMEDIATION OF THE Bobpy

We have already considered the possibility chat the desire for immedi-
acy, at least as expressed in che visual cechnologies of transparency,
mighe itself be an exclusively male desire. © p. 78 We now need to




consider whecher the self defined by thart desire is also gendered. Femi-
nist cheorist Evelyn Fox Keller and others have argued that the West-
etn, male gaze is abstracted and disembodied; furchermore, many
theotists reject Cartesian dualism with its notion that the self can be
defined in che absence of the body (Keller and Grontkowski 1996;
Stone 1991; Hayles 1993, 1995, Balsamo 1996; Haraway 1991). For
our purposes here, the denial of mediation in transparenc technolog-
ies—the attempt to get past the medium to the unmediated real—
may also reflect the denial or subordination of the body in Western
definitions of che self.

Recent feminist theory has insisted not only on the embodi-
ment or materiality of the self but also on the increasingly complicaced
relationship between che body and technology in contemporary culture.
Donna Haraway’s influential cyborg is the body as remediated by vari-
ous contemporary technologies of tepresentation. Following Haraway,
many others have shown how che body itself funccions as a medium:
through traditional means such as choice of clothing and jewelry, as
well as more radical oues such as cosmetic surgery, bodybuilding, and
body pietcing. Clothing and jewelry treac the body as 2 medium in che
sense that the body becomes the material ground thar carries or bears
expressive decoration; such decoration appears to respect the boundary
between the body and the wotld. However, as Haraway and others re-
mind us, our contemporary culture delights in confusing or breaking
down che boundaries between the body and the world and che body and
technology. In bodybuilding, for example, the body itself is recon-
structed to take on a new shape and identity, and this reconstruction
entails high technology, employing elaborate machines and regimens
of exercise and diet. The reconstructed body may then become the sub-
ject of presentations in popular media, such as film, celevision, and
print advertising. As Anne Balsamo has argued, bodybuilding and its
popular media representations acquire a special culrural charge when
the bodybuilders are women and thus transgress che expectations about
what women'’s bodies should look like (41-55). In cosmetic surgery too,
the body, often a woman’s body, is technologically reconstructed, al-
though not in chis case by the woman herself buc often by a male sur-
geon (56-79). Balsamo shows how surgeons visualize the female body
as an object for cosmetic reconstruction. Traditionally they used
sketches to show the pacient how treatment would improve her appear-
ance; now they are relying on video and even computer graphics. Bal-

samo contends that “new visualization technologies transform che
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marerial body inco a visual medium. In the process the body is fractured
and fragmented so that isolated parts can be examined visually. . . . Ac
the same time, the material body comes to embody the characteristics
of technological images” (56).

In its character as a medium, the body both remediates and is
remediaced. The contemporaty, technologically constructed body re-
calls and rivals earlier cultural versions of the body as a medium. The
body as enhanced or distorted by medical and cosmetic technologies
remediaces che ostensibly less mediated bodies of earlier periods in
Western culcure. At the same time, the depiction of female bodybuild-
ers on television and film, as well as the cosmeric surgeon’s use of
sketches, video, and computer graphics to refashion the body, are ex-
amples of the way in which one medium can be taken into another. The
strategies of both transparent immediacy and hypermediacy are at
work. As Balsamo points out, the remediations of the cosmetic surgeon
often serve to reproduce signs of che cultural ideal of “natural beaucy”
(57ff.). Because prospective patients do not measure up to this ideal,
the surgeon first uses graphics to remediate the patient’s body visually
and then employs the scalpel to bring this body into agreement wich
the visual remediation. It is a short step from the rhetoric of natural
beauty ¢o the thetoric of the real and the immediate. The graphics and
knife allow the surgeon to see and to cut through the patient’s apparent
deformities to a new visual reality that is supposed to be both ideal and
natural. In doing so, the sutgeon therefore realizes the ultimace male
gaze, one that not only appropriates bur also reconstructs. The desire
for sexual as well as visual immediacy has led more than one cosmetic
surgeon to marry a woman he has reconstructed or to reconstruct the
woman he marries. (In Hitchcock’s Versigo, the paradigmatic Holly-
wood film about the desire for immediacy, Judy’s body is remediated
by Scottie as he dictates her clothes and even hair style and color in
order to make her over into Madeleine. Cf. de Lauretis 1984, 153-155.)
® p. 150

Like the remediations of other medical specialties, che remedia-
tions of cosmetic surgery remain problematic. In pursuing the ideal of
natural beauty, surgeons must fragment and isolate parts of the patient’s
body (Balsamo 1996, 56). Although cosmetic surgeons appeal to trans-
parent immediacy, they end up pursuing a strategy of hypermediacy,
which calls attention to the process of mediation. What better example
could we find of the way in which che desire for immediacy passes into
a fascination with the medium? The surgeon is compelled to examine
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with a clinical eye the video monitor or ultimately the patient’s body
as a medium for the least sign of the “unnatural,” and in the course of
this examination the patient is (nvited to become complicit in the male
gaze. (Again in Vertigo, Judy also agrees to become complicit in Scottie’s
gaze, as he searches her appearance for flaws—ways in which she does
not transparencly reproduce Madeleine.)

The situation is rather different for female bodybuilders, who
are in conerol of their own remediations and from the outset adopt 2
strategy of hypermediacy. In making theic bodies hypermuscular, they
cransgress two traditional boundaries: they defy the cultural ideal of
female beauty chat women’s bodies should be soft and feminine and
defy the tacit cultural conviction that women's bodies are weak and frail
in comparison with men's bodies. In challenging both conventions,
they call actention to their bodies as media, as carriers of special culrural
messages. At the same time, the popular magazines and films work
their own remediacion on these bodybuilders, often tacitly or explicicly
criticizing them for their double “cransgression.”

Some performance artists, such as Orlan, Stelarc, and the
transsexual Kate Bornstein, combine the culcural rhetorics of cosmetic
surgery and bodybuilding in an astonishing determination to remediate
their bodies. Orlan turns her cosmetic surgeries into performances,
which she dicects under local anesthetic (Dery 1996, 239-241; cf. Aus-
lander 1997b, 126-140). Her surgeons are guided by digital compos-
ites made from faces of famous paintings. This procedute may or may
not constitute a critique of Western notions of beauty, as Orlan claims,
but it is certainly an act of double remediation, as she seeks to assimilate
her body to the digital image, which is derived from classic paintings.
She is reported to have said that she will stop her work only “when it
is as close as possible to the computer composite” (Dery 1996. 240).
In other words she is measuring her refashioning not against some
“patural” ideal of beauty, but against a highly and ovectly mediated
fepresentation.

Stelarc’s challenge is similar, as he refashions himself into Hara-
way’s cyborg. As Dery (1996) describes it, “His nearly naked body plas-
tered with electrodes and trailing wires, the artist in performance bears
a striking resemblance to a Botg, one of the implacable cyborg villains
in Star Trek: The Next Generation. With his Amplified Body, Laser Eyes,
Third Hand, Automatic Arm, and Video Shadow, he bodies forth the
human-machine hybrid all of us are meraphorically becoming” (154).
Stelarc explicicly sets out to embody McLuhan’s noted assertion that
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media are extensions of the human senses (153—157). As Stelarc himself
puts it, “It is no longer meaningful to see the body as a site for the
psyche or the social but rather as a structure to be monitored and modi-
fied. The body not as a subject but as an object—NOT AS AN OBJECT
OF DESIRE BUT AS AN OBJECT FOR DESIGNING” (cited by Dery 1996,
161). Finally, like Orlan and many other performance artiscs, Stelarc
initiates or fosters elaborate media coverage of his acts of corporeal
remediation.

New media are thus fully involved in the contemporary strug-
gle to define the self as both embodied and mediated by the body. On
the one hand, chey contriburte new strategies of transparency that would
seem to reinforce the dissecting male gaze. In che case of cosmetic sur-
gery, Balsamo (1996) describes the “process by which new imaging
technologies [used by the surgeon] are articulated with traditional and
ideological beliefs about gender—an articulation chat keeps the female
body positioned as a privileged object of a normative gaze” (57). On
the other hand, chrough strategies of hypermediacy, new media refash-
ion the normartive gaze and its implied views of male and female iden-
tity, which is exacely whac Orlan does by remediating her body as a new
media display. Because transparency always passes into hypermediacy,
these same new media can both enact and critique traditional beliefs
abour gender and self. Even virtual reality, which would seem to be the
ultimate cechnology of the male gaze, can also undermine that gaze.
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The Virtual Self
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Cavell (1979) has argued thac for the last two hundred years, we have
been pursuing not only the presence of the world co the self, but also
the presence the self co icself (22). Taking up chis tradition, virtual real-
ity and three-dimensional graphics in general are technologies for
achieving self-presence through a newly mobilized point of view.
© p. 21 This freedom of movement becomes the defining quality of che
virtual self.

Tue FREEDOM OF THE VIRTUAL SELF

A principal cultural attraction of digical visual media is that chey place
point of view under the user’s control, and this concrol can be under-
stood in an operational sense. In a fully interactive graphic application,
the viewer has what mathematicians characterize as six degrees of free-
dom, for there are six different ways in which she can alcer her telation-
ship to her visual surroundings: she can remain in one place and move
her viewing angle up or down, left or right, or side o side, in each case
changing her perspective without changing her location relative to the
objects that she sees (Aig. 16.1). She can also keep her viewing angle
fixed and move her point of view in the three spatial dimensions: up or
down, left or right, focward or back. Film possesses these same degrees
of freedom, although in the Hollywood style, some shifts are less com-
mon than others. What makes interactive computer graphics unique is
that che shifts can now take place at the viewer’s will. Seated at a com-
puter terminal, the viewer can work 2 mouse, keyboard, or joystick to
roll, turan, and travel through graphic space. The whole genre of action
compurer games depends on this kind of navigation, through which the

user occupies, explores, and traverses vircual space. In fully immersive
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Figure 16.1 The chree oricnrational
degrees of {reedom. Created by
Sherry G. Serickland.
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virtual reality, the whole intetface is an expression of this freedom to
move. (On mobility in virtual environments, see Manovich 1995~
1996, 129-134.)

