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Introduction

Daniel Riha

The papers in this volume reflect the debates that progressed during
the 3™ Global Conference on Visions of Humanity in Cyberculture,
Cyberspace and Science Fiction, held at Mansfield College, Oxford, United
Kingdom in July 2008. The edited draft papers make up a snapshot output for
actual publishing.

This multi-disciplinary conference project is a successful rebirth of
the 2003-2004 conferences held previously in Prague in the frame of the
ID.net Critical Issues research project.

The focus of these papers addresses the changing role of humans
and the concepts of humanity in the present and envisioned cybernetic
environment. The massive adoption of ever-emergent ICT technologies
changes human cultural activity. The uprise of new forms of communication
such as online social networking, internet video-casting, massive online
multiplayer gaming and alternative living in the virtual worlds, call for
academic exploration. These issues raise increasing attention of academics
from a wide range of disciplines, including philosophy, sociology,
anthropology, literature studies, new media studies and many others.

The various topics covered by this volume range from the merger of
body and technology, new forms of humanity, gender issues in cyberspace,
online social networking, analysis of literary cyberpunk concepts in literature
and movies, online historical representation, interactivity analysis and serious
gaming simulation development to legal issues in avatar worlds.

This book consists of 23 chapters organised into nine parts:

PART I Technology-Governance-Gender & Distance;
PART II: Time & Place;

PART III: Avatars-Bodies & Identity;

PARTIV: Merger & Embodiment;

PART V: Critical Philosophies;

PART VI: The Literature of Cyberspace;

PART VII: Robots-Cyborgs & Replicants;

PART VIII: Education-Science & Game Design;

PART IX: Character-Community & Anthropology.

The first part comprises 2 chapters on loosely corresponding topics:

Kristin Veel’s ‘Surveillance Narratives: From Lack to Overload’
describes the ways of approaching the cultural and aesthetic implications of
surveillance. She proposes the application of narrative structures as an
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approach to the analytical works on surveillance and explores how
surveillance is reflected in the narrative structures of Edgar Allan Poe’s Man
of the Crowd and Michael Haneke’s Cacheé.

Oksana Cheypesh’s ‘Technology, Environment, the Masculine, and
the Feminine in Distance Cultures’ is concerned with the characteristics of
various perspectives of technology, environment and gender in different
cultures as evident in the films ‘Final Fantasy: The Spirits Within’ and
Metropolis’ as well as the videogame ‘S.T.A.L. K.E.R’.

The second part of this book presents an article focused on the
representation of the past on the internet. Martin Pogacar’s ‘Memonautica:
Online Representations of the Yugoslav Past’ deals with the influence of
presentations on perception of historical internet events and seeks out ways
in which narratives affect understanding of the past with regard to the online
representations of the former Yugoslavia.

The book’s third part considers selected theoretical issues on identity
in cyberspace. Mark Grover’s ‘Practical Identity in Cyberspace’ examines to
what extent the Christine Korsgaard’'s The Sources of Normativity might be
applied in the case of online identity and in particular, enquires the
composition of online practical identity.

Ewan Kirkland’s paper, ‘The Interpolated Cyborg: Theorising the
Avatar in Haunting Ground’, discusses the avatar/player relationship with
regard to the videogame agency, textuality and interactivity issues. The
author seeks the links between intertextuality and the concept of the avatar in
the survival horror videogame Haunting Ground.

Kristi N. Scott and M. Heather Dragoo’s ‘The Baroque Body: A
Social Commentary on the Role of Body Modification in Scott Westerfeld’s
Uglies Trilogy’ discusses the possibilities of the science fiction genre as a
medium where the defining characteristics of personhood might be explored.

The fourth part of this book presents papers concerned with merger
of body and technology in arts. Elizabeth Borst ‘Cyborg Art as a Critical
Sphere of Inquiry into Increasing Corporeal Human-technology Merger’
examines the visual representations of corporeal human-technology
integration in the fine arts. She further argues the need to introduce the
original cyborg-art genre as a newly recognised area of research in relation to
body-technology amalgamation.

Zeynep Giindiiz’ ‘Interactive Dance: The Merger of Media
Technologies and the Dancing Body’ offers an interesting view on the
relationship between the human body and interactive ICT in the context of
cultural practices of contemporary dance. She uses the stage performances
and the case study in Apparition to demonstrate her findings.
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The fifth part considers Nietzsche’s value for cybernetics and
selected aspects of technoscience that may support the transformation of
organizational principles in society.

Daniel White’s ‘Consciousness, Embodiment, and Communication:
Nietzsche’s Bioinformatics’ proposes Nietzsche’s relevance to the
communication theory. He submits the hypothesis that Nietzsche’s work
offers a solution to the ‘frame problem’ in information theory and has a
relevance to the posthuman identity in science fiction and cyberspace.

Tamar Sharon’s ‘Techno-scientific Schizophrenia vs. Techno-
scientific Paranoia: Subsumption in the Schizoid Double Pull” uses Deleuze
and Guattari’s analysis of paranoia and schizophrenia as the effects of the
fundamental organising principles of capitalist society. It identifies a
contradiction between emancipating pull of new technologies that might
move the human society towards a posthuman organisation and ‘modernist’
tendencies that seem to realise the ‘subversive’ potential.

Part six examines a selection of cyberpunk literature. Katherine
Harrison’s ‘Gender Resistance: Interrogating the Punk in Cyberpunk’
analyses cyber-literary texts Candas Jane Dorsey’s short story Learning
About and Machine Sex’ and Neal Stephenson’s novel Snow Crash with the
intention to identify and evaluate the extent of resistance to mainstream
society including resistance to gender stereotypes.

Juan Ignacio Munoz’ ‘Cyber-Shamanism as a Theory of Simulacra
in Ygdrasil, a Novel by Jorge Baradit’ presents a study of the representation
of virtuality and trauma. He inquires as to the definition of principles of the
Chilean cyberpunk.

Maria Poulaki’s “When Differences become Unimportant: Casshern
and the True Social of Cyberpunk’ investigates the actual meanings of the
cyberpunk movement as she presents her findings on a case study of the film
Casshern.

Part seven continues with two chapters devoted to science fiction
and one paper focusing on virtual law. Michael J. Klein’s chapter ‘Beholding
the Uncanny: Replicants, Cyborgs and Clones in Science Fiction’ deals with
the role of artificially produced organism entities in the science fiction genre
and the stance of the readers to this cyber-race.

David Lindsay, Melissa de Zwart and Francesca Collins present ‘My
Self, My Avatar, My Rights: Rights of Avatar Identity and Integrity in
Virtual Worlds’. Here they analyse the relationship between the user in a
virtual world and his/her avatar. They open an interesting issue of the legal
treatment of avatar rights.

Laura Schuster’s ‘What does a Scanner See? Techno-Fascination
and Unreliability in the Mind-Game Film’ is interested in paranoia and
conspiracy incorporation in the plot of the movie 4 Scanner Darkly and
shows its relationship to the issues of technological innovation. She presents
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her findings on the case of the film and recognises the title as emphasising its
own function as a mediated and synthetic presentation of a story.

