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INTRODUCTION.
THE POSTMEDIA LIFE OFFILM

AGNESPETH®

Ever since the centenary of cinema there have iméense discussions in
the fields of film studies and film criticism abotlte imminent demise of
the cinematic medium, endless articles champiottiegspirit of genuine
cinephilia have proclaimed the death of classigama and mourned the
end of an era, while new currents in media studigsoduced such
buzzwords into the discussions as “remediation¥y (David Bolter and
Richard Grusif), “media convergence” (Henry Jenkipsor “post-media
aesthetics” (Lev Manovidh By the turn of the millennium, the whole
“ecosystem” of media has been radically alteredugh processes of
hybridization and media convergence. Some theaigts claim that now
that the term “medium” has triumphed in the discuss around
contemporary art and culture, the actual media fiedves have already
“deceased,” as digitized imagery absorbs all mediech become in this
way, perhaps not actually dead, but at least “uditlegedia, that is mere
“phantoms of their former self’Accordingly, within the last few decades
we could witness a sustained re-evaluation andhewitable re-definition
of the term “medium” from several perspectives imedfort to reconcile
this paradoxical duality consisting in the currediversification of
technical media on the one hand, and the unifyiffigce of digitization
(i.e. the general blurring of traditional media hdaries), on the other.
Cinema and photography going through the transifiom analogue to

! See: Grusin, RichardRemediation. Understanding New MedZambridge, MA:
The MIT Press, 1999.

2 See: Jenkins, Henrgonvergence Culture. Where Old and New Media Gallid
New York and London: NYU Press, 2006.

3 See: http://lwww.alice.id.tue.nl/references/manovich-2@@5 (last accessed:
15.01.2012).

4 See Sven Lutticken’s article: Undead Medifterimage2004. Vol. 31: 12-13.



2 Introduction: The Post Media Life of Film

digital became théforefathers” of new media hybrids and the main
testing grounds for the new theories of mediality.

However, amidst all the hype around the proliferatof new visual
technologies, around the synergy of media percieptiter the new digital
platforms, and amidst discussions of the ensuisgatlition of medium
specificities, the art historian and theorist Rm&hlKrauss has recently
declared that she considers the “post-medium conditto be “a
monstrousmyth,” and argued in her latest books for the necesdity o
analyses that can “reclaim the specific from thaddaing embrace of the
general” and concentrate on revealing the creaisee of “new technical
supports.?

The essays gathered in this volume are publishettisncontext, as
outlined above with these few keywords and ideasprtext in which
“post-medium” is still a fairly general term deptay over a very volatile
terrain where previously established notions aréngbecontinuously
uprooted and earlier theories swept away. What ectsrthese writings is
therefore not a cohesive system of thought butrtbee fact that they have
all been written under the tacit assumption thatgloper response to this
“monstrous myth” (if we can accept it at all as existing fallacy of a
certain type of over-generalizing approach to ocoperary media
phenomena) is a more thorough examination of dpetiftances that
occur in the post-media age, and that the “ecosystd contemporary
moving images can be understood not as a unifigithtienvironment that
nullifies differences, but as a thriving and highlgiversified,
“multisensory milieu® that poses ever new challenges both for the
consumer/producer and the theorist.

5 Rosalind Krauss, Jacques Ranciére, Jean-Luc NamwyManovich are only
some of the names among the art and media theoriptslosophers concentrating
on examples from film and photography in addressingial issues of the “post-
medium condition.”

% Rosalind KraussPerpetual InventoryCambridge, MA and London: The MIT
Press, 2010: xiv. See also her latest voludreder Blue CupCambridge, MA and
London: The MIT Press, 2011.

" See her influential article, Reinventing the Medi(Critical Inquiry, Winter,
1999. Vol. 25, No. 2: 305). This idea in this wayreehow counterpoints her much
debated dismissive stance towards what she saw hes “mesthetic
meaninglessness” resulting from the “the abandonroérthe specific medium”
that “spells the death of serious art” (s€erpetual InventoryCambridge, MA
and London: The MIT Press, 2010: xiii).

8 | use this expression not necessarily restrictec treference to the ideas of
Jacques Ranciere who re-fashioned the old ternrmefifum” to be understood as
a “sensory milieu,” but in a more general sensé alaws several interpretations.
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Moving images have entered the once exclusivealtries, but they
have also moved into the streets and into our eegriife as a domesticated
medium at everybody’'s reach. Can we say therefbed tinema is
gradually becoming an “incredible shrinking meditinas David N.
Rodowick suggests (ifthe Virtual Life of Film 2007), disappearing into
the archives and film museums, or — on the contrazgn it be considered
as the ultimate, chameleon-like inter-medium tteat continually shift its
shape, “moving from a sculptural to a painterly ined”® or nowadays
amid the fashionable CGI and motion capture teareigcombining both
the “sculptural” and the “painterly” in 3D cinem&bnsequently, should
we speak more ofn all pervasive “cinematic experience” insteadaof
cinematic medium? What really happens to film orite traditional
medium has shape-shifted into various digital formasd once its
traditional locations, institutions and usages Haeen uprooted? What are
the most importanhew genres in post-media moving pictures? Is it the
web video, is it 3D cinema, is it the computer gatingt operates with
moving image narratives, is it the new “vernaculdatabase, the DVD, or
the good old television adjusted to all these nenm&? How does
theatrical cinema itself adapt to or reflect onsth@ew image forms and
technologies? What are the most influential thosigh&t have surfaced in
the discussions of a cinematic post-medium comnditidhese are only
some of the major questions that can be asked dihout or, to use a
more general term, about the moving image - inpmst-media age, and
which these essays try to cover reflecting on sofrtee possible subjects
of analysis within this field.