These operational degrees of freedom have metaphorical sig-
nificance for our culcure: they correspond to various atticudes about the
role and value of the individual. By remaining in one place and pivoting
in any of three dimensions, the viewer is changing her field of view
without changing her own sicuatioa. When a digital medium offers us
such changes in orieatation, it is representing for us a kind of situated
viewing, comparing our place to other places that we might possibly
occupy. Situated viewing can be seen as corresponding to cultural rela-
tivism, an epistemological position chat informs much contemporaty
multiculturalism. Meanwhile, che ocher three, translational degrees of
freedom allow the viewer to occupy diffecent scacion points. Translacing
one’s position in space is a mechod of viewing thar also has cultural
significance. For example, since the Renaissance uatil perhaps the past
few decades, Western culture has seen exploration as an unambiguously
positive good: the traveler explores distant lands, the scientisc explores
and reveals the secrets of nature, and so on. Only recencly have some
theorists come to recognize that without situated viewing, such explo-
ration easily becomes a vehicle for exploitation and dominacion of both

nature and indigenous cultures. Nevectheless, the freedom to move



through space has been and is still prized in an era of digital media. It
is no mere coincidence chat many of the enthusiasts for digital media
are also enthusiascic about space exploration, which they often associate
with a conservative and highly individualistic politics. They speak as if
homesceading the asteroids were a possible or even likely scenario.
Outer space becomes for chese enthusiasts (many of chem St Trek fans)
the “final frontier,” just as the New World was a frontier for the Euro-
pean explorers and just as Western science has regarded natuce icself as
a frontier. On che other hand, because the freedom to move cthrough
embodied space or cyberspace can be the freedom to lay claim to physi-
cal and iotellectual cecricory, postmodern and postcolonial writers often
express justifiable suspicion about it.

Nonetheless, chis same freedom can serve a more radical cul-
cural purpose: to enable us to occupy the position, and checefore the
point of view, of people or creatures different from ourselves. To occupy
multiple points of view (serially if not simulcaneously) becomes a new
positive good and perhaps the major freedom that out culture can now
offer. In parc I, we quoted the interface designer and cyberspace enthu-
siast Meredicth Bricken on virtual reality as a medium thar can offer
unmediaced expecience. © p. 22 We can now cite the whole quoration
to see how point-of-view idencification defines the self and gives the
self its contemporary moral imperative:

You can be the mad hatter or you can be the reapor; you can move back and forth
10 the rhythm of @ song. Yosu can be a tiny droplet in the rain or in the river; you
can be what you thought you ought to be all along. You can switch your point
of view to an object or a process or another person’s point of view in rhe other
person’s world.

Assuming multiple perspectives is a powevful capacity; only after young
children ave developmentally ready to underitand that each person sees from
different perspective can they learn to relate to others in an empathetic way.
(Benedikr 1991, 372)

Bricken is not alone in assuming that the path to empathy is
the occupation of another’s point of view. There is nothing new in prais-
ing the value of empathy and a shared point of view. We could trace
this atcitude back at least to the popularization of romancicism in the
nineteenth cencury. Bue if in che nineteench century che verbal or liter-
ary exptession of point of view was as important as the visual, today

virtual reality and computer graphics join with film and television to
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provide an insistencly visual conscruction of point of view, and therefore
a visual construction of empathy. And virtual reality surpasses film and
television in convincing the user of the flexibility and the contingency
of point of view.

In a vircual enviconment, che user learns by moving through a
scene and sampling the available viewpoints. When che environment
contains ouly buildings, rooms, and objects, the viewpoints are simply
coordinates in space, but advocates of virtual reality imagine more elab-
orate scenarios in which several people or virtual animals may share the
space. Examples of learning by occupying an empathetic point of view
may be as predictable as the virtual day care center created by che pro-
grammers at Jaron Lanier’s vircual realicy company in cthe 1980s, in
which the viewer can walk through the design for the proposed build-
ing at che eye level of an adult caregiver or can shrink hetself to see
everything from the perspective of one of the children. These alterna-
tives are meant to ensure that the design will be suitable for both com-
munities of users (Rheingold 1991, 166-168).

Virtual empathy can also be as radical as Lanier’s suggestion
that the user should learn about dinosaurs or even molecules by oc-
cupying their perspectives. Wearing a VR helmet, “You can visit the
world of the dinosaur, then become a Tyrannosaurus. Not only caun you
see DNA, you can experience what it’s like to be a molecule” (Ditlea
1989, 92). For Lanier, the immediacy of vistual reality makes possible
a new kind of empachy. In the Virtual Gorilla environment developed
by the Geotgia Institute of Technology, cthe user assumes the point of
view of an adolescent gorilla at che Atlanta Zoo and mimicks the behav-
ior of that animal in order to negotiate che terricory with an adult male
(fig. 16.2). Through empathy, the uses is supposed to be able to learn
“whact ic is like to be” a gorilla, a dinosaur, or a molecule. Furthermore,
animals and even objects in virtual environments can be programmed
to possess che same six degrees of freedom as the user. Indeed, in vircual
environments that allow for multiple users, any other figure, animal or
object, may also be the avatar of another user.

Emparhy is so highly regatded today as a means of knowing
presumably because empachy is everything thart tradicional, Enlighten-
ment reason was not: immediate, embodied, emotional, and culcurally
determined. It is also a common narrative strategy, almost che only
strategy, in the “dramas”™ on American television and in whole genres
of popular film. In recent years there have been a number of films, such
as Back 1o the Fatnre (1985), Big (1988), and Prelude ro 2 Kiss (1992), in



which one character’s ego occupies another body, in which two charac-

ters exchange bodies, or in which characters move ahead or back in time
and so occupy their own bodies at a different stage of life. These plots
all turn on the notion of empathetic occupation of another point of
view. Virtual reality icself bas been che subject of several recenc films,
and invariably in these films, a character casts his or her mind into the
computer, usually to have it crapped there or to exchange or mesge it
with other minds. ©® p. 163 These virtual reality films rake the process
of empachetic learning dangerously far—dangerous, that is, for the
characters, who may fnd it difficult to get their minds back into cheir
original bodies. Ulrimartely, however, these films reaffirm the culrural
importance of empachy. Furthermore, in both the dangerous and the
apparently benign versions of empathetic learning, the integrity of che
self is always compromised. The borders of the self dissotve, as it occu-
pies the position and experiences the problems faced by other creacures.

In genetal, then, the freedom co be oneself is the freedom to
become someone (or someching) else. Because there is no single, privi-
leged point of view, the self becomes a series of “other” points of view—
the intersection of all the possible points of view that can be taken in a
given space. The space of virtual reality—and insofar as virtual realicy
1s a paradigm, the space of contempotary culture—redefines the ego in
its traditional sense. On the one hand, there is nothing that drives char-

Figure 16.2 A virtual gorilla. Cour-
tesy of Professor Larry Hodges,
GVU Cencer, Georgia Insticute of
Technology.
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acrer or self-definition: no romanric and no Freudian necessity. (There
is, instead, a self akin to William James’s “pure ego” that serves as the
“brand” or “medium” that marks or holds together the various medi-
ated empirical selves that make up the virtual self.) On the other hand,
the virtual self seems to be defined precisely as a series of such empirical
accessories thar che individual puts on, just as she cakes on characteris-
tics in the game of Dungeons and Dragons, where a wizard may have
sixteen charm points and only five strength points, Character is simi-
larly parameterized in virtual reality and in many kinds of compurter
games, as well as in textual and visual MUDs and MOOs. Even “serj-
ous” computer interfaces, such as desktops and web browsers, treat
identicy as a matter of adjusting parameters. When computer interface
designers talk abouc personalizing the intcrface, they mean adjusting
the parameters in order to assimilate the interface o the person who
uses it. The “adapcive interface” attempts to refashion itself automati-
cally over a period of time to suit its user’s tastes and habics. This char-
acterization “by the numbers” would have made lictle culeural sense a
hundred or perhaps even fifty years ago, yet it is how the self is defined
today in digital space, with its six parameterized degrees of freedom.

THE DissoLUuTION OF THE CARTESIAN EGo

Vircual realicy is a powerful expression of the desire for transparent im-
mediacy and an enactment of the traditional male gaze that has been
associated by Mulvey and others with the apparatus of the cinema.
® p. 79 Anne Balsamo (1996) has described virtual reality as a new
staging of the filmic eye:

I most VR programs, a user experiences VR through a disembodied gaze—a
Jloating moving “perspective”——that mimes the movement of a disembodied cam-
era “eye” This is a familiar aspect of what may be called u filmic phenomenology
where the camera simulates the movement of a perspective that rarely includes a
self-referential visnal inspection of the body as the vebicle of that perspective.
(124-125)

Vircual reality offers a remediated definition of the self as a new
kind of camera, for unlike traditional cinema, vircual realicy enables che
viewer to control the placement and duration of each “shot” and thus
to manipulate her own perspective. If in hypertext the reader takes on
some of the characceristics tradicionally assigned to the auchor, in vir-
tual reality che viewer becomes something like a film director, and this
shift of control enables the viewer to explore the virtual space as she



will. The ability to change perspective becomes the way to learn abouc
the space, of, as Balsamo puts ic, in virecual reality the filmic “perspec-
tive” becomes the locus of sense knowledge (125). In fact, perspective
becomes the locus of #// knowledge, because a virtual world is a simula-
crum in which there is nothing to be known apart from the senses: there
is nothing “behind” the images. Because the virtual traveler defines
what she knows as whar she can see and therefore “interact” with,
knowledge is sense perceprion.

Martin Jay (1988) has pointed out that many postmodern theo-
rists have come to regard the eye as the most abscract and abstracting
of the senses. ® p. 24 They associate Cartesian rationality with the Re-
naissance theory of linear perspective: Jay refers to “Castesian perspecti-
valism” in which an “ahistorical, disinterested, disembodied subject”
claims to know the world by gazing at it from afar (10). But this con-
struction can be turned around. Vision can also be construed as involv-
ing the viewer in che world by reducing the abstract co the visible. For
Descartes (as for Plato long before him), sight was ultimately tied to
the body. In his Meditations Descattes considered the possibility that
everything he saw (as well as heard or felr) was che product of an evil
deceiver. To achieve real knowledge, he proposed to withdraw entirely
from che realm of perception and concluded that sense perception itself
was derivative from reason rather than the reverse. “I now kaow that
even bodies are not stricely perceived by the sense or the faculey of
imaginacion but by the iatellect alone, and that this perception derives
not from their being touched or seen bur from their being understood,
and in view of this I know plainly that I can achieve an easier and more
evident perception of my own mind chan of anything else” (“Second
Meditation,” 22). This and other passages indicate Descartes’s profound
ambivalence toward literal and metaphorical vision, as Dalia Judovitz
(1988) has noted (72). After Kant's work, Descartes’s attempt to disem-
body petcepcion had few followers. And in che nineteenth century, as
Jonachan Crary (1990) has pointed out, the investigation of after-
images and other oprical illusions led to an increasing recognition of
the role of the body in the production of visual experience (97-102).