The eighth part presents papers that argue the state and development
of virtual communities and the application of multimedia and videogames
beyond entertainment. Alex DiGiacinto’s ‘Creating the Digital Sandbox?
Implications of Spatial Construction in Cyberspace’ uses the analogy of ant
colonies for examination of the traditional bulletin board organization.

Peter Ludes’ ‘Social Sciences as Multimedia Games’ discusses the
use of alternative media to the written word for extending the scope of social
scientific modes of theory-formation beyond traditional uni-linear texts to
networked social-science-as-arts games.

Daniel Riha’s ‘Game Design Technology as a Tool for Research and
Education in Cultural History’ investigates the potential of an interactive 3-D
medium for the documentary work in the context of cultural studies. He
summarises a methodology from the game studies that supports the use of a
3-D game space as dispositive for knowledge representation.

The ninth part of this book presents papers concerned with online
social networking. Jordan J. Copeland’s ‘Shared Space: Seeking Real
Insights from Virtual Friendships’ draws on Aristotle’s classical theory of
friendship and compares contemporary philosophical reflections on
preferential relationships to investigate the nature and significance of virtual
friendships.

Leighton Evans’ ‘A Phenomenological Analysis of Social
Networking’ reflects the philosophy of Martin Heidegger. This chapter
identifies social networking as the technology designed to organise persons
and their relationships with others. Furthermore, it shows that the essence of
this technology, called Enframing, affects the human relationships in a way
in which other modern technologies do not simply because of the usage of
the technology by humans.

Anna Maj and Michat Derda-Nowakowski’s ‘Cyber-Communities
in Their Quest for Free Culture: User-generated Content Portals in the
Anthropological Perspective’ uncovers the boundaries of cyber-freedom and
cyber-democracy and analyses the most important ideas of cyber-
communities. They exhibit the elements of wiki-identity and folksonomic
order of knowledge. Their paper further explores some new areas of
anthropological research such as cyber-ritual analysis and research on online
communities and their cyber mythologies.

Lynda Williams in her chapter ‘Character as Virtual Reality
Experiment in Identity’, presents her science fiction novel The Courtesan
Prince as an enactment of the author’s struggle to understand identity as it
relates to gender, human nature and medically-induced changes in
personality.
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Surveillance Narratives: From Lack to Overload

Kristin Veel

Abstract

This paper points out ways of approaching the cultural and aesthetic
implications of ubiquitous surveillance. It does so by juxtaposing two nodal
points in history, both characterized by new modes of the gathering and
systematizing of information about citizens: the emergence of the modern
metropolis in the 19™ century, and the pervasive dissemination of information
and communication technology in the early 21* century. The issue is thus not
first and foremost surveillance as a technique of war, but surveillance in its
more basic sense, referring to the collection and processing of information.
The method of approach is to look at how surveillance is reflected in the
narrative structures of fiction in respectively Edgar Allan Poe’s ‘Man of the
Crowd’ (1840) and Michael Haneke’s Caché (2005). The findings of this
comparison indicate a shift in the connotations of the surveillance figure from
surveillance as linked to obtaining information to the importance of selection
of information in order to render the collected information useful.

Key Words: Surveillance, Narration, Fiction, Information Structures.

Tkkkk

1. Poe’s ‘The Man of the Crowd’: Surveillance in the 19" Century
A. Surveillance Practices and the Modern Metropolis

Although it can be argued that surveillance is basic to human society
in so far as in its most basic sense it involves one person overseeing another,
it is a practice whose pervasiveness is linked to urban modernity and the rise
of the nation state. Our contemporary understanding of private space and
surveillance can be traced to some of the historical changes accelerated by
the Industrial Revolution, particularly the migration of rural populations into
urban centres. Whereas identities were previously established through family
and community networks, the masses of the modern metropolis meant that
anonymity became a new condition of life.! Transformations in living
arrangements, architectural forms and cultural sensibilities all participated in
a new notion of privacy, which in turn raised the need for new forms of
authorisation for instance in relation to the state administration in order to be
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able to vote or to have access to a defence in court.? This entails a registration
of personal information, such as names, addresses, and next of kin.

The most direct form of surveillance has to do with policing, whose
emergence in its modern sense is likewise connected to urbanization and the
emergence of the modern state.’ Jeremy Bentham’s infamous panopticon
prison (1791), which according to Foucault marked a shift from punishment
and spectacle to self-discipline,’ is an example of initiatives, which aim to
manage the new forms of social organisation.

However, it is important to note that although surveillance increases
in this period, we are not dealing with a clearly defined negative movement
towards more control. Surveillance mechanisms develop as tools in the
attempt to manage the conditions of life in the modern metropolis paralleling
other measures and tendencies in society. The period from the middle of the
19" century until World War I is thus for instance characterised as a liberal
period, marked by more permissive passport rules.

B. Poe’s ‘The Man of the Crowd’

Edgar Allan Poe’s short story ‘The Man of the Crowd’ from 1840 in
many ways epitomizes the experience of the modern metropolis in the 19"
century and the effect it has on the humans inhabiting it. It features a
convalescent man as our narrator and his observations of the turmoil of the
city which he observes at first from the safe distance behind the window of a
London coffee house; later, however, as one particular man raises his
curiosity, he hurls himself into the moving masses giving us an unsettling
close-up of the stalking conscience.

The pivotal point of the narrative structure is his inclination to
observe. Tt is his inability to let one particular man out of his sight, which
drives the text forward. A scrutinization of how his surveying capabilities and
the narrative structure are intermingled is thus of interest: We first encounter
him sitting behind the ‘large bow window’> of a coffee house. The view he
gets of the street is restricted; his mode of vision is described as ‘peering
through the smoky panes into the street.”® Nonetheless, what goes on in the
street compels him so much that he quickly looses interest in his newspaper
and the other people in the coffee shop and turns his full attention towards the
street.

The process of watching and its different stages are carefully
described. At first he keeps a distanced view and observes the crowd in
general and abstract terms; deducing the class, occupation, and weaknesses of
the people in the street, grouping them into neat categories from their
appearance. From his distanced point of view it is possible for him to rise
above the crowd and transform the bustling mass into a social pattern. Their
eyes, hands and movements are not the properties of individuals, but form a
mass ornamentation.
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It is this kind of anonymity and lack of knowledge about the
neighbour which fuels his imagination once his attention focuses on one
particular man. This occurs about halfway into the text and causes the
position of the narrator to shift from clear overview to embedded confusion.
His categorising overview of the masses is replaced by a curiosity towards
the individual. This changes his mode of surveillance and his method of
obtaining information:

I felt singularly aroused, startled, fascinated. ‘How wild a
story,” 1 said to myself, ‘is written within that bosom!’
Then came a craving desire to keep the man in view - to
know more of him. Hurriedly putting on an overcoat, and
seizing my hat and cane, I made my way into the street, and
pushed through the crowd in the direction which I had seen
him take; for he had already disappeared. With some little
difficulty I at length came within sight of him, approached,
and followed him closely, yet cautiously, so as not to attract
his attention.”