The majority of the essays published in this volumage been written
following the vivid discussions hosted by the intional film and media
studies conference “Film in the Post-Media Age"tttaok place on the
22" and 2% of October 2010, in Cluj-Napoca, Romania, at thpiéntia
Hungarian University of Transylvania, the Departineh Photography,
Film and Media. Some of the articles were also tafthilly solicited by
the editor for the purpose of expanding the rangehe topics and
viewpoints covered by the collection. The volunsslias authors a series
of young researchers working on their PhD thesesli@ady on post-
doctoral projects alongside prominent scholarshi field of film and
media studies.

(See the latest presentation of Ranciére’s thoughtghis in his essaywhat
Medium can Mearpublished irParrhesia2011, No.11: 35-43.)

® Rodowick in an interview to the Harvard Universipzette
(http://lwww.news.harvard.edu/gazette/2005/02. 104iywick.html,

last accessed: 15.01.2012).
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The book has been structured to cover what we eatejve as three
main areas of research connected to “the post-migdieof film:” 1)
challenges faced by the moving images through ttedircation from the
traditional cinema theatre into new private andligubnvironments (and
into a fusion of both via the Internet), throughemsive processes of all
kinds of re-mediations taking place, as well astlgh the major changes
in the haptic and spatial perception of the imapesmselves that occurred
before and after the digital age; 2) the theorktiseestigation and in-
depth analyses of feature films that reflect onttheasition of (analogue)
cinema into the (digital) post-media age, and onewia's ways of
adapting to the newly instituted forms of moving ages; 3) the
examination of the convergence of old narrative gistdial conventions
with an emerging digital aesthetics traceable pidsl post-media “hosts”
of moving images like DVDs, TV shows or video games

In this way, Part Onemages Moving into the Post-Media Age: Re-
Location, Re-MediationRe-Configuration,comprises articles that deal
with the problems connected to the new contextthefdisplay and re-
mediation of moving images, the new genres thandegake shape in the
digital environment, and the media forms and foemtiat have re-
configured the way we can perceive moving imagesbiwithe last few
decades. Yvonne Spielmann’s theoretical esstoyw does Difference
Matter? Dialogue and Reflexivity in the Flow of Reliations has been
written on the premise that among present creginaetices that cross
media borders and expand cinematic concepts of deahppatial
representation intwirtual and interactive spaces, two important cidte
stand out: one is the crossover of different caltand media elements in
dialogical contexts; the other is the interactidmifferent views, attitudes
and realities in processes of interactivity andtudlity. Herein, we
experience variety and diversity beyond and acrtasdencies to
homogenize difference in networks and hybrids tkanulate and
remediate all kinds of media and cultural represtgon in the digital. The
author describes pertinent examples of creativetipes involving in-
between zones, virtual spaces within expanded médidscapes. A
variety of new media art projects are presentedsetioventive processes
rely on variable and collaborative methods thaesstrthe notion of
fluidity, contemporaneity, and multiplicity of défences.

Simon Ruschmeyer’s analysis in his arti@ajfting Paradigms in Web
Video: from Access to Curatipgonnects to Spielmann’s text by dealing
with one of the most important new contexts of mgvimages nowadays,
the Internet. With over two billion video uploadsiay, repositories like
YouTube have become significant archives of ouriausual culture,
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contrasting the most diverse material — from theateorish to the
professional, from the past to the present, frora Hrtistic to the
commercial. While in the early years of the Intérdemocratized access
was at the core ofthe medium’s discourse, now structuring and
contextualizing the videos will become the new daya. Ruschmeyer
examines the cultural practice of curation in a vestvironment from
curatorial gestures of the average user to thectsahe taxonomies of
traditional art curators. The article also unfolds argumentation that the
media-based specificity of Web Video has to be yaea closely in order
to understand the object both as a cultural attdad its potential as an art
form.

Andrea Eva Toéth describes another context for #docation of
contemporary moving images: the space of the ditrgaln her article,
The Voyage of the Spectators around Exhibited MpWRictures she
connects Deleuze’s so-called “voyage form” in moadéims with the
ambulation of spectators of contemporary art ifetiahs, as well as with
the onlookers of the end of the"8entury fairs’ moving picturest the
same time, the theoretical works of Raymond Belldacques Ranciére,
Dork Zabunyan and Francoise Parfait are contrastddthe ideas hailing
the immobility of the visitors of museums put forddy Anthony McCall
and Chris Dercon.

The next essaylean-Luc Godard’s Passages from the Photo-Graphic
to the Post-Cinematic. Images in between Interntiéggiand Convergence
written by Agnes Peth'® takes a closer look at the various re-mediations
that characterize both the cinematic and the “posmatic life” of one of
the most important artists who himself reflectedompthe complex
intermedial connections of cinema and the faterbfad the image within
a post-media environment. The essay begins witht@mpt to trace the
various domains of Godard’'s widespread influenc teaches beyond
contemporary cinema in our post-media culture ifetion art, literature,
music, graphic design, commercial videos, the atrréogue of the
“Godardesque” retro look promoted on the sceneashibn world, and
finally, photography). The advertising strategiesed: by the Band of
Outsiders fashion label using Polaroid photos thabnstruct or imitate
Godard images are analyzed in more detail, theiinection with a
“photo-op” culture and the emergence of the “phitoic” image is
emphasized. The essay then connects all these f@estpue” features that
survive in the post-cinematic world to the intermaédise of photography

19 The text was first published in the internatiopaler-reviewed journafcta
Universitatis Sapientiae: Film and Media Studies. 4, 2011: 23-61.
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in Godard’'s films that may have pre-figured theirospfilmic
appropriation. Some of the relevant junctures aiatpd out between the
“cinematic” and the “photographic” revealing how opbgraphy in
Godard’s films seems to offer a centre stage ftarimedial tensions but
also allows for their assimilation by other mediis latest film, Film
Socialisme(2010) is described in this sense as an alleg@ssage of the
photographic image from intermediality to mediawengence.