Now, in the late twencieth cencury, no one in the virtual realicy
community can share Descartes’s distrust of che senses. The virtual crav-
eler sees and interacts with bodies, not minds, and she must be inclined
to deny the traditional hierarchy in which we @re minds and merely
have bodies. Marcos Novak (1991), an architect and virtual realicy en-
thusiast, writes:
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The trajectory of Western thought has been one moving from the concrete to the
abstract, from the body to the mind; recent thought, however, has been pressing
upon us the frailty of that Cartesian distinction. The mind is the propesry of the
body, and lives and dies with it. Everywhere we turn we see signs of this recogni-
tion, and cyberspace, in its literal placement of the body in spaces invented by the
mind, is located divectly upon this blurving boundary, this faulr. (227)

Novak’s rhetoric would seem to place virtual reality in the
twentieth-century tradition of anti-Cartesianism that reaches from
James to Wictgenstein, through Ryle and Rorty, to the poststructural-
ists and various postmodernists, all of whom have attacked the dichot-
omy of mind and body, as well as the rigid division of subject and
object. It is hard to find a trend of twentieth-century thought that does
not begin from a tacit or explicit denial of Cartesianism. N. Katherine
Hayles (1993) has explained one important strategy for denial, when
she describes what Bourdieu and many others advocate as “embodied
knowledge”:

To look at thought in this way {as Bourdien does] is to turn Descartes upside
down. The central premise is not that the cogitating mind can be cevtain only of
its ability to be present to itself, but vather thar the body exists in space and time
and through its interaction with the environment defines the paramesers within
which the cogitating mind can arrive at its “certainties” . .. What counts as
knowledge is also raditally revised, for conscious thought becomes as it were the
epiphenomenon  corvesponding to the phenomenal body the body provides.
(160-161)

As Hayles points out, this strategy certainly does turn Des-
cartes upside down. We have only to recall Descartes’s famous rejection
of the body to realize the gulf chac separates him from his postmodern
cricics, who insisc ont the importance of the body for self-knowledge:

[ will now shur my eyes, stop my ears, and withdraw all my senses. I will elimi-
nase from my thonghts all images of bodily things, or vathe, since this is hardly
possible, I will vegard all such images as vacuous, false and worthless. I will
converse with myself and scrutinize myself move degply; and in this way I will
atvempt to achieve, little by little, a move intimate knowledge of myself. (“Third
Meditation,” 24)

If the Cartesian rejection of images were the path to true knowl-
edge, then crue knowledge could certainly not be found in the lenses of



a head-mounted display. As a technology for turning Descartes upside
down, virtual reality’s wandering filmic eye reduces all abstraction to a
series of visual perspectives. Whac it offers in place of causal thinking
is precisely chat faculty of imagination (making images) thar Descartes
disparages. It is true thac virtual reality depends on a mathemartization
of space chat derives from Descartes 2nd from technologies of represen-
tation like linear perspective. Virtual reality does in fact begin with the
assumption that vision, like the self, is disembodied. Nonetheless, the
goal of virtual reality is not rational certainty, but instead the abilicy of
the individual to empathize through imagining. We already nored that
when Jaron Lanier was asked to characterize chis new technology, he
pointed to new possibilities for emotional involvement: experiencing
“what it’s like” to be a dinosaur or even a DNA molecule. For Lanier,
empathetic learning extends not only to other people, but also to ob-
jects or phenomena, so chat even a molecule can be known chrough
empathy racher than through the symbol systems of mathematics and
physics.

Putting Novak, Lanier, and Bricken together, we can appreciate
the notion of self that virtual reality and cybetspace promote. The key
is to experience the world as others do, not to retire from the distrac-
tions of the world to discover oneself as a thinking agent. Instead of
asserting its identity over against the world, che vircual self repeacedly
denies its own identity, its separateness from others and from the wotld.
It does not learn by scientific study in a subject-object telationship,
but by “immersion,” which produces empathy and identification. The
technique of visual immersion distinguishes virtual reality from the
classic transparent medium, linear-pecspective painting. For Alberti, a
painting in linear perspective is a window on to a world of representa-
tion; the viewer remains on one side of the window at a safe, analytical
distaace from the objects of representation. This separation is a key
feature of Jay's Cartesian perspectivalism. In vistual reality, however,
the user is immersed in the image, surrounded by che objects of
reptesentation.'

In all chese ways, virtual reality seems to support the concempo-
rary rejecrion of the Cartesian self, Yet Hayles (1993, 1994, 1995), and
other postmodern and feminist critics temain suspicious. For them, the
proper alternacive to Descartes’s decontexcualized reason is an embod-
ied knowledge that virtual reality cannoc achieve. Virtual realicy threat-
ens co detach the user from her body—as, for example, Bricken seems
to suggest above—and such detachmenc sounds dangerously Cartesian.
Allucquere Rosanne Stone (1991) expresses this concern: “Cyberspace

L. For feminist film theorisc Mary
Ann Dozane (1991), distance is also a
key feature of che male gaze: women
are excluded from spectatorship in
film precisely because chey are de-
nied this cricical discance (20—26).
In chis sense, at least, virtual reality
would not seem ro be a masculinist
technology.
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developers foresee a time when they will be able to forget about the
body. But it is importanc to remember thac victual community origi-
nates in, and must return ¢o, the physical. . . . Forgetting about the
body is an old Cattesian trick” (113). For Simon Penny (1994), “VR
reinforces Carcesian duality by replacing the body with a body image,
a creation of mind (for all ‘objects’ in VR are a product of mind). As
such it is a clear continuation of che rationalist dream of disembodied
mind, part of the long Western tradition of the denial of the body”
(243). Finally, for Balsamo (1996), vircual reality does not simply deny
the body, but rather represses it: “What is of interest to me in my en-
counter with virrual reality is che way thar the repression of the body
is technologically naturalized” (126).

In psychoanalytic terms, what is repressed may reemerge as a
symptom or a sublimation, and in fact a concern for the body does man-
age to reemerge in vircual environments. It is cerrainly true that che
real-time computer graphics of vircual reality is not adequate to give
the user a feeling of complete embodiment. On the other hand, em-
bodiment remains the ultimate goal for some VR specialists, who have
designed body suics thar wil} allow the user to manipulate an image of
her whole body, not merely her hand. There has also been serious work
on “haptic feedback,” so that a joystick or eventually a glove can simu-
late che resistance appropriate to the object that the user is trying to
move in virtual space. Even the current visual systems can be embodied
in the sense that they can be embedded in physical and social contexts:
the virtual reality game arcades involve cheir players in physical action
whenever possible. ©® p. 166 Alchough enthusiasts for virtual reality
sometimes sound, as Bricken does above, as if they wanted to get rid of
the body, nevertheless theirs is still a rhetoric of the senses and the body,
for they do not have an alternarive to offer. Randal Walser makes the
following prediction about cyberspace thac refers essencially co virtual
realicy:

More than any mechanism yet invented, {cyberspace) will change what bumans
perceive themselves to be, at a very fundamental and personal level. In cyberspace,
there is no need to move about in a body like the one you possess in physical reality.
You may feel move comfortable, at first, with a body like your “own” but us you
conduct move of your life and affairs in cyberspace your conditioned notion of a
unique and immutable body will give way to a far move liberated notion of
“body” as something quite disposable and, generally, limited. You will find that
some bodies work best in some situavions while others work best in others. The



ability to vadically and compellingly change one's body-image is bound 16 have a
decp psychological effect, calling into question just whas you consider yourself to
be. (cited by Rbeingold 1991, 191)

Walser is no Cartesian; he is not denying the importance of che
body in defining che self. For him, the importance of the body in defin-
ing the self is precisely che reason thac virtual reality will have its greac
impacc. Vireual ceality will change our notion of self because we will
now be dynamic or unstable bodies. The wandering perspective of vir-
tual reality can define icself only in terms of visible bodies in visible
space. Current virtual reality technology is the self envisioned, not fully
embodied. Although the current technology is therefore open to the
anti-ocularist critique of the phallic gaze, that critique does not show
it to be Cartesian. It seems that any plausible definition of self must
now deny Cartesian detachment and rely exclusively on knowledge ob-
rained in context and through che senses; virtual reality proponents like
Walser share chat defining assumption. Yet perbaps media theorist
Florian Roczer (1995) is right in arguing chac precisely because a sense
of rouch is hatd to integrate into new digital media, it will be regarded
as the privileged sensation: “Wich che audiovisual media, che sense of
touch is becoming privileged, although there have been efforts to incor-
porate it into VR technology. It is not the eyes and the ears, not the
forms, sounds and words, but the collision of bodies . . . that will be-
come the primary indication of reality experience in the age of simula-
tion” (124).

Virtual reality therefore conrains che contradiction that it is
both Cartesian and anci-Cartesian, abstract and sensual, centered and
fragmented, perhaps even simultaneously masculinist and feminist in
oriencation—all because, like other transparent technologies, while
seeking to enact the male gaze, it also leads to a fascination wich che
many viewing and viewed positions made possible by che mediated self
(cf. Stone 1991). The user of virtual reality is constantly aware of the
disctepancies between the vircual scene and the real world, and that
awareness is an important pact of het experience. Because she is aware
chac her body is not adequately represented in the virtual environment,
she begins to explore the limits of the embodiment that the environ-
ment does afford—to manipulace her point of view in order to test what
“feels” cight and what does not. Whecher consciously or pot, che visitor
to a virtual environment is patticipating in the remediation of the

filmic cradition as she manipulates het point of view. What fascinaces
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her about virtual reality is never that it is miscaken for che physical -

world, but precisely that it remediates both herself and ocher media as
it seeks to represent the world. Vircual reality functions for its contem-
porary user as the so-called cinema of attractions did for filmgoers at
the tuen of the century. © p. 155

Vircual reality defines the self through visible bodies, not
through minds, which do not appear in virtual worlds. And we muse
remember that feminist theory recognizes the body as both a medium
and an element in the interplay of concemporary media. ® p. 236 The
interaction of technology and the body today comes not exclusively or
even principally through prostheses or breast implants buc rather
through the ways in which visual and verbal media present the body
and participate in che definition of the self. We have argued throughout
this book that media are as much a part of our contemporary world as
physical objects; indeed they have physical manifestations. Those who
insist that che body plays an undeniable part in che definition of the
contemporary self should be prepared to recognize the mediations of
the body that must also be part of that definition. Transparent tech-
nologies such as vistual reality do not simply repeat but in fact remedi-
ate the Cartesian self. They cannot succeed in denying the body; instead
they can only remediace it.