Here we get an insight into the curiosity which this man generates, and of the
narrators wish to get to know him, not by encountering him and talking to
him, but by observing his actions without his knowledge and consent. This
way of relating to the stranger seems to be a response to the simultaneity of
fear and attraction, which the anonymity of the modern city stimulates in
him. A narrative impetus is also fostered and he starts to fantasize about the
man he is following, believing to see him carry both a diamond and a dagger
under his coat. However, the pursuit itself and its labyrinthine, circuitous
route quickly begin to carry as much weight in the text as the characteristics
of the man himself. The narrator is taken through many districts of the foggy
city and its outskirts, in which the stranger display no other goal with his
wanderings than seeking out crowds and immersing himself in these. The
surveyor eventually tires:

And, as the shades of the second evening came on, I grew
wearied unto death, and stopping fully in front of the
wanderer, gazed at him steadfastly in the face. He noticed
me not, but resumed his solemn walk, while I, ceasing to
follow, remained absorbed in contemplation. ‘This old
man,’ | said at length, ‘is the type and the genius of deep
crime. He refuses to be alone. He is the man of the crowd.
It will be in vain to follow; for I shall learn no more of him,
nor of his deeds. The worst heart of the world is a grosser
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book than the ‘Hortulus Anime’ and perhaps is but one of
the great mercies of God that ‘er lasst sich nicht lesen.””®

The surveillance practise of our narrator thus ends in a confrontation in which
he discovers the indifference of the person he has pursued. Since his goal is
to seek out the crowds - ‘he refuses to be alone’ - being followed is no
particular frightening experience for him. The power-relation between
surveyor and surveyed is thus reversed: the narrator is the pursuer, but he is
also a man who has not had any control over his urge to follow and survey,
whereas the man of the crowd does not reveal any unease about being
monitored; as an inevitable part of managing the urban crowds, he might
even expect it.

The search for information and knowledge, which drives the
narrator’s pursuit as well as the reader’s continued reading, thus both ends in
the encounter with something that cannot be understood. The question of
what it is possible to know about the man of the crowd, the human dweller of
the modern metropolis, is left unanswered. Lack of information thus seems to
be an inevitable condition whether the object of scrutiny is followed from
afar or faced directly and this can be identified concretely in the construction
of the narrative structure of the text.

2. Haneke’s Caché and Surveillance in the 21* Century
A. Pervasive Surveillance in the 21* Century

Now, let us make a leap forward to more contemporary times:
whereas Foucault in his conceptualisation of Bentham’s panopticon focussed
on the exercise of discipline and control of the few over the many, Thomas
Mathiesen has with his notion of ‘synopticon’ highlighted the importance of
the many that watch the few facilitated by media such as television and
internet.” Gilles Deleuze extends the analysis of the contemporary conditions
of surveillance by describing a shift from a discipline society to ‘societies of
control.’!® In societies of control, surveillance is no longer confined to
specific fixed spaces, because digital technology allows for constant and
mobile surveillance that spans most areas of life. This vision of surveillance
structures resembles Haggerty and Ericson’s description of the combination
of military, administrative, policing, and marketing surveillance practices as a
‘surveillant assemblage.”"!

Although most Western societies have strict legislation on sharing
personal information,'? digital technology has made information much more
easily accessible to the average person with the result that the amount of
information we encounter - as well as leave behind - has increased
dramatically.

If we look at the use of the figure of surveillance in contemporary
fiction it is often not connected to a lack of information, but to an overload of
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information. An illustrative example is Michael Haneke’s film Caché from
2005, in which both the main characters of the film and the viewers are
confronted with long sequences of surveillance footage in which we are not
able to distinguish relevant from irrelevant information. As I shall attempt to
show the connotations of the figure of surveillance are not primarily
concentrated on obtaining information, but display an acute consciousness of
the necessity of selection in order to be able to make use of the surveillance
material.

B. Haneke’s Caché

Whereas ‘The Man of the Crowd’ gave us an insight into the mind
of the surveyor, Caché pivots around the surveyed, their frustration and
bewilderment. Caché tells the story of a couple who suddenly find
themselves under surveillance when they start receiving videotapes with
recordings of their house and the comings and goings of the family. The main
protagonist, Georges, quickly comes to suspect that it is related to his past
and a guilt with which he has never dealt. When he was six years old his
parents wanted to adopt an orphaned Algerian child by the name of Majid,
but Georges in childish selfishness tells lies about the boy and thereby causes
him to be sent away to an orphanage. The film in this way raises a multitude
of political class and race issues lurking behind the pleasant bourgeois
surface.

It is never finally determined in the film who is involved in the
fabrication and distribution of the surveillance tapes. The film thus centres on
Georges’ repressed guilt and how childish malice may have grave
repercussions for the people involved far beyond the ones envisaged at the
time. What is of interest for us in this context is the way in which the mode of
surveillance that is practised comes to influence the narrative structure of the
film."

Already in the practise of surveillance and its function within the
narrative can we note a shift from ‘The Man of the Crowd’. In Poe’s text the
form of surveillance in question was based on one person following another -
a one-on-one interaction that only exists until the surveyor gets tired. In
Caché the surveillance is recorded and the tapes can be distributed widely.
The form of surveillance with which we are operating here is thus part of a
media and image system which situates us in a world dominated by
information and communication technology that lays out different rules for
the conditions and reception of surveillance than was the case in the streets of
Poe’s 19" century London. In ‘The Man of the Crowd’ it was the pursuit,
which drove forward the narrative. In Caché we are searching for the
narrative in the mass of information with which we are presented in the form
of dreams, memory, TVnews, and clips from the literary talk show that
Georges hosts.
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Caché is to a large degree built as a classic who-dunnit drama
following the protagonist Georges in his quest for the person pursuing his
family, revealing small portions of the story piece by piece. But rather than
signifying a lack of information the atmosphere of the film is permeated by a
feeling of having too much information at hand and not knowing what to do
with it. Georges is suddenly send hour-long tapes of his own front door, his
childhood home, and eventually a conversation he has with the grown-up
Majid in his worn-down apartment, also capturing the reaction of Majid after
Georges has left. All these are scenes, which Georges would not have had
access to were it not for the hidden camera. It is information, which he has
not asked for, and which he has no real wish to access that drives the story
forward.

Another concrete example of the way in which this sense of
overload and too much material dominate the atmosphere of the film is seen
in the setting that surrounds Georges. All of the shots from his environment
(be it his home or his TV studio) show interior lined with books, tapes or
other forms of clutter, so as to shelter from the outside world or the repressed
parts of the past. This sense of overload of information, in which Georges is
embedded, is thus transposed to the viewer who often finds herself
confronted with settings with a plethora of visual impressions in which it is
difficult to distinguish what is important and what is not.