The final two essays in this first part of the bdwkh deal with the
way moving images have undergone some major rdgroations. The
first, Jens Schroter's essayhe Transplane Image and the Future of
Cinema was written following the current boom of 3D-Omna!* The
essay addresses some basic questions concerrsnghégromenon: What
exactly are 3D-Images? Why is there a boom of ttetay? What will be
their role for the future of cinema? The essaytstay critically examining
Jonathan Crary’s highly discussed model of deswgibthe history of
vision. An alternative model, which allows a bettéstorical understanding
of 3D, or transplane images, is outlined. Aftersttheoretical and
historical discussion the question of the functadrtransplane images in
popular cinema can be posed again. The author @rthet a “3D-
revolution” in cinema is not to be expected. Bejarfithazi’s articleSee
More. Think Big. The IMAX Brand Before and Aftere tiDigital
Remasteringaddresses the huge polarity between giant (imiejobérsus
the small (portable) screen moving image experiémaair contemporary
visual environment. At the end of the™®entury, according to the well-
known urban legend, the audience overwhelmed byirege of an
approaching life-sized train screamed and ran auh fthe projection of
the Lumiére brothers. After a century in the adstha IMAX theatres
dinosaurs and sharks are breaking out from theescend the audience is
shocked by the size and the effect of the imageshé years 2000 the
IMAX gradually became a medium used not only foueational purposes
(e.g. documentaries) but for “pure” entertainmduatl (ength Hollywood
features), emphasizing the idea of sensual immemsim emotion (as the
official IMAX® slogan in 2010 says: “See more, haaore, feel more.
Think big. IMAX, the movie experience”). The authammalyzes the way in
which the IMAX image re-configured the cinematigerience before and
since digital remastering (DMR).

11 Jens Schréter's essay condenses some of the lcamuanents of the author’s
German language monograpb. Zur Geschichte, Theorie und Medien&sthetik des
technisch-transplanen BildéMunich: Fink, 2009). The English translation ofsth
book is due to be published in 2013 at Continuues®rNew York with the title:
3D. History, Theory and Aesthetics of the Techrigahsplane Image
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Part Two of the book, as the titlecGinema Adapted to the Post-Media
Condition — shows, consists of analyses that examine the imayhich
cinema survived and reflects on the multiple change context and
technology in the so called post-media age. Nigésdén's essalyives of
Cinema: against its “Deaththat was first published in the film studies
journal Scree? was included in the volume to introduce the secoad
of the book and makes a transition from theoretgsles related to the re-
location, re-mediation and re-configuration of mmyimages to questions
that can be posed regarding concrete films withie fpost-media
environment. Niessen opposes the notion that tlveradof the digital
image has been accompanied by the death of cinechargues that the
main reason the theoretical quarrel surroundingdéeth of film/cinema
persists is that many theorists have avoided bsiffficiently clear about
the philosophical implications of defining cinenmaterms of indexicality.
The author claims that a radical divide betweenlcane and digital
cinema, as for example David Rodowick draw3 e Virtual Life of Film
does not sufficiently take into account the rolattthe relation between
viewer and image occupies in cinema’s ontologicalkeup. Drawing
upon and critiquing recent interventions in theexidality debate, as well
as revisiting some of Charles Peirce’s writingstbe index, this essay
argues that, unless one is willing to fully redtlce essence of cinema to
the experience of being in the presence of somgthiiat cannot be
perceived directly, namely the trace itself, theldetion of cinema’s
death arrives prematurely. Instead, Niessen sugjtiest certain aspects of
Stanley Cavell’s characterization of cinema as alenof watching the
world unviewed have survived the digital turn, aslivas the ongoing
displacement of the cinematic image into spacesrdttan the theatre that
has been accompanied by this turn. As its titlegests, this essay argues
that this displacement of the cinematic world i$ m@ppening to cinema,
but is a part of its essence.

Judit Pieldner’'s essayAlong the Track of the Effaced Trace in
Michael Haneke's Cachécontinues important issues addressed by the
preceding text: it also deals with the questionirafexicality and its
changes from modern to post-media cinema, analynirtgtail Haneke's
Caché(2005), a film also mentioned as a prominent exanmpNiessen’s
theoretical examination. Pieldner focuses on tli# eh perspective that
can be identified in the interest of post-media ag#ion picture in the
employment and incorporation of other media to aévube relationship
between the medium and the mediated trace, betweeninhuman

2 The article was first published Screenvol. 52 No. 3, 2011: 307-326.
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technical apparatus and the perceiving self, betwdetion and

documentary, between truth and the ethical dimensidhe imageCaché

is interpreted as a subversive remake of the labelemmist paradigm
embodied by Michelangelo AntonioniBlow-Up (1966) and related to
problems that reverberate with Gabor Bo6dy’'s cona#pthe cinematic
image, also present in Hog’s Night Sond1983).