The Networked Self
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Even in cthe case of virtual reality, which tries to construct a purely
transparent version of che digital self, chere is a constant interplay be-
tween transparency and hypermediacy. © p. 248 In ocher cases, the hy-
permediacy of che digital self is overt and acknowledged—for example,
in multimedia applications in which che user is never allowed to forget
the artifice that she is experiencing. In such cases, the self is expressed
in the very mulciplicity and fragmentation of the windowed style. [n
techno-rock videos and CDs such as the Telecommunications Breakdown,
the fragmented self is reflecced (n the frenetic pace at which the win-
dowed images appear and compete for our attention, and the very
“theme” of the piece is that che unity of our selves is fractured by the
televisual culture in which we live. ® p. 31 In place of the unity and
consiscency that we used to value, the “Electronic Behavior Control Sys-
tem” offers the momentarily unifying experience of watching the piece
unfold. The self of windowed multimedia is the necessary inverse of che
self of virtual reality. If applicacions like virtual reality offer the user
one point of view after another, hypermediated applications like the
“Electronic Behavior Control System” offer the viewer multiple, simul-
taneous points of view that cannot be reconciled. The hypermediated
self is expressed in the tension of these competing viewpoints.’

In addicion to the windowed style of multimedia CD-ROMs,
che hypermediated self is expressed in che many forms of networked
communication on the Internet. Newsgroups and email, MUDs and
chatrooms all operate under the logic of hypermediacy, although until
tecencly they have not supported multimedia ar all, but have been lim-
ited to passing textual messages. They are hypermediated because they
are hypertextual: chey connect users in a web of interrelated textual

1. The hypermediaced self recalls
Kennech Gergen's (1991) saturaced
self: “Emesging technologies
saturace us with the voices of human-
kind—Dborth harmonious and

alien. . . . Social saturation furnishes
us with a mulriplicicy of incoherent
and unrelated languages of cthe

self. For everything we ‘know to be
crue’ about ourselves, other voices
within respond with doubt and even
derision. This fragmentation of
self-conceptions corresponds to a
multiplicity of incoherent and dis-
connected relacionships. These
relationships pall us in mytiad direc-
tions, invicing us to play such a
variety of roles chat the very concept
of an ‘auchentic self” with knowable
characteristics recedes from view.
The fully sacurated self becomes no
self ar all” (6-7). However, writing
almost a decade ago, Gergen’s emerg-
ing technologies are celevision and
radio, not new media.
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elements and compel users to acknowledge the medium as they com-
municate. A sense of presence of oneself co others and of che self to icself
comes not through immediate visual perception, as it does in virtual
reality, but through che feeling of being connected to others through
the Intecnet. The self chat does the connecting s, like the self of virtual
reality, an active one; unlike the self of vircual reality, however, the self
that is connected js defined and in a sense embodied through ies partici-
pation in various media—whether synchronous or asynchronous, visual
or textual, animarted or still. While all of chese applications support the
feeling of connection that distinguishes the networked self from the self
of virtual reality, the real-time applications such as chattooms and
MUDs (or MOOs-—we need not bother with the distinction here) are
more effective.

MUDs AND THE SELF
MUDs and chatrooms seem to serve almost no other cultural function
than the remediation of the self. Alchough computer specialists have
tried for years to exploit them for practical communication (business
conferencing or education), they have remained social environments,
opportunities for (usually) young participants to conduct experiments
in self-definition. A chatroom is a site for real-time dialogue, in which
each user presents herself as a name and a set of typed expressions. A
MUD is verbally more complex, because it consists of a set of texts
describing rooms and objects, while the human participancs themselves
are figured as characters who visit and have conversations in these
rooms. The MUD thus remediates the printed novel or romance (and in
some ways the telegraphic network and telephone party line; cf. Marvin
1988). This remediacion is apparent in the lineage of MUDs, which
developed from the Dungeons and Dragons games played on both
computers and gameboards, which in turn developed from the fan-
tasy novels of J. R. R. Tolkien. Some MUDs are wortld structures
explicitly based on novels, such as one deriving from che fantasy
novels of Anne McCaffrey (hetp://www.yahoo.com/Encectainment/
Science_Fiction__Fantasy__and_Hotror/Organizations/Pern/ January
25, 1998). Othets show their lineage by the ways in which characters
name and style themselves: that is, the characters often act in ways that
suggest the ricualized pseudomedieval world of contemporary fantasy
liceracure.

That MUDs are “real-time” romances is not to say thac they are

sophiscicated novels. In Life on rhe Screen, Sherry Turkle offers examples




such as the following: 2 marciage of two players, Achilles and Win-
terlight, by the priest Tarniwoof in the Gargoyle MUD. For the wed-
ding, Tuckle informs us, Achilles had created “a sacred clearing in
cyberspace, a niche carvec out of rock, with fifty seats intricacely carved
with animal motifs” (195). During the ceremony, which was arcended
by guests signing in from Europe and North America, the follow-

ing, “second-person” narrative appeared on the screen of the groom,
Achilles:

Tarniwoof says, “At the engagement cevemony you gave one another an item
which represents your love, respect and friendship for each other”

Tarniwoof turns to you.

Tarniwoof says, “Achilles, do you bave any veason to give your item back to
Winterlight?”

Winterlight attends your ancwer nervously.

Tarniwoof waits for the groom to answer.

You would not give up ber gift for anything.

Tarniwoof smiles happily.

Winterlight smiles at you.

Tarniwoof turns to the beautiful bride.

Tarniwoof says, “Winterlight, is there any doubt in your heart about what your
item vepresents?”

Winterlight looks straightly to Tarniwoof.

Winterlight would never return the thousand paper stars of Achilles.
Tarniwoof says, “Do you promise to take Silver Shimmering Winterlight as your
mudly wedded wife, in sickness and in health, through timeouts and updates, for
richer or poorer, until linkdeath do you part?”

You say, “1 do.”

Winterlight smiles bappily at you. (Tyrkle 1995, 195-196)

This excerpt (from a transcript that continues for twelve pages)
shows how immediacy can be pursued through the acknowledgment of
the medium and the gente? It is important to remember chat the
people engaged in chis ceremony funccion only through their textual
mediations. The solemnity presumably reflects the emotional serious-
ness of the participants, and yec it is a solemnity that is consciously
literary. The text—and all each participant ever experiences is a text on
his or her screen—is saturated with an awareness of conternporary
fantasy-romance. The speech of Tarniwoof at the end would seem co
endanger the illusion of immediacy wich ics references to MUDs, time-

2. Such contemporary weddings in
MUD:s bave a remarkable paralle] in
the nineteenth century. Carolyn Mar-
vin (1988) describes several
examples of such ceremonies con-
ducted by telegraph, including one
in 1876 in which guests “attended”
ar telegraphic offices all along the
line from Arizona ro San Diego

(94-953).
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outs, and links, and yet to Tarniwoof’s apparently inappropriate puns,
Achilles says, “I do,” and Winterlight smiles. Instead of challenging
the auchenticicy of the experience, their collective acceptance of the me-
dium reafficms the experience. The participants seem to have no trouble
explicicly admitcing that chey are communicating through a computer
network and implicitly acknowledging chat they are inhabiting a fan-
tasy. Neither level of mediation seems to interfere wich che immediacy
that chey desire. Traditional MUDs attempt to achieve immmediacy
through prose, just as anthors are populatly believed to do in traditional
printed novels. In MUDs the participants are quite clear abouc their
own mediated status: by inserting themselves into a narracive, they are
mediating themselves. In her book, whose subtitle is Identity in the Age
of the Internet, Turkle (1995) offers numerous examples of the textual
construction of identity in necworked environments. The MUD partici-
pants she interviews ate often young men and women who have diffi-
culty establishing relationships in the real world, all of whom accept
the mediated environment of the MUD as a site for authentic experi-
ence. Many regard their experiences in MUDs as more emotionally sat-
isfying than their lives in the physical world.

Tt may be obvious why sex in chatrooms and MUD:s is so com-
mon, or at least why it is so widely advertised and discussed, for these
texcually mediated encounterts offer adventure within safe limirs. But
it is also worth noting that such sex is an excreme form of remediation.
At least since the nineteenth century, sex has been represented in both
visual and texcual media (and also in music) as perfect immediacy. Sex-
ual encounters in MUDs and chatrooms offer che challenge of achieving
immediacy chrough first acknowledging and then trying to erase the
medium. MUD sex is a chance to rewrite che pornographic novel, with
the object of desire providing his ot her own responses.

Tt is the desire for immediacy thar makes such encounters con-
croversial. In an infamous case in a MUD called LamdaMOO, one char-
acter forced others to perform sexual acts: that is, he programmed the
MUD so that che prose descriptions of these characters’ actions were no
longer under their control, and they were described as having sex. These
descriptions appeared on the screens of the characters themselves and
anyone else in the room ac che time. In the debate that followed, the
question arose whether one could be raped in cyberspace (Dibbel 1996).
In fact a rape occurred in exactly the same sense that rapes occur in
films or novels: rape in a MUD can mean only chac the participants
became unwilling rather than willing remediators of the pornographic



novel. The victims, however, experienced the rape as a serious and real
violation of self precisely because cheir selves were constructed and
maincained through the text that now betrayed them. A somewhat dif-
ferent violation in cyberspace was casried out by a male psychiatrist
who posed in a chatroom as a disabled and disfigured woman (Tuckle
1995, 228-229). His female persona apparently escablished friendly
and sexual relationships with a numbert of other women, who then felt
betrayed when they discovered che “crue” identicy of cheir companion.
What was betrayed was the women’s sense of the immediacy of their
experience wich the characcer that the psychiatrist had created, an im-
mediacy chat had emerged chrough and because of the hypermediacy of
the Internet. When the psychiatrisc’s identity was revealed, his women
correspondencs were reminded of the layers of textual and eleccronic
mediation thar they had once acknowledged and then needed co forget.?

These encounters (wedding, rape, sex, and sexual deceir) all tes-
tify to the strength of che desire for immediacy in textual virtual envi-
ronments. In these cases, the desire is not for the immediacy of the
world, as it is manifested in linear-perspective painting and photogra-
phy, in which objects of representation are supposed to become imme-
diacely available to the viewer. The desire is instead for che self: for
oneself to be present to others or indeed co itself. This desite for the
immediate self can be sublimated and can reemerge as a fascination
with cthe intricacies of programming and inhabiting the MUD. Some
participants that Turkle interviewed spent forty hours a week in a
MUD; some of them built elaborate programming constructs. Tutkle
(1995) repotts, for example, that “in the MUD universe, Kasha built a
private planet whose construction took many weeks of programming.
On the planec, Kasha built 2 mansion with flowers in every room. As a
special gift to Robert, Kasha designed the most beautiful of chese rooms
as their bedroom” (206). Programming the MUD is an exercise in hy-
permediacy that a programmer like Kasha hoped would chen lead o
the sentimental immediacy of an eleccronic relationship with Robett.
This construction of the self through a medium is nothing new. The
complainc was, after all, leveled against the romance in the eighteenth
century (e.g., Rousseau’s concroversial Nowwvelle Héloise) chat it encour-
aged an artificial and yet dangerously immediate conseruction of the
self among its young readers. From this historical perspective too,
MUDs and chatrooms not only mediate but also remediate che con-
scruction of che self. The MUD is regarded as better than the romance

or fantasy novel because the participants can insert themselves inco the

3. Marvin (1988) describes similar
violations of trust conducted
through the relegraphic necwork of
the late nineteench century——for ex-
ample, a confidence man who
married a widow by wire, had her
wire $3,000 co him, and then dis-
appeared (93).
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text as it develops. The self in the MUD can chen claim to be morte
auchentic than its counterparr, the self in the princed novel.