The title Caché, ‘Hidden’, may in this context be read as pointing to
the way in which the surveillance taking place in the film uncovers Georges’
guilt and forces him to confront a repressed part of his childhood. It may also
refer to the way in which the surveillance allows for lots of ambiguities to
remain in the film. In fact there are very few things of which we can be
absolutely sure. It thus remains unresolved whether or not Anne, the wife, is
having an affair, who produces the tapes, and whether or not Georges’ own
son, Pierrot, had any role to play in the production of the tapes or not.

The last scene gives a powerful example of the consequence of
overload for the comprehension of what takes place before our eyes. It shows
the broad stairs to Pierrot’s school swarming with children. There is no point
of focus, which makes it possible to watch the scene in two significantly
different but equally likely ways. Either it remains a scene viewed from a
distance with lots of children in which no one stands out, because we do not
know on what we should focus. In another viewing you may notice Majid’s
son engaged in conversation with Pierrot. This significant encounter, which
opens for an interpretation that incriminates Pierrot, is likely to go unnoticed
by many viewers. There is nothing to point it out as significant and for all we
know it might not be - we cannot even hear what they are talking about. The
film does not give definite answers. However, it points to the way in which
surveillance cameras are of not much use, if we do not know what we are
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looking for, and how narratives such as these do not point to one truth, but
many.

3. Conclusion

Surveillance studies have become an academic field in its own right
within the last fifteen years. Although the majority of publications approach
the issue from a perspective within the social sciences,'® film studies
especially have since their infancy articulated an ongoing fascination with
voyeurism, touching on many of the core issues of surveillance.'® However, it
is only within recent years when visual art exhibitions'® and reality TV-
programmes began responding on a larger scale to the increasing
pervasiveness of surveillance technology in our everyday lives in Western
societies that cultural studies has taken a serious interest in issues of
surveillance.'”

Nonetheless, there is still a significant need for inquiry into the
cultural and aesthetic implications of the increased dominance of surveillance
in a larger historical perspective. It is this need that my present research
project (of which I have tried to give a brief glimpse in this paper) aims to
address by focussing on the imprints which surveillance leaves on cultural
imagination. The pivotal point is an examination of the way in which fiction
(filmic and literary) relates to surveillance, not only as a theme, but as an
element of the narrative structure.

Looking at the portrayal of surveillance in fictional narratives such
as Caché and ‘The Man of the Crowd’ provides valuable insights into the
notions of surveillance at work in these two particular periods, which are both
characterised by significant changes in surveillance practises and the
mechanisms of handling information. Although the historical period covered
in this paper is broad and the conclusions consequently rather general, the
aim has been to point to the movement from lack to overload as a significant
tendency which cannot be overlooked and which deserves further scrutiny.
There is no doubt that the increasing pervasiveness of information and
communication technology leads to the accessibility of more information.
Today, the problem facing those who need to transform information into
knowledge is thus rarely that of having too little information and more often
the fact that too much information is accessible. Reading the present
condition of ubiquitous surveillance in comparison with that of the advent of
the modern metropolis in the 19" century allows for a more in depth
understanding of this condition.

Narratives represent particularly useful source material, because
they in their very nature as narratives are engaged in the process of turning
incongruent information into consistent stories. Their renditions of
surveillance practises thus manifest themselves on two levels in the narratives
at which I have looked in this paper: firstly, as concrete references to
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surveillance as a topoi in the narrative, and secondly in the way in which
surveillance comes to be a determining factor in the progression and
composition of the narrative structures of the stories told. Surveillance thus
comes to stand forth as a cultural figure which - when unfolded in a narrative
- display valuable insights into our relation to and interaction with
information. It may thus be used to further the understanding of the
mechanisms, which has brought us to our present condition of close
interrelation between surveillance and the technologies of information and
communication technology.

Notes

! See, for instance, G Simmel, ‘Die GroBstidte und das Geistesleben’, in
Soziologische Asthetik, Philo, Bodenheim, 1998, pp. 119-33.

%2 See, for instance, N Abercrombie, S Hill and B S Turner, Sovereign
Individuals of Capitalism, Allen & Unwin, London, 1986.

3 See, for instance, V Bailey (ed), Policing and Punishment in Nineteenth-
Century Britain, Rutgers University Press, New Brunswick, N.J, 1981.

* M Foucault, Discipline and Punish: The Birth of the Prison, Penguin,
Harmondsworth, 1979.

>E A Poe, The Man of the Crowd, BookSurge, Charleston, S.C., 2004, p. 1.

8 Ibid, p. 2.

" Ibid, p. 8.

¥ Ibid, p. 13.

° T Mathiesen, ‘The Viewer Society: Michel Foucault's Panopticon revisited’.
Theoretical Criminology, vol. 1, 1997, pp. 215-34.

' G Deleuze, ‘Postscript on the Societies of Control’, October, vol. 59, 1992.

" K D Haggerty and R V Ericson, ‘The Surveillant Assemblage’, British
Journal of Sociology, vol. 51, 2000, pp. 605-22.

12 See, for instance, D J Solove, The Digital Person: Technology and Privacy
in the Information Age, New York University Press, New York, 2004.

'3 When looking at this in comparison with Poe’s short story it is important to
take into account that we are looking at narrative renditions in different
media. Nonetheless, the comparison is illuminating for our present purpose.

4 See, for instance, J Baudrillard, ‘Telemorphosis’, in CTRL [SPACE], TY
Levin, U Frohne and P Weibel (eds), MIT Press, Cambridge, Mass., 2002,
pp. 480-86. G Debord, The Society of the Spectacle, Zone Books, New York,
1995. Foucault. A Giddens, The Nation-State and Violence, Polity Press,
Cambridge, 1985. K D Haggerty and R V Ericson, The New Politics of
Surveillance and Visibility, University of Toronto Press, Toronto, 2006. D
Lyon, The Electronic Eye: The Rise of Surveillance Society, Polity Press,
Cambridge, 1996. Mathiesen. Solove.
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'3 N K Denzin looks at films and voyeurism in The Cinematic Society: The
Voyeur's Gaze, Sage Publications, 1995, and in ‘Rhetoric of the Temporal
Index: Surveillant Narration and the Cinema of ‘Real Time’’, in CTRL
[SPACE], TY Levin, U Frohne and P Weibel (eds), MIT Press, Cambridge,
Mass., 2002 pp. 578-94 Levin argues that surveillance functions as a
narrative condition and structure in films from the 1990s.

' See, for instance, the 2001 exhibition CTRL/Space], Echelon: Who is
watching you? from 2007 or Goodbye Privacy 2007.

'7 See, for instance, J E McGrath, Loving Big Brother: Performance, Privacy
and Surveillance Space, Routledge, London and New York, 2004.
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Technology, Environment, the Masculine and the Feminine
in Distance Cultures

Oksana Cheypesh

Abstract

Science fiction and computer games from distant cultures propose
unexpected specifics in their visions of the human technology within the
same genres. These characteristics unveil different perspectives of
technology, environment, and gender in different cultures. This paper
explores representations of technology and environment; the masculine and
the feminine in the North American animated film Final Fantasy: The Spirits
Within (2001), directed by Hironobu Sakaguchi and Moto Sakakibara (co-
director); in the Japanese anime, Metropolis (2002), directed by Rintaro,
based on the comic by Osamu Tezuka (1947-1949), and in the Ukrainian
computer games S.T.A.LK.ER.: Shadow of Chernobyl (2007) and
S.T'A.LK.ER.: Clear Sky (2008) by GSC Game World. I will show three
tendencies in relationships: among technology, the endless space, and its
masculine explorers (North American); among technology, urban
environment, and the masculine (Japanese); and among technology, nature,
and the feminine (Ukrainian). The paper will analyse historical and cultural
backgrounds that influence interpretations of these specifics. Also, I will
formulate a schema of dynamic global vision of the concept of gender in
relation to technology and environment.