Doris Gassert's essalyestdigitation. Some Reflections on Cinema in
the Digital Age uses the example of Christopher Nolan’s filithe
Prestige (2006) in order to scrutinize the “digital rupturbeyond its
visual and visible effect. While the film's narnagi takes us back to the
landscape of late ¥9century stage magic to deconstruct the art of
prestidigitation,The Prestigecan also be examined as a media-reflexive
allegory of the cinematic medium that, when sitdasgainst a digital
backdrop, opens a discursive space to reflect ateagporary transitions
that cinema and the moving images are facing irdibal age. In tracing
the mythological lineages of the first “living pices,” The Prestige
exposes the myths that continue to reanimate cinarttae age of digital
transformation. While the digital code is said wse a threat to the very
identity of cinema because it bereaves the meditits indexical nature,
new digital technologies are marketed as a medialuton in the history
of cinematic visualisationThe Prestigeelativises the “digital rupture” by
locating the revolutionary impact not within theteology, but instead in
the intermedial practices and surroundings that r@pate the
technological invention and thus create and defiree cultural medium
beyond its technological grounds. Rather than alutionary break in the
history of the moving imagé&,he Prestiganarks the digital transformation
as a slight shift in prestidigitation that does fumiddamentally challenge
the nature of cinema: cinema has always been aichyhixture, a
“mongrel muse” (Durgnat) that has, even in its agaé form, relied on
the mixture of various media as well as on the §imary double” for the
cinematic effect to become magical on screen.

Marco Grosoli identifies another media-reflexivdegbry in Robert
Zemeckis's 3D version adaptation of Dickens’s vikglbwn novel, A
Christmas Caro(2009). He states that this is certainly not et film by
Zemeckis to allegorize the contemporary statusrefrna. Such movies as
Who Framed Roger Rabbi{2988) orDeath Becomes Hef1992), for
instance, were all patent allegories of how cinewss going to be
changed under the heavy influence of the then-repecial effects.” This
time, the project is even more ambitious. Not otie film aims to
allegorize what cinema is going to look like in tBB era, but also what
capitalism is going to bafter capitalism. Wha#A Christmas Carokeems
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to state is that this “new” subject (the new mospectatorand the new
post-capitalist subject) is an utterly impersoriahuman one: a thing
among other things, traversed by a fundamentalidenbetween the
organic and the inorganic. Which is exactly what tialf-digital animated
figures created by “3D motion performance captus@h to depict: an
artificial form of life contrasted from within byattual” movement (i.e.,
actually captured from the body of the actors hyasite sensors).

Hajnal Kiraly traces somewhat similar imprints dfet digital age
within two literary adaptations. In the esgapm Narration to Information:
Robin Hood and Sherlock Holmes in the Age of Newidighe observes
that in the course of the last two decades thessitd’ comparative,
hierarchical discourse of adaptations became uaisastie, crying out for
a new conceptual, terminological and methodologizdis. The concept
of “medium specificity” has erased the hierarchyadsf, but only with the
realisation specific to the post-media age (i.at tfall media are mixed
media”) did all barriers fall down, and did the cepts of “transmediality”
and “intermediality” become the neutral yet flexbdlternatives for the
adaptation turned into a “bad object.” New mediaehbecome a melting
pot of different media, facilitating the free crdsstilization between
them. Narration is not medium-specific anymore arat is data or
information. In close case studiesSHerlock Holme§Guy Ritchie, 2009)
and Robin Hood(Ridley Scott, 2010) the essay reveals some istiege
cases of intermedial fusion: narrations can bechrfifded in new media
forms (for example, the character of Sherlock is,fact, as physical,
hypnotic and interactive as the characters of vigames), others, as it
happens in the case of ScotRebin Hood are broken down into pieces,
data and information, and reassembled into a nesturally actual
narrative, similar to a digital image made up frpixels.

In the next chapteiVar, Lies and Video. Documentary Features of the
War Film Genre in the Post-Media Ageeter Ole Pedersen examines the
impact of web videos over current cinematic navestiof war. The author
notes that the popularity of video sharing websitke YouTube and
LiveLeak gradually permeates most areas of our ezsoporary film
culture. Film is now often experienced in diminetiformats, fragmented
form and surprisingly low quality. In his 1964 pigaltion Understanding
Media: The Extensions of Mammmunication theorist Marshall McLuhan
points out that film is characterized by a higheleaf information which
dictates an analytical participation with the mediecLuhan terms this as
“hot medid’ On the contrary, the TV-image is signal-based aith its
low resolution of flickering colours, it engage®thiewers’ senses on an
unconscious level. The TV-signal is in additionoat®nnected to the live-
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transmission. Its multi-sensual aspects are categgbras told media’
With a point of departure in McLuhan’s terminolodlge new film-based
institutions on the Internet — the video sharinghsies — can tentatively
be termed a lukewarm mediurh Instantaneous streaming of the web
videos often results in a distinct low-resolutiggpaarance and momentary
pixelation of the material: all characteristics tthairror the blurred,
roughly edited, documentary look of the amateuprding and manifest
themselves as a form of “live-effect.” Over thet lfesv years, these media
institutional characteristics have found their vigtp the mainstream film,
both as thematical content and as specific aestbgfiressions. The essay
addresses this audiovisual transformation of tHas%c” narrative film
with examples from the war film genre, more prdgidrian De Palma’s
Redacted2007) and Paul Haggisla the Valley of Elalf2007).