Can this digital, textual self maincain its claim to authenticity
against che claims of the self expressed visually in virtval reality? The
MUDs and chatrooms of the 1980s and early 1990s were exclusively
rextual and therefore remediated in the first inscance the novel and the
leccer. Chatrooms may also remediarte telephone conversations, but they
suffer from the fact that the spoken voice on the phone has a more obvi-
ous claim to immediacy than the typed word. As che cransmission of
video, animated graphics, and audio over the Internet is improving,
these textual applications are threatened. There may soon be chatrooms
in which participants can indeed converse as they do on the telephone,
and there are already visual MUDs, such as the Palace (hetp://www.
thepalace.com January 15, 1998) (cf. Johnson 1997). In the Palace, each
character is represented by a graphic icon and by typed conversations
appearing in a balloon over the character’s head (fig. 17.1). This applica-
tion remediates che comic book, vet even this ptimitive visual remedia-
tion already alters the terms on which immediacy can be pursued.
Sexual partners in the Palace can give each other someching to look at,
and in fact they often choose to represent themselves as small, sceteo-
typed images of glamour girls or beach boys. Other visual MUDs may
remediate cinema and television more effectively, by offering animated
figures or even video images of the participants themselves. These per-
ceptual applications seem certain to reduce the appeal of purely textual
MUDs and chacrooms. In an earlier age, the novel or the biography
may indeed have been regarded as the most compelling vehicle for the
expression of the self, but in our visual culcure today, it seems unlikely
that any textual represencation of the self can hold out long against the

remediations of a rival, visual technology.

GENDER TROUBLE IN MUDs

If verbal and visual MUDs remediace the self, what happens to the cate-
gory of gender? Many researchers and participants have remarked on
the gendered (and gender-biased) character of MUDs and chatrooms
(Turkle 1995, 210-232). These environments evolved in the 1980s and
early 1990s when the Internet was populated more exclusively by male
participants than it ts today. The few women who did participate in
early MUDs reported that the males were aggressive or at least aggres-
sively attentive to anyone wich a female name or characcer description.
Educational theorist and MUD developer Amy Bruckman (1996) notes



areyoureally a

The Palace

Figure 17.1 Identity and gender in
the Palace. {z0p) “Are you really a
woman?” (bottom) “Yes.” © 1998,
The Palace Inc. Used with
permission.
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that “male characters often expect sexual favors in return for cechnical
assiscance {given to female characters). A male characcer once requested
a kiss from me after answering a question. A gift always incurs an obli-
gation” (444~445). In this way a cradicional gender identity is simply
reinscribed in a new networked environment. In other ways, however,
gender is not only reinscribed buc refashioned, as it is measured againsc
constructions of gender in other verbal and visual cechnologies.

In a sexual encounter in a MUD, the primary appeal comes
through the verbal description of the visual. The parcicipants usually
begin by describing their appearance and continue with a visual ac-
count of their actions. If MUD sex is the remediation of the (predom-
inantly male and heterosexual) pornographic novel, it is also the
remediation in prose of the male gaze as expressed in film and of the
attendent desite for transparent immediacy. ® p. 78 But immediacy
always passes into hypermediacy, and che simple male gaze—if it was
ever simple even in film——is certainly complicated by our culture’s fas-
cination with the operation and texcure of digital cechnologies. In par-
cicular, textual MUDs are complicated by our culrure’s difficuley
construing text as a transparent medium. What undermines the male
gaze in a textual MUD is that one can never be sure of che gender of
one’s partner. Participants can change their persona (names and descrip-
cions) easily, and there can be no visual mackers of embodied gender in
textual environments.

Just as feminist theorists such as Judich Butler and Monique
Wittig have sought to complicate the notion of gender for their readers,
MUDs complicate chat notion for their players. Gender for Butler is
always a pecformance rather than an essential qualicy. Because one’s
identity is assembled through che staging of various gendered attri-
buces, body habits, clothes, and so on, an individual can fluccuace be-
tween male and female identities, just as @ MUD player can change
avatars with a few keystrokes, MUDs thus give some feminist cheoreti-
cal claims an operational significance. In a MUD, there is always the
possibility that any relationship, from a casual conversation to some
form of verbally mediated sex, is founded on such a gender confusion.
This confusion consticutes the best example of che hypermediacy of
MUD:s, because it threatens the most culturally charged expression of
the desire for immediacy. It is in such encounters that the user may care
most strongly about the power and the limicacions of the medium icself.

We may also wonder whether visual MUDs might facilicate che
male gaze more straightforwardly than textual MUDs do. Yet this



seems unlikely, because the visual MUDs provide cheir own forms of
spoofing and gender swapping. In the Palace, for example, one can
switch between male and female avatars in a matcer of seconds. Even
when the MUDs may have stceaming video, so that players can “be
themselves,” ic seems likely that players will also have the ability o
refashion their own video images in ways that confuse ot confound
markers of gender. Players do this already in the Palace: they frequently
create images that confuse or ignore gender, and some spend huge
amounts of time programming and decorating their various personas.
Players are so fascinated with the operational character of the Palace as
a medium that they are simply not concerned to give a fajithful or con-
sistent representation of themselves. The hypermediacy of the digital
self, never fully and finally repressed, seems to thrive in visual MUDs.
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We close with two brief observations. The first concerns the endless
crescendo of enthusiasm and expectations with which Wescern culture
is greeting digital media. Each month seems to bring new evidence of
the voracity with which new media are refashioning che established me-
dia and reinventing themselves in the quest for immediacy. Each new
Hollywood blockbuster gives computer graphics artists and program-
mers cthe opportunity co claim that they are getting closer to transparc-
ency. More remarkable are those pageants of mediation and remediation
thact emerge as part of current events, such as elections, trials, and the
deaths of famous people. In disseminaring information abour such
evens, the Incernet is quickly caking shape as an established news me-
dium alongside television, radio, and the press. The Internet is also now
a full participant in the process of incorporating the media into the
event itself.

The 1996 presidential and congressional contest was the first
election covered widely and deeply on che Wotld Wide Web. Partisan
and nonpartisan web sites provided information throughout the cam-
paign. On the evening of the election, news sices such as CNN In-
teractive were offering continuous streams of results from each
congressional districe. Their promise was chat the viewer could bypass
the television coverage, which while rapid was still cigidly linear, and
gee closer to the election itself. On television the viewer had to wait
until the necworks got around to displaying the results in her state or
districr; on the Net, the viewer could pass directly to particular elec-
tions that incerested het. Furthermore, she could supposedly view the
same elecrion tallies on which the networks themselves made rheir pro-



jections, thus bypassing the middleman. The assumed immediacy of
broadcast television was exposed as faulcy, in that television could not
be interactive and respond to the needs of each viewer. Unfortunately,
the CNN Inreractive web site was jammed with so many hits that most
users could not get chrough ac all. For these users, television was scill a
more efficient system for delivering information. Yet even chis jam-
ming was taken as evidence of the future of news delivery on the Web:
ic indicated chat users clearly wanced an Internec-based news service.

When, in the summer of 1997, the Mars Surveyor spacecraft
landed safely and released its Rover to photograph the surface, che Jet
Propulsion Laboratory web sice received millions of hits and became
wantalizingly inaccessible. © p. 205 Even more cleacly than in the case
of the 1996 election, the Mars landing was a mediaced event in which
media constitured che subject, The slow movement of the Rover, a spe-
cial camera on wheels, was che only thing that was happening at che
rocky desert landing sice. The story was that this medium could icself
provide an authenric and exciting viewing experience. Moreover, the
photographs could now be tefashioned into a web site, in addition co
the customary presentations on television and in the print media. In
covering the mission, each news medium made its own claim to imme-
diacy, while both critiquing and emulating the coverage provided by
the others.

Within two months, the Mars landing was eclipsed by che
death of Princess Diana, an event chat brought the murual remediations
among on-the-air and online media to a level of frenzy unprecedented
in recent media hiscory. The reality of media was demonstrated in a
gruesome fashion, when the paparazzi pursued Diana’s car and were
blamed as at least the indirect cause of che accident. The story chat the
photographers may acrually have interfered wich those trying to help
the victims showed again that media can iotrude in the “real” world,
with serious or facal results. Even if it was not fully accurace, the story
became an instant culcural obsession. The photographers, after all,
seemed to be crying to achieve the ultimate immediacy by phorto-
graphing death itself. Who can listen to the story of Diana without
recalling Barches's analysis of the immediacy of photography? ® p. 110
We may also think of Antonioni’s Blow-#p and of the computer game
Myst chat remediates che fatal stillness of Antonioni’s films. © p. 97
The picture of death taken by Antonioni’s photographer was anything
but transparent and immediate: each successive blow-up moved the im-

age furcher along the scale toward hypermediacy. Bur in the case of



Diana’s death, the phocograph instantly took on such white-hot imme-
diacy that it could not be published at all, although an apparent digical
take was made available briefly on che Intemet and then removed. In
that all the media joined the paparazzi in their pursuit of the irmnmedi-
acy of Diana’s death, few could fail to see the irony that the press, tele-
vision, and the Internec were condemning the photographers while
themselves providing absutdly inquisitive and detailed coverage of a
private tragedy. Yet even that irony was absorbed into the media cover-
age. The media even critiqued themselves as complicit in the death of
Diana for having fed the public curiosity that led che paparazzi to pur-
sue her in the first place. The news media thus expressed a fascination
with media that they simultaneously condemned as morsbid.
Meanwhile, television and the web were as always each promot-
ing its own definicion of immediacy: television chrough live coverage
that went on for days and the Internet through web casting and che

“participatory democracy” of the newsgroups, in which contriburors
could conduct their own grieviog dialogue. Sometimes the emphasis in
the television broadcasts passed from the live coverage to che authentic-
ity of the emotional experience: the size of the crowds, its outpouring
of grief, and so on. From there it was an easy move to hypermediacy.
That movement became apparent, for example, in the broadcasts by
CBS News. Because the funeral itself occurred for American audiences
in the midd!le of the night, CBS decided to run a videotape of the whole
ceremony later in the morning. At that time, however, the procession
was still carrying Diana’s body o its final resting place. The producers
of the broadcasc chus faced che problem of providing two image streams
to their viewers. They decided not co switch the entire screen from one
scene to the other, as they would undoubtedly have done five or ten
years before. Instead, they periodically shrank the videotaped funeral to
a window on the screen and slid in a second window carrying a shot of
the concinuing procession. The two windows would appear overlapping
for some seconds or minutes. Above the one was the rubric “videotape”
and above che ocher “live”—as if the live “shot” were any less mediated
than the videotape. The producers chose che hypermediated windowed
style, even though or perhaps because they wanted to elicic in their
viewers feelings of auchenticity and deep emotion. Because the two im-
ages (one videocaped and one live) were both available to the producers,
both demanded their place on the screen. This ctowding together of
images, the insistence that everything that cechnology can present must
be presented at one time—this is the logic of hypermediacy.
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We can hardly imagine a better example of hypermediacy’s
claim o authencticity of experience. And yet other and perhaps better
examples (both of hypermediacy and remediacion) will no doubr appear,
as each new event cops the previous ones in che excicemenc or the andac-
ity of its claims to immediacy.