Key Words: Science Fiction, Technology, Environment, The Masculine, The
Feminine.

Tkkkk

The perceptions and interpretation of the world are different in
different countries; they frame outlook, serve as markers of their cultures, and
accent specifics of their informational domains. Cultural exchange and global
circulation of artistic phenomena are theoretically able to diminish cultural
differences; however, in practice cultural elements are livelier. To illustrate, |
choose contemporary artistic works from three distance cultures, North
American, Japanese, and Ukrainian. The works have gained popularity
internationally; they interpret the same phenomena within science fictional
discourse.

This paper will show that contemporary science fictional
representations of environment, technology, and gender vary in different



14 Technology, Environment, the Masculine, and the Feminine

cultures; moreover, the representations spontaneously unveil traditional
cultural perspectives.

Also, I will show that traditional world perception and interpretation
remain visible in cross-cultural dynamics, where a culture-recipient interprets
a foreign element stereotypically, sometimes archaically, within its own
cultural apparatus. This discussion will enable a better understanding of the
cultural framing of perception and will illustrate the degree of vitality and
influence of traditional views, sometimes with archaic elements, in portraying
universal themes of environment, technology, and gender. Such discussion
can contribute to the understanding of global cultural dynamics as locally
determined cultural interpretation of the other', not as mere cultural
borrowing of foreign elements.

Colonizers of North America rooted traditional cultural views on
this continent. Hundreds of years later, North American cultural phenomena
represent an outlook that, even transformed, preserve fundamental
characteristics of old world perception and interpretation. The first settlers
perceived threat, severity, and unfriendliness of nature because of difficulties
in adapting to the new environment - extended landscapes, an unfamiliar
climate - and to exhausting physical labour: development of virgin lands.
From the times of the colonizers, North Americans have preserved the vision
of dangers of the wild. The American animated film Final Fantasy: The
Spirits Within (2001), by Hironobu Sakaguchi and Moto Sakakibara, reflects
this tendency. Aki Ross, one of the main characters of the film, sees
repetitive dreams of an alien planet with an unwelcoming environment, sharp
rocks, red sands, sky, and a sun in the desert.

Dependence upon technology is one more North American specific.
From the time of colonization, machines significantly eased development of
lands and protected humans from sometimes-exaggerated dangers of the
wilderness. Technology helped to change the environment toward human
safety and convenience. Humans on this continent ideologically chose to
develop technology at the expense of nature. In this context, Final Fantasy
visually opposes monotony of natural backgrounds and beauty of structurally
organised pieces of technology. For instance, Aki’s dream locates an alien
spaceship in the centre of the frame, among vanishing lines and colours of the
planet’s landscape. After structuring nature, the human experienced harmony
with the improved environment. To illustrate this, the film employs one of
the most popular cinematographic findings for depicting attractions of urban
environment: sunset among skyscrapers. The frame perfectly balances the
walls of buildings with this natural phenomenon, and shows harmony
between these images, implying significance of both. Therefore, technology
fuses into the North American outlook to the point where it becomes an
ideological absolute, a condition of the world’s existence. One of the
episodes of Final Fantasy shows streets of New York after a catastrophe that
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happened a hundred years before. For these years, nature did not spread in the
urban kingdom, forces and elements did not leave marks on buildings, cars,
and streets, covered with grey dust and frozen among memories of the
breakdown.

American Masculinities. A Historical Encyclopedia argues that in
North America ‘concepts and experiences of masculinity have been at the
heart of [...] life’>. Donna Haraway in ‘A Cyborg Manifesto’ attributed
exhausting resources to initially masculine behaviour. These statements help
us to conclude that masculinity determined both the colonization of
wilderness on this continent and the cultural representations of technologic
supremacy over nature.

Overall, North American traditional world perception and
interpretation originate from the outlook of colonizers of this continent who
saw threats and dangers in nature with its severity of climate, unwelcoming
landscapes, and visual monotony extended to the horizon. Technology
became a decisive factor in optimising nature and approximating it to the
needs and desires of the human; in parallel, humans developed ideological
dependence on technology, as found in North American science fiction,
including Final Fantasy. Visual artistic works propose images of symbiosis
between technologically transformed environments and natural phenomena.
Finally, technology ideologically evolves from a force of progress to the
absolute, a breakdown of which will preserve current time and space for a
long period. Ideology of the masculine power and dominance determined
cultural perceptions and representations of technology and nature in North
America.

Japanese society had a historical relationship with technology
different from Americans. Thus cultural perceptions and interpretations of
this phenomenon and its relationships with nature and gender are much
different for the Japanese. As Takayuki Tatsumi points out in Full Metal
Apache, from the 1860s Japan has persistently ‘westernized, modernized, and
especially ‘Americanised’ itself’, mostly to gain military power and to
influence international politics. These processes included application of
Western technologic findings and resulted in transforming nature and
destroying authentic culture.* The author reads these Japanese processes in
the context of postcolonial theory and states that ‘Japan became a colonial
power itself;”® that resulted in disempowering the Japanese identity. Tatsumi
outlines this hybrid identity in terms of the philosophy of ‘dependence’®,
‘creative masochism’ and cyborg.” The author applies a metaphor of
chimerical cyborg to a Japanese emperor, who changed his appearance from
powerful to vulnerable: from a military uniform to a civilian suit.® Therefore,
an initially masculine impulse to modernise military potential and to gain
power by advances of contemporary technology resulted in feminisation of
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the masculine. Such transformation in outlook painfully changed traditional
Japanese world perception, which caused protest in artistic works.

Some blamed technology for the radical metamorphosis of Japanese
identity. Osamu Tesuka’s technophobic manga Metropolis (1947-1949)
exemplifies such a tendency. Tesuka never saw the European film Metropolis
(1927), but the poster of this film inspired his manga. Through the Japanese
anime Metropolis (2002), Rintaro explores some themes of the film;
however, neither manga, nor anime consistently emphasize the crisis between
working and upper classes as depicted in the film. The anime reconstructed
Tesuka’s technophobic ideology and connected to it tendentious
representation of technology; however the amine emphasises a retro aesthetic
rather than ideological perspective of technology, environment, and gender.
In other words, if the manga implies that technology and urban environments
are basic obstacles to human communication with nature, the anime ironically
shows how artists in the middle of the 20th century exaggerated societal fear
of technology. Importantly, the anime emphasizes that Metropolis, a
technologically advanced city, is foreign to Japan with completely different
politics and traditions. Therefore, the cultural rejection of technology here
takes the form of transferring an undesirable element to an unnamed country.
Also, two Japanese citizens, a detective and his assistant, aim to arrest and
bring to Japan a criminal, a professor who constructs advanced pieces of
technology. Revolutionaries in the anime fight against technology (robots)
rather than for social change.