Wendy Sterba continues the analysis of the paradox@lved in the
presence of digitized imagery and digital mediadamtemporary cinema
both as content and as form in her arti€lgbernetic Systems and
Electronic Culture and the Post-Photographic ImageContemporary
Hollywood DystopiasShe presents the way in which recent Hollywood
films utilize and recognize the chimerical necéssibf contemporary life,
while simultaneously decrying it. Recent films lisérange Dayg1995),
Minority Report(2002), Southland Tale2006), Surrogates(2009), and
evenPaparazzi(2004) acknowledge the ways in which post-medigeha
become systems of information that can interconmpmwerfully and
simulate realities in a postmodern schizophrenicldvaEach “film” is
itself hybrid, neither pure film nor pure video,natheless they invoke a
perspective of demonizing the very systems of withely have become a
part.

Ruggero Eugeni’s essaleeling Together — Cinema and Practices of
Sociability in the Post Media Conditipdeals with the way contemporary
intermedia network provides the framework for theeation, the
development and the sensible experience of thelsbond. The author
calls such a process “sociability,” by gatheringteam used by the
philosopher and sociologist Georg Simmel at theirrégg of the 28
century. Arguments are provided through the amalggStar Trek(J. J.
Abrams, 2009), the “rebooting” of the well-knowngaa This movie is
considered a theoretical audiovisual discourse taliba relationship
between media and sociability in the contemporanyd@ion. The article
focuses on three points. Firstly, the dynamicsoafability are indentified
in three stages: feeling of being together, feeligacting together and
feeling of feeling together. Secondly, it is argutb@t in this ongoing
process, the distinction between direct interastiand mediated ones is
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not relevant: the ground for sociability processéither a physical nor a
digital one, but an “assemblage” of both. Thirdlye author regards the
cinema as the medium which, better than others, lzall great epic
narratives of the processes of sociability. In thse analyzed, even the
construction of the fandom community (which is ayimportant feature
of the Star Trekphenomenon) is transformed into an epic narrative.

The last text included in Part Two, Miklés Saghipatabase Logic,
Interactive Narrative and Filmfocuses on the question how contemporary
medial environment, which is basically defined lmmputers, influences
the language and narrative techniques of films i does so at all. The
main emphasis of the analysis is on database lQich has become a
dominant principle in sorting and storing inforneeti and the main
organization structure of human experience in ibéal age, according to
Lev Manovich. Narratives (as traditional organiaatiforms) can be
contrasted with databases, and it can be arguédhghdormer organizing
methods do not have the same status in computereukince databases
occupy an important, if not the largest, territooy the new media
landscape. The article in this way also introdusm®e of the basic issues
that will be examined more closely in the essaysstituting the last part
of the volume.

The Third Part of the book proposes an incursioo ithe world of the
DVDs, television shows in the age of post-media afdko games
bringing into focus first of all the way in whichdse new forms rely, re-
mediate and transform narrative patterns and viswattures established
not only in classical cinema but also earlier ia dther arts like literature
or painting. The first essay published in the secBridging the Old and
The New: Digital Aesthetics of DVD, Television &wmputer Gamess
Eirik Frisvold Hanssen’$This Image, which | Have Never Seen. Which |
Still Remember:” DVDs and the Memory and Loss oftdviality.
Acknowledging the fact that during the past decad@atorship and
exhibition of film history carried out by film arakes and national film
institutions is increasingly taking place in digitarenas such as web
services, YouTube channels, and the production ¥D& the author
states that this re-contextualization of film hegié raises a number of
historiographical issues, in terms of the consegegfior cultural memory
as well as canonisation, and broader questionsdiegaforms of cultural,
material or aesthetic dimensions of film histdmgittare being transformed
or lost forever. The essay examines a number @&ntedVD editions of
films with regards to strategies for digitally silating or translating
material and spatial dimensions of the original kvahe physical film
material aobject the exhibition of film as arocessUsing recent debates
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on film curatorship as well as classical film theais points of departure,
the “medium” or “dispositive” of the DVD is consided as a site for
representing, as well as analysing, the memory lassl of the original

materiality of the film medium.

Anne Gijelsvik and Jgrgen Bruhn reveal how in thecalted post
cinematic age, the “incredibly shrinking medium”od®wick), cinema,
has not only moved into the white cube of the maosehut it has also
moved into the little box at home: television, aptbpose a closer
examination of an HBO TV series in the articl’'s not Television, It's
DVD"- New and Old Ways of Representing the World@lie Wire While
critics have argued that cinema has suffered skveses, television has
been regarded as the all-dominant new audio-vistoa/telling medium;
with descriptions such as “televisuality” (Caldwelnd “Quality-TV”
(Thompson) suggesting a major change in how fictinrielevision is told
and consequently how the world can and should Ipeesented. The
authors discuss the critically acclaimed HBO-seflége Wire (David
Simon 2002-2008) as a representative for the texydehmaking cinema
for television, and they argue that this is botheav and an old form of
storytelling. Rephrasing HBQO’s famous slogan (“Itiet Television, It's
HBO") they show how the scale and structure of skees differ from
traditional series in a way which is more suitafide new distribution
channels such as the DVD-box-set. At the same tiveg argue thathe
Wire is best understood if compared to older narratieglia, such as the
novel; in particular they compare the series toghere of the novel, many
examples of which were written in order to be réadnhstallments over
several weeks (for instance Dickens, Balzac or @m&ky). In sum, by
way of intermedial comparisons and theory they argoat parts of
contemporary television in our post-medium conditinay be not only
“old structures in new clothes” but even a new uisieal medium,
incorporating and transgressing both novel andneine