THE FUTURE OF REMEDJATION

Our second observation concerns our culcure’s insistence on the newness
of new media. It is not surprising that enthusiasts should continue to
make che claim of novelty, for they have inherited from modernism the
assumption that a medium must be new in order to be significant. As
Cavell (1979) has remarked, the task of the modern arcist was always
“one of creating not a new instance of his art, but a new medium in it”
(104). In digical media today, as in modern arc in the first half of the
century, the medium must pretend to be utterly new in order to pro-
mote its claim of immediacy. It must constitute jtself as a medium chat
(finally) provides the unmediated experience that all previous media
sought, buc failed to achieve. This is why each innovation on the Wotld
Wide Web must be represented by its promoters as a revolution.
Streaming audio, streaming video, Java, VRML—each of these cannot
merely improve what the Web offered before but must “reinvent” the
Web. As we have shown, whac is in fact new is che particular way in
which each innovation rearranges and reconstitutes the meaning of ear-
lier elemencs. What is new about new media is thetefore also old and
familiar: that they promise the new by remediating what has gone
before.

The film Srrange Days, with which we began our study, is not
really a prediction about the fucure, but a description of our culture’s
current fascination with both transparent and hypermediated technol-
ogies of representation. Throughout this book, we too have tried to
describe the present moment and to resist the urge, so tempting when
writing about new media, to make predictions. We surely cannot pre-
dicc how digital media will work their particular remediations in the
coming years and decades. Today, virtual reality refashions film; the
World Wide Web refashions television and everything else. However,
as they develop, these technologies may change the focus of their reme-
diations. Other digital hardware and software may be invented and de-
ployed against the same targets (particularly celevision and film) or
perhaps against others. OQur one ptediction is that any future media will
also define their cultural meaning with reference to established technol-



ogies. They will isolate some features of those technologies (point of
view, motion, interactivity, and so on) and refashion them to make a
claim of greater immediacy.

The true novelty would be 2 new medium thac did not refer for
its meaning to other media at all. For our culture, such mediation with-

out remediation seems to be impossible.
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Glossary

augmented reality  Any of a variety of computer systems thac combines views of the
physical world with compucer-generated graphics. Wearing special glasses or a
headset, che user can see the physical world, but addicional graphical or texcual
informacion provided by che computer is also displayed on her eyepieces. The resalt
is a hypermediated visual space.

camera lucide A device that uses lenses or mirrors to enable an artist to create a
perspective drawing of what he sees. Similar in purpose to the older camera obscura.

camera obscura  Any of a variety of devices from a box to an entire room, dating from
the Renaissance to the nineteenth century: sunlight is focused through a pinhole or
lens in one side or wall of the camera obscura and projected on che opposite side or
wall. The viewet would see the projected image upside down in a linear perspective.
The camera obscura becomes the modern photographic camera by placing photo-
graphic film at the focal point.

cyberspace A term coined by cyberpunk novelist William Gibson to describe a fu-
ture combination of networking and three-dimensional visualizacion. For Gibson,
cyberspace encompasses all the compucers and digitized data in che world. The term
1s now invoked broadly to describe any computerized medium, including the In-
cecnet, vircual reality, or even CD-ROM.

digital photography  The practice of altering, combining, and refashioning conven-
tional photographic images by compuater graphics techniques.

graphical user interface (GUIY  The current scandard for interacting with a personal
computer, in which the user views and manipulates text and images in windows on
the screen. Files, directories, cornmands, and applications are represented by icons
or menu items. The GUI works under the logic of hypermediacy.

html (Hypertext Markup Language) The system of tags thar control the appearance
and behavior of text and images on World Wide Web pages.

bybrids  Media produced by heteragenous necworks, such as computer graphics,
digical photography, or the World Wide Web.

hypermedia  Computer applications that present multiple media (text, graphics, an-
imation, video) using a hypertextual organization. Operates under the logic of
hypermediacy.

hypermediacy A style of visual representation whose goal is to remind the viewer of
the medium. One of the two strategies of remediation; the other is (transparent)
immediacy.

hypestext A mechod of organizing and presenting text in the compurer. Textual
unics of various sizes are presenced to the reader in an order chac is determined, at
least in part, by electronic links chac cthe reader chooses to follow. Hypertext is the
remediation of the printed book.

icon A small graphic used in a graphical user incerface to represent files, directories,
programs, and resources. Icons are part of the windowed style, which is an expression
of hypermediacy.

immediacy (or transparent immediacy) A style of visual representation whose goal is
to make che viewer forget che presence of the medium (canvas, photographic film,



cinema, and so on) and believe that be is in the presence of che objects of representa-
tion. One of che two strategies of remediation; the other is hypermediacy.

Java A programming language used to create special applications chac ate down-
loaded from che World Wide Web and run inside a brower. Java enables the Web to
go beyond its remediation of graphic design and refashion multimedia or compurer
programming in general.

linear perspective A form of machematical projection through which chree-
dimensional objects are represenced on a two-dimeosional surface. A key feature in
the style of transparenc immediacy pursued by wescern painting from che Renais-
sance until the late nineteench cencury.

media  Plural of medium.

mediym  The formal, social, and material necwork of practices chac generates a logic
by which additional instances are repeated or remediated, such as photography, itm,
or television,

MOO A kind of MUD. Scands for MUD, object-oriented.

MUD  Molciuser dungeon. A programming system through which computer users
in different physical locations can commuaicate in the same networked, vircual
space. The background text of the MUD describes a world with rooms or other
physical spaces. Users become chatacters in this world and participate in the creation
of a collective narrative.

networks A technical term to characterize the hardware and software chat allow
computers to exchange electronic informarion. We consider networks never to be
purely technical bur always to be made up of heterogeneous alliances and atfiliations
drawn from a variecy of elements, including science, nature, langnage, media, soci-
ety, caleure, economics, and/or aestherics.

photorealism  Computer photorealism is the practice of making computer graphic
images resemble photographs; manual phororealism is 2 movement in contemporary
art in which photographs serve as che basis of highly realistic paincings. Both of
these photorealisms operate under che logic of transparent immediacy.

rvemediation  Defined by Paul Levenson as che “anthropotropic” process by which
new medja technologies improve upon or remedy prior technolagies. We define the
teem differently, using it to mean the formal logic by which new media refashion
prior media forms. Along with immediacy and hypermediacy, remediation is one of
the chree traits of our genealogy of new media.

repurposing A term used in the entercainment incustry to describe the practice of
adapting a “property” for a number of different media venues, for example, Disney’s
creacion of a soundtrack, a Broadway musical, a Sacurday morcning cartoon, and a
complete line of children’s products from The Lion King.

streaming andio/videy  An Internet technology rhat delivers a continuous audio or
video signal to che user’s camputer. Screaming permics the Incernec and che World
Wide Web to compete with and to refashion conventional radio and celevision.

ubiguitous computing  ‘The use of eleccronic devices to refashion a physical environ-
menc, such as the classcoom or the home. The devices are distributed throughouc
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chis environment and communicate with each ocher and wich che user. Ubiquitous
compuring is in the spirit of hypermediacy and is cthe opposite of virrual realicy.

virtual veality  Any of a variety of systems that immerse che user in computer-
generated graphics. Wearing special glasses or a headset, the user sees ooly what the
compurter draws on the eyepieces. Virtual realicy operates under che logic of trans-
parent immeidacy and is the opposite of ubiquitous computing.

VRML Vircual Reality Modeling Language. A code for describing three-
dimensional objects and views to be displayed to the user in her World Wide Web
browser.

webcam A (usually stationary) video camera trained on some indoor or ourdoor
scene, whose image is automatically digitized, insested into a web page, and made
available over the World Wide Web. Because the image is updated at regular incer-
vals (ranging from a few seconds to a few hours), a2 webcam seems to appropriate oc
rival the liveness of broadcast television.

web site An interconnected sec of pages thac consticute a coherent offering for the
World Wide Web.