In the manga, the artificial human, Michi, is a boy, while in the
anime, a female robot, Tima, is the future governor of humanity. Tima is a
copy of the late daughter of one of the character; this motif is reminiscent of
the android David from Artificial Intelligence: AI who was a replica of an
engineer’s dead son. However, the two characters have fundamental
differences: David has a superhuman intensity of feelings and emotions and a
mythic world perception that helps him to become the last human being on
Earth; Tima decides to eliminate humanity after gaining power over it. The
anime constructs an alliance between technology and gender that threatens
humans; Tima appears as an apotheosis and a quintessence of technology that
aims to enslave and destroy the human part of Metropolis. Possibly the
author’s rejection of Japanese feminised identity determined Tima’s gender.

The anime does not represent natural landscapes; it visually reduces
to fragments elements of nature like sky, clouds, snow, and birds. Such an
absence of nature implies its idealization: a perceiver has a desire to leave
Metropolis for a more harmonious environment. Frames with extended
skyscrapers and industrial objects that completely hide the sky from the
viewer are usual for the anime. The idealized nature and technophobic
depiction of the urban environment in Japanese anime are opposite to
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representations of threatening wilderness and of urban beauty and perfection
found in the North American animated film Final Fantasy.

The authors of the anime visually misbalance lines and dissolve
points of reference in pictures of the urban environment and pieces of
technology; a perceiver finds such representations disturbing and
unwelcoming. Such portrayal is an alternative to the North American
depiction of urban environments perfectly balanced with elements of nature.

In Metropolis, viewers witness collapse of the urban environment
and objects of technology. The anime posits this catastrophe as a happy end
and attributes catharsis to it. Falling walls and pipes reveal sky, clouds, and
flying white pigeons; the picture is optimistic because of its dynamics and
light colours. The authors imply that the city will have a better future without
technology. This concept is an alternative to the North American
interpretation of technology breakdown as a tragedy that excludes any future
progress, stops time, and preserves space unchanged.

Overall, Japanese outlook represents a hundred year-old dynamics
between traditional views and changes, determined by modernization.
Archaic world perception includes active role of the masculine, building
balanced relationships with nature without significant application of
technology to it. Americanisation of Japan resulted in fundamental changing
of nature by technology; authentic culture and artists reacted with metaphoric
depiction of overwhelming technology, visually misbalanced urban
environments, vanishing or absent nature, and the feminised masculine that
threatens humans.

Concept of videogames S.T.A.L.LK.E.R.: Shadow of Chernobyl
(2007) and S.T.A.LK.E.R.: Clear Sky (2008) by GSC Game World
originates from science fictional novel Roadside Picnic (1971) by Strugatsky
brothers. In the novel, aliens visited a small area on Earth and left soon after.
Since the visit, this Zone contained physical anomalies, dangerous for human
health and life. Such frame of the plot helped the authors to show
relationships among criminals and to implicate Roadside Picnic as critical
metaphor for Soviet regime. In the videogame, anomalies resulted from
nuclear plant catastrophe in Chernobyl in 1986. Also, the game invented
mutated animals and humans who live in the Zone.

For the scope of this article, relationships between nature and
technology in S.T.A.L.K.E.R. are of the primary interest. The authors of the
videogame used digital photographs, taken around real Chernobyl nuclear
plant. It is an abandoned thirteen-kilometer territory with cars, buildings, and
other pieces of technology. Radiation enlarged size of grass, fruits, and
mushrooms; ironically, this phenomenon resonates with Ukrainian traditional
interpretation of natural powers.

Archaeological findings report five thousand-year-old agricultural
societies on territories of contemporary Ukraine. Until the beginning of the
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20th century, 80 % of the population of Ukraine was rural; before 1917, this
country, with its soils and agricultural production was an influential player on
the Western European agricultural markets. Therefore, throughout the
history, all ethnic groups who lived on the territory of contemporary Ukraine
depended on its nature. In the ancient times, this dependence attributed
omnipotence to the nature and formed mythological understanding of natural
powers. Ancient agricultural cults had strong matriarchal tendencies and
beliefs in Mother Nature, including cultural attributing of anthropomorphic
characteristics to natural environments. The beliefs construct parallels
between fertility of women and earth; infant dependence on the mother and
human dependence on uncanny nature, and resulted from this similarity belief
in mythic omnipotence, primacy, and prevalence of nature over other
phenomena, including technology.

The videogame unveils the remnants of Ukrainian mythic beliefs. In
many shots from Chernobyl area nature dominates, changes and utilizes
pieces of technology while transforming them into insignificant parts of its
own landscape. A stand for high-tension power lines, lost among three pine
trees, is a typical image in the game. Lines are not ‘live’ after the breakdown,
which makes natural objects more powerful. Such strength differs from North
American dangers and Japanese idealization of nature. One more
characteristic image in the game is assimilated by natural landscape car. The
game depicts such a process as usual, not as a catastrophe, like the North
American film, or as a catharsis, like Japanese anime. Forests, meadows,
sunrise, and other elements of nature visually balance or dominate artificial
constructions in the game. Unlike North American harmony between the
urban and an element of nature, or Japanese dissonant urban environment,
nature in the game is equal to technology or prevalent, implying that nature
will last longer than pieces of technology. This is an alternative to North
American image of frozen time after the breakdown of technology. Prevalent
nature forms another group of typical depictions in the game. For instance,
an image of an abandoned excavator near the abyss, and visually high line of
horizon show vulnerability of technology, and power of nature; overall,
Ukrainian traditional perception of nature and of the feminine subordinates
technology.

The three cultures formed their historically determined
interpretations of and connections among technology, environment, and
gender. These specifics of world perception contribute to global dynamics of
cultural exchange, where each culture interprets universal themes within its
traditional views. Globally, North American and Japanese attention to the
masculine balance Ukrainian traditional emphasizing the feminine; visions of
technology range from North American ideological cornerstone of human
empowering, through Japanese factor of human vulnerability, to Ukrainian
insignificance of technology on the background of nature. Global perspective
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of human environment circulate among North American positive imaging of
symbiosis between urban city and nature, Japanese seeing of urban
environment as negative substitute for nature, and Ukrainian emphasizing
nature as ultimate human environment.