Lérant Sbhr proposes another inquiry into the relationstepagen the
formats of the fictional feature film, the documemyt and the DVD
focusing onNew Forms of Narrativity and Documentary on DVD 6@y
Palfi's I'm not Your Friend-projectThe author quotes Lev Manovich who
projects the future of filmmakers as interface gesis who work with
(quasi-) documentary materials and asserts thaDW@, as one of the
most popular exhibition forms that has a simpleriigice handling moving
pictures, sound tracks and photos arranged in abdsg¢ structure, can
change the way we understand narratives. The essajores the
permanent changes of interpretation levels durivgy rtavigation on the
DVD intratext of Gyoérgy Palfi'sl Am Not Your Friengproject. The
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Hungarian director best known abroad for his filraxidermia (2006)

produced a unique mixture of documentaries and oriped fiction film

that exists only on DVD. The case study focusedliffierent forms and
levels of performativity of the project in order pyove that this DVD
intratext eliminates the border between fiction ahotumentary, and
works rather as a catalogue of human behaviour dhawllection of linear
narratives.

Laszlé Tarnay's essayRealism Reconsidered. On the Aesthetics of
Visual Simulation in Gamedraces the way in which new strategies in
image making and sensations of realism connectddiayms of visual
representation established in the visual arts.althkor asserts that there is
no denying that digital technology has inauguraietbmpletely new era
in visual representation. With the arrival of 3D vies and movie theatres
and the highly advanced level of computer graphitse almost
impeccable simulation of virtual reality both itnfis and computer games,
and the almost omnipotent technique of morphingdadled into question
all previous forms of realism including the hypaliem of the sixties.
With the technology of projecting images onto tlire artual reality has
crossed the actual/virtual boundary only to endnoapgon what we had
thought to be our own reality. The essay has grownof the need to
redefine realism in art or visual representatideraBking full stock of the
most recent means of visual image reproductionather, production.

Géabor Zoltan Kiss also proposes an incursion iheoworld of video
games and addresses the issue of the relationshigaoand old media in
the final essay included in the volunidpre than a Matter of Making
Images Seen: lteration, Agency, and Proceduratityseame Studies he
author argues thadlespite their superficial similarities, games da no
participate in lucrative relations with old medidowever, the current
situation of the video games is quite familiar: thvegins of cinema show
the same issues we see in games today. Cinemaustsb to be an
experimental art form with several technologies petimg fiercely for its
audience. Video games reproduce the same histquattérn: they are
arguably in their early medial state, before ttséndardized technology
and language, before their institutional mode opresentation. The
changing concepts of gaming make it very diffidoltdevelop a general
consensus about the medium; on the other handathkeof consensus is
enriching, as it gives way to experimentation. Blahor considers that it
is the critics’ task to keep up with the form’s adeement and describe its
complexity through increasingly advanced concepiigaibtions, through
participation, agency, co-authoring, and procediyral
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As this brief survey may indicate, the essays tmatoffer to our
readers have ventured into only some of the passil#as within the ever
changing “ecosystem” of moving images. Yet we ldutids collection of
essays and in-depth case studies with the intertfoat least touching
upon some of the key research axes that can tag@eshoping that they
will constitute useful contributions to ongoing tinetical debates and help
a more detailed mapping of the volatile terrain tbk post-media
experience of moving images. With the range ofatiors, the issues put
forward as well as the scope of the viewpoints aigd in the individual
chapters, the book may also be representativeeadélentralization of the
discourse itself conducted in the field of film antkdia studies over
guestions regarding the post-medium condition, @ard be considered as
open invitation to further studies aimed at expigrthe blooming post-
media life of film.



PART I:

IMAGES M OVING
INTO THE POST-MEDIA AGE:
RE-LOCATION, RE-MEDIATION,
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How DOESDIFFERENCEMATTER?
DIALOGUE AND REFLEXIVITY IN THE FLOW
OF REMEDIATIONS

Y VONNE SPIELMANN

I ntroduction: Networks

The current debates on convergences in media dhdeare dominated
by insights from the fields of cultural studies ambst-colonial
perspectives which conclude that encounters witmgers and otherness
are manifested in cultural contexts that can bé #escribed ascbntact
zones' This discussion focuses on exchange and dialaguihe lived
experience and communication of encounters of "rg@aople in our
physical reality; whereas in the fields of medialgsis the discussion
focuses on complex mergers of media. These invbleeencounter of the
“real” with the “virtual” and the transgression teimporal-spatial relations
which determine our physical reality in the direatiof interactive and
virtual mediascapes. When viewed together, inteiplisary discourses
on our contemporaneity regard the multiplicity afnoections between
highly diverse components where these connotateiamaxdd cultural
plurality. This becomes noticeable in dynamic intedial, intercultural
and further hybrid mergers. The latter in particukesult from a flow of
contemporary contacts and encounters which hav&atme or consistent
identities.

Regarding the changes and challenges in media @hde which go
hand-in-hand with the global and digital presetrikisig novelties can be
seen in transnational and transcultural connectiongy technically
realisable in virtual dataspaces. Such technolbgichievements as the
internet, mobile telecommunication networks and tt@smission and
processing of large amounts of data in realtimegelasignificant cultural
impact and promote the emergence of hybrid mergdrese re-mediate
and recontextualise media and cultural specifisithin larger networks.