World Wide Web A service on the Internet. The Web consists of hundreds of thou-
sands of web sites and can remediate any of a variety of earlier media.
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CNN [nteractive (web site), 9, 209,
267-268
CNIN News, 10, 189191, 204. See
also Television
Collage, 38-39, 41, 155
digital phorography as, 107
Command-line interface, 32. Se¢ alvo
Computer interface; Graphical

user incerface

Communications Decency Act, 210
Computer
as medium, 66
Computer arc. See Digital arc and Elec-
tronic art
Computer games, 55, 81, 88-103
and pornography, 99-101
remediace cinema, 47, 96-99
Computer (digital) graphics, 11, 26—
28, 106-107. See also Disney,
Walc; Photorealism
and animated film, 48, 147-150
and augmented reality, 216
and computer games, 94
hypermediacy of, 34
in live-action film, 153-155
and movement from immediacy to
hypermediacy, 128-129
popularity of, 23
ray-traced image, 124
reality of, 58
cemediaces painting, 69, 115—
119
remeadiates photography, 105,
129-130
and che self, 232, 235, 243, 245,
252
Computer interface, 29, 42. See also
Graphical user interface
and PACMAN, 91
Coney Island, 169, 178
postcards of, 14, 170
Convergence, 185, 220-226. See also
Push
economic aspects of, 222-223
Cooper, Alice, 42
Cosmetic surgery, 237-239
Coccen, Bob, 31
Cottingly fairy photographs, 106—
107, 128
Crary, Jonatban, 25, 37, 249
Cyberspace, 62, 74, 76, 168—183. See
also Internec; Virtual realicy
and definicion of the self, 166,
232, 251-254
nerworked computer games as,
103
in Newvwmancer, 181, 226
as a nooplace, 179
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Cyberspace (cont.)
remediates earlier media, 162
rhecoric of, 54
and sexual transgressions,
260-261
theology of, 180-183, 222

Daguecce, Louis Jacques Mandé, 70,
72
Dawkins, Richard, 144
Degrees of freedom, 243-246
de Laurecis, Teresa, 82
Derrida, Jacques, 53n, 56
Of Grammatology, 30n
Dery, Mark, 239-240
Descartes, René
critique of, 250-254
dualism, 237, 252
and the ego or self, 248-254
Meditations, 248
and perspectivalism, 24
Desktop incertace. See Graphical user
incerface
Desktop metaphor. See Graphical user
incerface
Diana, Princess, 268—269
Digical act, 132-145
and aurtomaticity, 139-140
fanrasy and allegory in, 135-139
Digiral compositing
in film, 23, 48. 154
in celevision, 188
Digital graphics. See Compurer
graphics
Digital phorography, 104-112, See
also Phorography
and the desite for immediacy,
110-112
as hybrid, 28,7
and movement (rom immediacy to
hypermediacy, 128
and photographic truth, 106-110
Diotama, 37
Disclosure, 166
Disney, Walt, 169173
Disneyland, 170-174
Disney World, 170, 173, 177-178,
226

Doom (computer game), 29, 42, 55,
93
as deskrop virtual cealicy, 48
as inceracrive film, 47
as social space, 202—103
Dotan, Uri
Hummingbird, 134-135
Dragon’s Lair (arcade game), 94
Duchamps, Marcel
The Bride, 134
Dungeons and Dragons (game), 248,
258
Diirer, Albreche, 24
and gendered gaze, 78-79, 83—
84
Unterweysung der Messung, 79
Ducch are
hypetmediacy of, 36
Ducch paincers
as remediacors, 45
DVD (Digical Video Disk or Digital
Versatile Disk) See CD-ROM

Eastman, George, 70

Edgerton, Samuel, 24n

Edison, Thomas Alva, 174

Ekphrasis, 49

Electronic art, 143—145. See a/so Digi-
tal art

Eleccronic mail. See Email

Email, 197

Embodiment. See Body

Emergency Broadcast Necwork (rock
music group), 53-54

Telecommaunications Breakdown, 42—

43, 46, 257

Empathy, 245-246

Encasta (CD-ROM Encyclopedia by
Microsoft), 46

Encyclopedias, 46, 202-203

Englebacc, Douglas, 31

Erasure (of mediacion), 25, 27-28, 37,
45, 54, 74, 101

ESPN (television sports necwork),
191

Estes, Richard, 120

Expanded Books (software by Voyager
Company), 46



Fairy Tale: A True Story, 106, 128
Fantasia, 171
Fantastic voyage, 214
Fancasy
in aigical arg, 135-139
Feminist theory
on gender, 264
and che mediation of the body, 77,
237-240
Film, 146-158. See also Animaced
film; Inceractive film
Benjamin on, 74-75
cinema of atcracrions, 81, 155—
158, 174, 254
experimental or avant—garde,
154
and gendered gaze, 78—83
reality of, 58
celationship to television,

185-187

remediaced by computer games,
96-99

remediates digital technology, 48,
149

as remediacor of earlier rechnolo-
gles, 67, 69

on virtual reality, 247

Film noir, 97

Filcers (in compucer graphics},
141-142

Fisher, Philip, 58-59

Flaneur, 174

Flight simulation (computer games),
9-11, 102

Flitterman-Lewis, Sandy, 186187

Fox (television network), 191

Foucault, Michel, 21a, 37

Frankenstein (Alm), 136

Frankfurt School, 78

French Quarter (New Otleans), 177

Feeud, Sigmund, 81n

Fried, Michael, 54n, 58, 58n

Fry, Tony, 57n

Fucurises, 54, 74

Gabriel, Peter
Xplora 1, 42
Gamman, Lorraine, 84
Gargoyle MUD, 259. See also MUD

Gender. See also Body; Gendered gaze;
Self
and MUDs, 262-265
and remediation, 78—84
Gendered gaze, 78—84, 236-240,
253-254, 264-265
Georgia Inscitute of Technology, 4,
163164, 217, 246-247
Gergen, Kennech
The Saturated Self, 257n
Gibson, William
Neuromancer, 166, 175, 181, 226
Goings, Ralph, 120-123
Still Life with Creamer, 122-123,
125
Goldberg, Ken
Telegarden, 144
Goodman, Nelson
Languages of Ars, 300, 112
Graham, Billy, 171, 173
Graphical browser, 221
Graphical user interface (GUI), 31—
22,35,47
and compurer games, 90
and desire for immediacy, 23
influence on television, 40
remediated by augmented reality,
216
Graphic design, 39
and the World Wide Web,
197-200
Greenaway, Peter
The Pillvw Book, 155
Prospeyo’s Books, 159
Greenberg, Clement, 38, 38n, 39, 54,
54n, 58, 98n
Greene, Graham, 98
Groliet’s Electronic Encyclopedia, 46
Grontkowski, Christine, 79
Grossberg, Larry, 194
Guinea Pig Television (web camera
sice), 208
Gunaoing, Tom, 30, 81, 155-157,
174. See also Film, cinema of
accraccions
Gueenberg, Johannes, 68—69
GVU (Graphics, Visualization, and
Usability) Cencer, Georgia [n-
stitute of Technology, 4
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Just What Is 1t That Makes Today's
Homes So Different, So Appeal-
ing?, 38-39
Haptic feedback, 252
Haraway, Donna, 182
notion of cyborg, 77, 237
Harpold, Terry, 101
Hart, Michael, 201
Hayles, N. Kartherine, 250-252
Heatt of Darkness, 201
Hegel, G. W. .
concept of sublation, 55n
Heim, Michael, 182
Hine, Lewis, 70
Hitchcock, Alfred
and cinema of atcraccions, 157
narrative scyle remediated in The
Last Express, 98
Vertigo, 49, 80, 82, 97, 150-153,
165, 238-239
Hodges, Larry, 4
a0d Vircval Gorilla, 247
experimenc in virtual acrophobia,

163-166

Hollywood style, 150-153, 155-156.

See also Film
Holtzman, Steven, 49
Homosexualicy
as hypermediacy, 84
Hotwired web site, 8
Huhcamo, Eckki, 42, 157
Hybrids
Lacour’s concept of, 57-38, 67
in media, 58-59, 61, 72, 209,
222,224
Hypermedia, 31, 39, 53-54
Hypercext, 33, 4344, 248

Idencity. See Self
Imax, 157
Immersion, 162, 251
[mpressionism, 125
Interactive film, 47, 94-99. See also
Film; Myst
Inceraccivity, 28-29, 33, 162, 199,
243
and immediacy, 81
and the Inceraec, 204

Intecface designers, 248
Incecaet, 48, 180, 189-190 197,
200-201, 203, 267. See also
Cybecspace; World Wide Web
and convergence, 223
as culcural, political, economic
force, 76, 182
and death of Diana, 269
and democracy, 60, 74
and freedom of expression, 210
monitoring function of, 223
phone service on, 204
remediates ana is remediated by
television, 224
remediates the ctelegraph, 197
and ubiquitous compucing, 222
and virtual communicy, 232, 258
and web cameras, 205-207
Irigary, Luce, 79
Ivins, William
On the Rationalization of Sight, 24n

James, William, 233-234, 248
Jameson, Fredric, 56-57
Java (programming language), 210
Jay, Martin, 24, 24n, 30n, 79, 249,
251
Jeffords, Susan
Seeing Through the Media, 189
Jet Propuision Laboratory, 205-206,
268. See also Mars Pathfinder
Johnny Mnemonic, 166
Johnston, Lisa
Sarzelight, 134, 136
Joyce, Michael, 43
Judovicz, Dalia, 249
Jumbo Kanzha Kam (web camera),
205
Jurassic Park (f)m}, 154
Jurassic Park (novel), 46

Kay, Alan, 31
Keller, Evelyn Fox, 79, 237
Kellner, Douglas

Media Crulture, 67
Kelly, Kevin

“Kill Your Browser,” 221-226
Kiss (rock music group), 42
Kowinski, William, 175



Lacan, Jacques, 81n, 83, 2360
LambdaMOO (interactive environ-
ment), 260
Lanham, Richard, 38-39, 41
Lanier, Jaron, 22, 246, 251
Lasy Express, The (computer garme),
98-99
Lacour, Bruno, 24n, 57-58, 62, 67
Science in Action, 58n
We Have Never Been Modern, 58n
Lawnmower Man, 166
Le Flashing, 218
Levinson, Paul
The Svft Edge, 59n
Library of Congress, 201202
Lin, John
phorocealistic graphic of Chartres,
12
Linear perspective, 11, 24-25
and Cartesian rationalicy, 248
claim to be natural, 30, 72
in computer graphics, 26, 125
and gendered gaze, 78-79, 84
and immersion, 251
in painting, 30, 34, 73, 235, 251,
261
and che self, 235
and transparent immediacy, 24-25
Live-action film, 153—155. See also
Film
Liveness. See also Television
and death of Diana, 269
and rock music, 9, 42
and World Wide Web, 197
Los Angeles
as mediated space, 174
Lost World, The, 154, 157
Lowell, Robert
Vanishing Point, 133~134
Lumigre brocliers, 174
The Arrival of a Train at the La Cio-
tat Station, 155
Luna Park, 169
electrocucion of Topsy at, 174
Lynx (compucer program), 198

McCaffrey, Anne, 258
Machover, Tod
Brain Opera, 144

McLuhan, Marshall, 185-187,
239-240
Undersianding Media, 45,76~78
Mahogany Hall
computer graphic of, 119,
126-128
Male gaze. See Gendered gaze
Mall of America, 175-176
Malle, Louis
Pretty Baby, 128
Marinectti, Filippo Tommaso, 54, 74
Marquez, Gabriel Garcia, 107
Mars Pachfinder (space mission), 180,
205-207, 215, 268
Marvin, Carolyn
When Old Technologies Were New,
233n, 259n, 261n
Mawson Scation (web camera in Ant-
arcrica), 205-206
Medium
defined through remediation,
65-68
Metsu, Gabriel, 36-37
Metz, Christian, 30n, 82
Meyer, Pedro, 139
Emotional Crisis, 107-108
Mona Lisa in the Wax Museun:,
108-109
Truths and Fictions, 107-110
Miami B=ach Cam, 207
Microsoft, 58
Micchel!, William J., 26, 31, 106
Mitchell, W. J. T., 30n, 39n, 45
Modernism, 38, 58, 235
and self-expression in art, 121
Modernist art
and digical art, 134
and che logic of hypermediacy, 38,
41, 54
and rovelcy, 270
and reality of media, 58
Mona Lisa
remediated in digiral photogra-
phy, 108-109
Mondo 2000 (magazine), 31, 39
MOO. See MUD
MTV, 53-54, 152-153
MUD
and definicion of che self, 258-262
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MUD (conc.)
and gender, 262-265
remediates earliec communications
technologies, 258
as social space, 102-103
cextual and visual, 248
Mulvey, Laura, 80-82, 150, 248
Myst (compater game), 55, 102, 152
as allegory, 94-96, 136, 144
and death of Diana, 268
as deskrop vircual realicy, 48
as interactive film, 47, 94-98
and ctansparent immediacy, 42
view of island in, 29, 95