Notes
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Memonautica:
Online Representations of the Yugoslav Past

Martin Pogacar

Abstract

The author presents the influence of the internet on how we think about the
past, and how the past is remembered and re-presented. The paper discusses
the main considerations regarding the narrative potential of the internet. Its
specifics, both in terms of technology and of content, necessarily influence
the ways reality (past and present) is represented, conveyed and understood -
the processes of making sense of the world(s) around us are fundamentally
defined by it. Although the new medium is to a significant extent
revolutionary, it in many ways also presents a continuation with the old
media, their rhetorical and discursive devices - it uses image, sound and text
in order to convey/construct the message. Yet, in the cyberworld, these
processes and messages are uniquely combined and fused, rather than
multiplied. More importantly, this fusion of various elements and contents
(sound-image-text) in different contexts results in detemporalisation and
deterritorialisation of places, times, events and people. The question is how
this new narratives affect our understanding of the past and what are the
implication for national and global histories? In particular, the author is
interested in online representations of the former Yugoslavia, its past and
history of popular culture in new media environments.

Key Words: Memory, History, Internet, Representations of the Past, Visual
Culture.

*dekkd

Life is irreversible.

1t will be staged in a new theatre.

In a different way, with different actors.
But the ultimate happiness.

Is to fold its magic carpet.

And make the ornament of the present.
Match the pattern of the past..."

New media in general and the internet in particular figure as media of
unprecedented significance in the quotidian. Their specifics, in terms of
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technology and content, necessarily influence the ways reality (past and
present) is represented, conveyed and understood - they fundamentally define
the processes of making sense of the world(s) around us. And, as Lev
Manovich puts it, the principles of ‘operation’ of new media translate into
social and cultural patterns.”

Although new media are certainly revolutionary, they in many
respects and to a significant extent also present a continuation with the old
media, their rhetorical and discursive devices - they use image, sound and
text in order to convey/construct the message and often emulate old media,
mostly in design of the interface and organisation of content (e.g. online
newspapers). Yet, in the cyberworld, the processes and messages are
uniquely combined and fused. More importantly, this fusion of various
elements and contents (sound-image-text) in different contexts results in
detemporalisation and deterritorialisation of places, times, and events. I
use/adjust Arjun Appadurai’s concept of deterritorialisation to denote
uprooting of representations of the past from ‘original’ environment via
media appropriation into different spatial settings; analogically,
detemporalisation is used to refer to representations/images of events, places,
taken out of the original contexts and repositioned in new/different temporal
settings. The fragmented bits are arbitrarily or intentionally juxtaposed thus
providing a set of possible paths for new narratives about the past to emerge.

How the new media affect our ways of understanding reality? How
new media ‘infect’ our representing and remembering the past? What kind of
interpretations and narrativizations of the past emerge? How the newly
emerging narratives affect our understanding of the past? What are the
implications for national and transnational histories? These are some of the
questions that fuel this discussion in search of an invariably incomplete
answer.

Only accessible through traces, the past can be deciphered only
fragmentarily and incompletely. On the level of socio-cultural effect it does
not really matter if it is dealt with scientifically or non-scientifically. As
much as scientific accounts (archaeology and historiography) are credible for
their consistency in methodology, conduct of research and reliance on
‘factual data,’ they are, in the end, ‘still mere’ fictionalisations of the past in
that they interpret sources to provide a narrative/story. This, however, makes
them no less important for our understanding of the past and present. On the
contrary, these accounts figure as important providers of collective, national,
group identity bases that secure a commonly recognisable socio-cultural-
historical environment within which a collectivity can function. Non-
scientific accounts (literature, theatre, painting, architecture, cinema, music),
on the other hand, through the use of various literary representational devices
often employ historical sources and combine them into new narratives, which
may be factually inaccurate yet convincing in re-creating the Zeitgeist of an
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era (think, for instance, of the ancient Greek mythology). Moreover, these
non-historical accounts are often highly infused with mobilisational potential
and tend to agitate the masses much more radically. This does not, of course,
imply that scientific accounts are taken any less seriously; rather it
encourages the non-scientific ones to be taken more seriously.

The representing of information and contents in various formats
made possible by the new media result in rather different principles of
mediatising reality, encoding it, transmitting it, yielding access to it and so
on. True, the computer screen may offer a fixed frame and a familiar
interface (rewind/forward buttons, mute etc.), but within it one can have
many ‘windows’ (and windows within windows) opened (think of Aby
Warburg’s Mnemosyne), multiple applications running simultaneously in the
background, and what is most important for the purposes of this paper, one
can simultaneously watch a video-clip, listen to a song and read a text.
Additionally, the presupposition of interactivity - the ‘collaboration between
the reader [the user] and the text in the production of meaning™ - and the
very principles of interactivity in internet operation (affecting the ‘original,’
influencing the creation/development of a narrative by clicking through
various predetermined options, download, copy and paste, navigation) allow
these content-elements to be merged by the viewer into a new file or a
(micro) narrative. The copy-pasted bits can be merged into entirely new
compositions, essentially altering the ‘original’ material during the process
and consequentially affecting the interpretation. Thus, as Manovich states for
digital images, ‘an image is something we expect to enter rather than to stay
on its surface.”® It is from this constellation that stems the fragmentation-
detemporalisation-deterritorialisation triangle regarding the representations of
the past online.

The representations of the (in this case Yugoslav) past online can be
roughly divided into three groups: official (state-sponsored, such as online
museums, memorials, databases of historical texts; the Museum of History of
Yugoslavia,” Slovenian Museum of Contemporary History;’ Historical
Museum of Bosnia-Herzegovina.” Unofficial online representations (private
initiative or semi-sponsored websites), such as Jugomuzej,® Post-Yu Info’ or
Lexicon of Yu-Mythology.'” And the third group is what I call ‘guerrilla
history,” i.e. personal, ‘underground,” online historical statements, found on
sites such as Youtube and/or embedded on various websites,!! online
communities (groups on Facebook) or various forums.

I will only briefly discuss the first two and devote some more
attention to the third one, which I also find the most intriguing. In the official
group fits for instance a virtual exhibition hosted by the Slovenian Museum
of Contemporary History, The Hitler’s Long Shadow."? The virtual exhibition
at the Slovenian museum exclusively uses photography and text and takes no
recourse to moving images or sound. The site is divided into horizontal (main
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topics) and vertical (sub-topics) menus; each ‘click’ leads to a concise
description of a topic and a couple of photos. Despite the very interesting
topic and the potential of the medium, this virtual exhibition fails to
incorporate sound and movement and is still very much confined to the laws
of classic museum constellations."® Usually, the state sponsored sites in the
former Yugoslavia are much less advanced than comparable websites in the
west; they are generally not too well designed and do not offer much
interactivity and multimedia, as opposed to the non-sponsored, private
initiative websites.

Unofficial enterprises, such as Post-Yu Info, offer experience that is
more interesting. This site is conceived as an upgrade to the online Lexicon
of Yu-Mythology and is at the same time a condensation of the printed
edition of the Lexicon, a project initiated by a Croatian writer, Dubravka
Ugresi¢. As befits a proper lexicon, it features alphabetically arranged entries
of various popular cultural items. Letters of the alphabet are designed to
resemble logo design of certain popular Yugoslav products and brands etc.
Thus for letter O stands the logo for the 1984 Sarajevo Olympics and for V
the logo of cooking additive, Vegeta. Lexicon entries are written in an ironic
tone comprising entries from all over Yugoslav popular culture, ranging from
famous musicians, newly composed folk music, the fizzy drink Cockta, the
popular Yugoslav-made car etc. Each description is accompanied by a photo.
The site, however, still leaves aside film and music as means to construct and
convey the story.