“New digital media are not external agents thamneao disrupt an
unsuspecting culture. They emerge from within galtgontexts, and they
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refashion other media, which are embedded in thmesar similar
contexts” (Jay David Bolter and Richard Grusin 1999). This re-mix
happens to communication systems and the excharfigeditical, social,
ethnic and national groups across national andrgebg borders. It also
allows the encounter of hybrid virtual-real ideiest in cyberspace.
Finally, new mediascapes arise in translocal coatéins, which means
that they are not bound to physical time and spRagicipatory and social
media environments verify the parameters of newimseittings, such as
chatrooms, Second Life, YouTube, Facebook andtb.fo

Computer networks provide the technological basettie realisation
of translocal encounters between persons who campresent in the
internet with multiple identities. It is a strikingroperty of the virtual-
interactive situation of communication that it rme@@s a commonly
experienced temporal-spatial contiguity with a gasacal simultaneity of
multiple presence. Multiplied sameness of “selvasathers” can be
realised in multiple places. This kind of multiglicon increasingly
determines our understanding of our own and othétures and their
interconnectedness. Networked technologies intervatirectly into
temporal and spatial order. This usually framesrtiogles of representing
the encounters in media realities where — as incthema and related
recording techniques — the real person was “thiera’specific moment of
time and in a specific space — what might be terried “pro-filmic
event.” Yet, in the actual communication situatisith the digital
computer, the dialogue partner must not be praesegmy real space/place
or at any given moment in time. In the dataspafagttial” presence is not
a necessary requirement in order to be “actuallgsent in the virtual.
That is because virtual “presence” functions a®dl, but unbound from
time and space as we experience them in the physadd we live in.
The resultant new configurations alter the scald dimension of the
encounter itself. Distinguishing parameters of igpatind temporal
relations and of inside and outside, before aneraéind real and virtual
are deliberately mixed up and essentially disrupidus indicates a major
shift on a global scale which challenges us to ligwvan interdisciplinary
understanding encompassing technical specificityd amansnational
contexts with regard to the media and cultural congmts and their
interrelatedness.

Ways of Creative Intervention into Hybridity

Notably, discourses of Cultural Studies in accoogawith approaches in
Media Studies have stressed a concept of hybriditich manifests in-
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between zones and in-between spaces where muttipldiversity and
plurality blossoms. The important point is thattlasy occur the effects of
fusion are not considered one-sided: differencesraither effaced nor
regarded as separating forces, but these in-betwpkwes are
characterised by the encounter of differing inflee which coexist in
paradoxical processes of mutual dialogues. A cldedinition describes
these in-between zones as core areas of conterppoylridity as noted
by Néstor Garcia Canclini (1995), when he findedatessary to consider
the interrelationships between homogeneous (effadiiference) and
heterogeneous (stressing points of difference) ehdsn This view opposes
one-sided polarities — either through plurality unification — and also
negates any notions of supposedly “pure” contextssame kind of
“origin.” Even more effectively, Homi K. Bhabha (39) has argued for
the recognition of these in-between spaces by wgitihe term “Third
Space” which indicates a forum for politically matted action that is
equally suitable for aesthetic-creative intervemtinto our contemporary
processes of increased networks. As Bhabha pouttsatnen we wish to
face the challenges of the globalisation of caisitaland the digitisation of
media communication it will be important to develaposs-cultural
interventions in our cultural contemporaneity. faentions, which need to
be seen as located at in-between places, will ibh@hird Spaceswhich
are by definition extra-temporal and extra-spatfidiat is so insofar as
they effectively exist in-between past and presemt make connections
across traditions and cultural practices in “theehand now.” Clearly,
when we add the particular attributes of our mddiadscapes to this
concept of “Third Space” — which originates fronitatal criticism, it can
be concluded with a nod to the discourses of mstlidies that aThird
Spacé settles down in the encounter of the real antusir

In conclusion, creative arts making this kind ofemention will
disrupt thinking in dualities. Aesthetic intervemticrossing the borderline
of art and politics, here and there, real and alrtwill drive significant
change in ways that promote possibilities of mextid cultural travelling
and permeable translation. “Such art does not meesall the past as
social cause or aesthetic precedent; it renewgasg refiguring it as a
contingent “in-between” space, that innovates amderiupts the
performance of the present. The “past-present” imeso part of the
necessity, not the nostalgia, of living.” (Bhablte94, 7.)