Nanomachines, 218
Nass, Clifford
The Media Equation, 58n
Natural Born Killers, 6
Netscape, 58, 198
New Times Square, 166—-167,
173-174

Niepce, Joseph Nicéphore, 27, 72
Nintendo Game Boy, 90
Nonplaces, 175-180
Nordling, Chris

Verwash6.9, 134, 137
Novak, Marcos, 180-181, 249, 251

0ld Yeller, 173
Oliver, Richard, 31
Olympics, 192
Omnjmax, 157
Orlan, 239-240

PACMAN (video game), 90-92
Painting. See also Linear perspective
in lineaz perspective, 73
Palace, 262-263, 265. See alss MUD
Panofsky, Erwin
Perspective as Symbolic Form, 24
Panorama, 162
Penny, Simon, 32, 252
Performance arc
and che remediation of the body,
239-240
Phenakistoscope, 37
Photography. See afso Digital
photogeaphy

automaticity of, 27, 33

and death of Diana, 268-269

and desire for immediacy, L10—
112, 261

immediacy of, 30, 38, 268

as perfection of linear perspecrive,
25

and photorealism, 28, 120-124

reality of, 58, 126

social scatus of, 70, 72

Photomontage, 38-39, 155
Photorealism, 133

in computert (digital) graphics, 28,
55, 105-106, 114-130

in live—acdion film, 154

manual, 120-124

and movemeat from immediacy to
hypermediacy, 128-129

Photorealistic Piper Seneca I, 10. See

also flight simulator

Pinocchio, 173

Point of view
and computer games, 97
and compucer graphics, 245-246
and empathy, 247
and film, 97, 245-246
mulciplicity of, 245
and celevision, 5, 245-246
verbal or licerary, 245
and vircual reality, 162, 245-246,
253-254
visual, 245-246
Pong (arcade and video game),
90-91
Popper, Karl, 181
Pornography
and computer games, 99-102
and MUDs, 260-261, 264
Postmodernism
and media, 56-57
Poststruccuralist theory
and med:a, 56-58
Prelude to the Kiss, 246247
Prograrming, 27, 33
Project Gutenberg, 200201
Push (media techaology), 61, 221,
223-226

Quake (computer game), 93, 102



Rabinowitz, Lauren
Seeing Through the Media, 189
Rajasingham, Lalita
In Scavch of the Vistual Classroom,
216
Rape
in cvberspace, 260261
depicted in Strange Days, 166
Reality of media, 5859, 117-118,
179, 191-194, 219, 222,
268-269
Redolfi, Michael
Liguid Cities, 144
Reeves, Byron
The Media Equation, 58n
Reputposing, 45, 49-50, 68,
171-172
Residents, The
Freak Show, 42—43
Rheingold, Howard, 22, 24, 29, 74
Richeer, Tobias
Atlantis, My Love, 137
Riven (computer game), 29, 55, 98.
See also Myst
Robinson, Henry Peach, 70
Rack music
experience of, 71-72
and hypermediacy, 42-43, 53
liveness of, 9, 42
and remediacion, 46
Rock music productions, 71
Rogge, Jan-Uwe, 194
Rokeby. David, 42, 218
Rétzer, Florian, 253
Rousseau, Jean Jacques
Nonvelle Héloise, 261

Saenredam, Pieter, 11
S. Bavo i1 Haarlem, 11
Sander, August, 70
Schwarz, Vanessa, 81
Self. See also Subject
and the body, 236-240
Descartes on, 248-254
and film cechnology, 248-249
and gender, 262-265
hypermediated or networked,
232-234, 236, 256265

as mediated through various cech-
nologies, 231
modernist view of, 235
in princed novel, 262
romantic view of, 234
anmediared, 236
vircual, 166, 231-232, 234, 242—
254, 257-258
William James on, 233-234
Sex
as remediacion, 260
Shaw, Jeffrey
‘The Legible City, 144~145
Shopping mall, 174-177
Siechen, Todd
Kodak Film, 129
Simulacram, 55. See a/so Baudrillacd
Smith, Alvy Ray, 119
Snotw White, 171
Social consceuction
and hypermediacy, 73
Social decerminism. See wfso Williams,
Raymond
as counterpart to cechnological de-
terminism, 77
Sorkin, Michael, 175, 177
Space exploration, 245
Space Invaders (arcade game), 93
Spielberg, Steven, 157
Squire, Joseph
Urban Diary, 7
Stafford, Barbara, 35-36
Star Trek Borg: The Interactive Movie,
98-99
Stay Trek fans, 245
Star Trek: The Next Generation, 239
Sceadman, Philip, 115-118
Sceeplechase Park, 169
Scelarc, 145, 239-240
Stereoscope, 37-38, 100
and feeling of immersion, 162
Stickland, Sherry G.
ray-traced compucer graphic
image, 124
Stone, Allucquére Rosanne, 182,
251~252
Stone, Oliver
Natural Born Killers, 154~155
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270
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reality, 22
and cybecspace, 181
and firsc—pesson point of view, 97,
150
and gendered gaze, 82
the wire in, 3, 24, 54, 181, 234
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and gendered gazc, 80
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hagen), 177
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Enlightenment view of, 234—
235
Subjeccive camera, 150, 165-166
Sun (compurer corporation)
Starfive, 219

Tagg, John
Burden of Representation, 109-110
Talbot, William Henry Fox, 30, 69,
72,120
The Pencil of Natue, 27, 38
TBS (celevision nerwork), 190-191
‘Technological detecminism, 75-738,
187. Se¢ also McLuhan, Mac-
shall; Williams, Raymond
Teleoperatars, 214
Telepresence, 213-216. See also Ubiq-
uicous compucing
medical, 214
microsurgical robot application,
215
Television, 48, 184-194, 267-269
commercials, 192—194
and deach of Diana, 269
as hybrid, 67
and hypermediacy, 93, 210
and liveness, 26n, 81, 187—-188,
191
monitoring function of, 47, 93,
188, 194, 226
news, 189-192
and poinc of view, 5
relationship to film, 185-187
remediated by The Legible City.
144

remediated by new media, 3
remediates and is remediaced by
the Internecr, 224
Terminaror 2, 153
Theme parks, 34, 169-180. See also
Disney, Walc
This is Cinerama, 157
Thomas, Chris
The Many Brains of Media, 138
Tiffin, John
In Search of the Virtual Classyoom,
216
Tolkien, J. R. R., 258
The Lord of the Rings, 94
Tomas, David, 181
Too Much s Not Enough (computer
arcade), 166-167
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USA Today (web site), 41, 209
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Vermeer, Jan, 37
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ated, 115-119
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Hitchcock
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and desire for immediacy, 80, 82,
238-239
Video, 57, 186. See also Television
Video arcade. See Arcade games
Video games, 89-94, 102, Sec #/50
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games
as repurposed celevision, 91
Virrual acropbobia, 163—~166
Virrual commupicy, 232
Viccoal Gorilla, 246-247
Victual museums, 201, 209
Virtval realicy, 27-28, 48, 77, 145,
149, 160-167
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realism of, 119
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and the self, 166, 232, 234-235,
240, 242-254, 257-258
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Weston, Edward, 11, 70
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White, Mimi, 192
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“Kill Your Browser,” 221-226
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Remediation
Understanding New Media
Jay David Bolter and Richard Grusin

Media cricics remain captivaced by che modernist myth
of the new: they assume thac digical technologies such
as the World Wide Web, vircual reality, and computer
graphics must divorce themselves from earlier media for
a new ser of acstheric and culwural principles. In chis
richly illuscraced study, Jay David Boleer and Richard

a@
=

Grusin offer a cheory of mediacion for our digital a
that challenges chis assumption. They argue chat new
visual media achieve cheir culoural significance precisely
by paying homage to, rivaling, and refashioning such
earlier media as perspective pair.ting, photography, film,
and television. They call rhis process of refashioning
“remediation,” and they note that earlier media have also
refashioned one another: photography remediated paint-
ing, ilm remediated stage produccion and photography,

and celevision remediated (ilm, vaudeville, and radio.

In chapters devoted to individual media or genres (such
as computer games, digital photography, vircual reality,

film, and celevision), Boleer and Grusin illuscrate the

process of yemediation and irs cwo principal seyles or

strategies: rransparent immediacy and hypermediacy.
Each of these scrategies has a long and complicaced
history. A painting by che seventeenth-cencury arcist
Picter Saenredam, a phatograph by Edward Weston, and
a computer system for vircual realicy are all atrempes to
achieve transparent immediacy by ignoring or denying
the presence of the medium. A medieval illuminaced
manuscript, an early twentiech-cenctury photomontage,
and roday’s bucroned and windowed multimedia applica-

a (ascinacion wich

cions are instances of hypermediacy

the medium itself. Although these two scrategics appear
contradiceory, they are in fact the two necessary halves of

remediation.

Jay David Boleer is Wesley Professor of New Media
Studies, and Richard Grusin is Professor and Chair, boch
in the School of Licerature, Communication, and Cultute

at Georgia Institute of Technology.

“The auchors do a splendid job of showing preciscly how
technologies like compurter games, digital photography,
film, television, the Web, and virtual reality all rurn on
the mutually conscructive strategies of generating
immediacy and making users hyperawarc of the media
themsclves. In che final seccion—afer a discussion on the
theory of remediacion and a careful examination of dif-
ferent media——che auchors lay ouc a provocative ctheory
of contemporary selfhood, one thac draws on and modi-
fies current notions of the ‘vircual' and ‘necworked’
human subjece. Clearly written and not overly technical,
this book will inceresc general readers, students, and
scholars engaged with current trends in technology.”

—M. Uebel, Chiie

The MIT Press
Massachusetts Institute of Teclknology
Cambridge, Massachusetts 02142

http://mitpress.mit.edu
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