With hybrid conditions that stabilise and with merg across
differences that are reinforcing the status quaneflia convergence, we
have reached a level of remediation that solidifies transgression of
borders and indistinguishable contexts. Againshdwamogenising effects
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of hybrid mergers — which also reach into the cphealisation of post-
medium — the concept of creative intervention cacolne a counter-force
in making distinctions recognisable. This can dfteansformation. What
needs to be considered here is a concept of arhatdrial that resists
conceptual erasure of medium and/or cultural sjpitgif To avoid
misunderstanding, | find it necessary to stress dtiference between
technology and medium as a necessary condition wieewish to hold on
to express reflexivity in the critique of media regentation. It will not
support critical perspectives if we regard themfased. However, a
certain loss of media specificity has entered thecalirses, which
dissolves the level of materiality and apparatus. Rosalind Krauss
(1999), one of the major representatives of thignst of argument points
out, a “post-medial” condition derives in the efecic age and dispenses
from the start with categories of medium specificitf the display
explodes with the displayed, we have, accordintht® view, reached a
point where material and form converge and thisldidescribe the “post-
medium condition.” This overlooks the fact thataalical questioning of
the material characteristics is expressed anddchbe presented within the
media form, for example in experimental film, inpeximental video and
furthermore in self-reflexive digital arts. Hereefie processes are
perceptible, visible and audible. When the expuesgieans of a medium
which has developed into a converged media lan@s@p put into
question, it is a question of how to representtéwhnological processes.
These critical stances can be made aestheticaligeptble via media
technology which is using the respective vocabudagginst the grain, in a
self-reflexive manner. The proposed dissolutioomefdium and technology
into an overall post-medium condition would therefchave opposite
results and is of no advantage. This would ratidraace the dissolution
of self-reflexivity and not help us recognise hdw ttreative intervention
into the media landscapes takes place. Alterngtivide paradoxical
phenomena of difference between medium specifinitglation to hybrid
media landscapes, on the one hand, and betweemtegly (material and
apparatus) of digital fusion, on the other hand,iateresting to observe in
their interplay when we search for examples ofaaitdialogue with and
within the media. As pointed out, one effect of wengence tends toward
standardisation and homogeneity wherein differedoes not matter.
Another effect of the same kind of hybrid processksives from
aesthetic-political intervention and stresses ditygrand difference in in-
between spaces. These are identified as being leapdbexpressing
critique and changeability. This can provoke raflgy on such processes
of remediation where they “refashion” older mediagices.
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Bhabha's proposal of creative intervention gives tnost radical
advice to aesthetic practices, when he calls fdlexi®ity on such
processes of transformation and reworking of prigedistorical, inter-
medial and inter-cultural patterns. What is at stakw, is a question of
intervention as creative invention. Here, composeiithe present and the
past, and attributes that belong to ourselves arstrangers, and elements
of the real and the virtual are all configured slfréogether in the here and
now. In this, hybrid conditions become recognisasehallenges to make
changes. Artists, pioneers and developers of ercatiedia art practices
who are instigating inventive processes will pratde variable and
collaborative methods and forms of presentatiorsttess the notion of
fluidity, contemporaneity, plurality and multipltgi of differences and in
sum connotate changeability. This picture of pagdimtervention through
aesthetic practices refers to Bhabha's understgnafirnybrid in-between
zones as “Third Spaces” because these placesgaalesl as unstructured
and beyond dual and polar options. They providébdity beyond fixing
and instead foster dialogue. As Bhabha puts iteif in the beyond,’
then, is to inhabit an intervening space, as aofyatiary will tell you. But
to dwell ‘in the beyond’ is also, as | have showa, be part of a
revisionary time, a return to the present to redescour cultural
contemporaneity; [...]. In that sense, then, therirening space ‘beyond,’
becomes a space of intervention in the here and (1894, 7).

This space of intervention because of its hybridtattes serves the
generation and proliferation of aesthetic-creapvactices beyond media
and cultural borders and their manifestations. $impecause the
intervention provokes the emergence of differencalialogue with the
present conditions which at the same time are takwter critique. This
multilayered action instigates the creation of stinimg different, starting
from a different view and understanding of the priess The strategy of
creative invention seems to be the appropriate modperandi in
particular when we have to consider that the piesemetermined by
hybrid conditions of media and culture. This meahst multiple
convergences and interrelationships are shapinglamtmining the fields
of encounter and remediation which are no longrimedial but hybrid
in-between zones and spaces. Such contact zonein-#etveen spaces
already express a dynamic understanding of intgiogiship and
encounter which is based on the technological enwilent of dataspaces
and their trans-local and non-territorial coordagat Concurrently, it is
necessary to acknowledge these fundamentally dédbgnd naturally
paradoxical core characteristics of contemporargridity. We need to
know about ways in which different media and cwatucontexts are
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“refashioned,” building on the constituent premisé any effective
politically and aesthetically articulated criticis® valid critique to
oppose standards of global scaling that we percaing experience in
globalised and digitised network communication.

In conclusion, intervention as invention means dgen from
universal standards in data systems, communicatdmorks and internet
portals — namely in any computer based standamlisttiat sets the tone
worldwide. Notably, the extent to which corporatysmercial and
political-governmental control systems enforce iedifand standardised
norms of technological applications in the interregtd the broader
dataspace and establish unified formats in softwarevell as hardware,
gives rise to world formats for the production afistribution of tools and
devices. This can be seen, for example in telavisiod video formats,
digital code zones, and regional codes of mobilectanmunication
networks. In contrast, creative practices which hwiso express
disagreement with the standardisation and fixing tethnological
possibilities are interested in demonstrating feovd multiple overlapping.
They stress the paradoxical potential of encountgtis mixed realities.
Again, it is not so much a target in itself to ntain “older” concepts of
medium specificity and self-reflexivity of the meadi as it was
appropriate strategy in intermedial encounters. &btays, creative
practices have to cope with challenges of refagidanediascapes that are
already blurred, mixed and essentially hybrid. Iis tcontext, creative
practices are using technologies of interactivityd avirtuality in a
dialogical mode that is twofold: they stress diitgrand multiplicity, on
the one hand, and at the same time demonstratediffezent operational
modes of these technologies, on the other handethieg they develop
different programmes and applications that intdérsath the recognised
standard which maintain dominant modes of operatidmese complex
and often paradoxical approaches in the creatiteniantion produce
aspects of invention which become more intensertbee the dialogical
processes themselves are made apparent. This pfaeiffexivity when it
renders virtual-interactive encounters percepiibl®-between spaces can
make us aware of our own presence, participatiah aivity when we
engage in hybrid encounters, for example in ondioemmunication and in
interactive installation arts. Hereby, the contd®comes permeable
between reality and virtuality, between past andsent, and we are
actively participating in the flow of building “Ttd Spaces.”

In the following, | will focus on selected examplesartistic-creative
practices that intervene into cyberspace, virtagllity and interactivity
with and through the use of computers. The poinbisemonstrate how