Fugitive pieces of reality are sometimes quite randomly reassembled
and at that taken from their original temporal (detemporalisation - displaced
temporally) and spatial (deterritorialisation - displaced spatially)
environment,'* but organised according to a new logic. In the above examples
this is quite obvious. As opposed to personal initiative of guerrilla history the
above representations of the past do not tend to manipulate their sources (be
it textual, audio or visual) in terms of modifying their content, although on
the level of interpretive effect of a particular juxtaposition and the emerging
narrative, the ideological potential cannot be easily disguised. Guerrilla
history, on the other hand, a statement on the level of a particular internet
user is quite different: for instance, one can find a photo on the web,
download it, edit it (change hue, saturation, ad words etc.) along with some
other photos (or film inserts) into a photo-film to the sound of music and post
it online.

Youtube offers some nice examples that qualify as guerrilla history.
Search term ‘Jugoslavija,” for instance, yields 2110 results, and following the
link of ‘Tatu - Jugoslavija’ to Related Items section, I came upon a four and
something minutes long text-audio-visual statement hosted by dugmicMala.
To the song ‘Jugoslavijo’ by Bojan Rajovi¢, numerous photos are added
interspersed with silent-film-like captions. The video opens with:
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Yugoslavia... What happened? ...It disintegrated. In this first ‘chapter,’
opening with a map of Yugoslavia, a series of photos of Josip Broz Tito are
arranged (Tito’s wartime photo; with famous world politicians and
celebrities, addressing the people, Tito on the cover of Life magazine etc.),
introduced by the caption, Magnificent President, a fighter, communist,
fisherman, and creator of freedom. The next chapter is titled After Tito
followed by a section about 1980, the year of Tito’s death. It includes photos
of his last farewell in Yugoslav republics capitals. The chapter on the 1991
disintegration of the country presents full-size images of newly-established
countries’ flags, interspersed with the caption, Independence, no warrant for
peace. Pictures of war in Bosnia, concentration camps, cemeteries... Did we
really need this? Photographic answer (cemeteries, ruins) to the textual
question. In the end, Only memories remain [...] of the magnificent country.
A photo of a 1 Dinar coin from 1985, a photo of Tito’s statue, a digitalised
image containing Tito’s profile along with digitally edited/stylised Yugoslav
flag. The video ends with the lines: In memory of our Yuga, we could have
achieved so much with brotherhood and unity. Comrade Tito, now that
you 're gone, nothing is as it used to be. We all live in exile... Ex-Yu.

This guerrilla history statement features text, still photos and sound,
and provides an overtly nostalgic account. The elements of text, sound and
vision work as a whole and each carries its own messages. The text (captions)
plays the role of providing temporal structure of Yugoslav past: clearly
situated in the present, the ‘guerrilla historian’ departs to present her vision of
Yugoslav past, by stating at the beginning the collapse of the state, presenting
its life-long leader, the country’s collapse and emergence of new states and
nostalgia for the past and the future that never were to be. The text itself is
extremely emotional and especially the last line (exile...Ex-Yu) figures as a
very strong personal statement."> Tt extrapolates the idea of geographical
emigration to include emigration in time, which for a nostalgic mind may be
just as painful. On the level of visual, the photos are arranged rather
arbitrarily disregarding the chronological aspect of history (linearity of time),
juxtaposing wartime photos with the post-WWII ones. Although following a
rough chronological order, fragments from different historical times and
places are put together quite randomly (although with a possible agenda),
which necessitates seeing the presented historical period as uprooted form the
historical context and largely existing in its own symbolic universe. Music
figures as an important feeling-enhancer. Although not a hugely popular hit
in the lands of the former Yugoslavia, it works in a way to merge/glue the
images into a new whole. Within the songscapes, an entire history of the
country is depicted.

There are many other similar examples that use once popular
Yugoslav songs and photos found on the internet in great numbers.'® Despite
the internet being a boundless resource, it nevertheless has its limits: certain
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Yugoslavia related images are used on different websites and in different
statements time and again; it may be because people find them appealing, or
because they were popularised by the internet use or often used in history
textbooks and hence see their own story behind them. The main reason
probably lies in the ‘jukebox metaphor,”” i.e. there is only that many photos
(or other images, songs) available and some of them gain popularity and
recognisability through repetitive publishing/viewing.

Speaking about the past today it seems that it is not a foreign country
where one can cruise the memorial landscape and re-visit relics at a later
time, knowing they will still ‘inhabit’ certain coordinates. Rather, it is a fairly
rough sea that washes ashore pictures, videos, sounds, bits of texts, which are
in the next instance washed away and submerged again. Navigating the sea of
bygones, chunks of past surface from the billowing waters, submerge again,
and re-surface at a distant place and a distant time; repositioned, remorphed.
And the one who encounters these bits of past places and passed times seems
very much akin to a wave rider, net surfer if you will, navigating their way
through the floating ‘debris’ of the past and present.

Navigating the internet is, as implied in the above paragraph,
characterised by essential changeability - it is next to impossible to return to
the same place. Either a webpage is updated (as in online newspapers) and
the older version no longer available, not available (Error 404 - File not
found), its URL lost and forgotten in masses of daily emerging sites. The
sheer number and size of information poses problems regarding storing and
archiving information, and of course retrieving it. The archive, as Arjun
Appadurai notes, ‘is usually sacralised as the site of the past of some sort of
cultural collectivity (often the nation), which is seen as sacred by
definition.”'® Yet, as the (digital) archive becomes elusive and inherently
unstable, the effects this has on representing and imagining the past are not
easily discernible. The uncertainty regarding the withering access to the
relatively fixed accounts and narratives is at this stage surely unsettling.
Moreover, much of what is recorded and preserved may also be lost to
inefficient (or poor command of) retrieval procedures. Additionally, ‘the
archive is gradually freed of the orbit of the state and its official networks
[...] [and it] returns to its more general status of being a deliberate site for the
production of anticipated memories by intentional communities.”’ In
combination with the uprooting effects of globalisation the change of archive
status and access, and its influence on ‘master narratives’ may be one of the
reasons contributing to the growing ethno-insecurity and nationalisms in
Europe.

What the new media do with/to the representations of the past is, as
already mentioned, that they administer utter detemporalisation and
deterritorialisation. The past-bits, remnants or traces of the past, the
fragmented pieces uprooted from its ‘original’ spatio-temporal environment
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are remediatised” and reassembled, resorted, juxtaposed and fused into new
constellations. These constellations often tend to obstruct the linearity of
time/narrative/representation and rather conflate it. Thus the past attains the
hue of everlasting presence/present. And, despite the seeming unimportance
of the past in the era of constant change, the ghosts of the past nevertheless
tenaciously persist, they inhabit, invade and significantly redefine the
mediascapes of the present: on the internet, in cinema, music, references in
advertising, retro-chic etc. The past on the internet, much like the present,
however, is present in such abundance that is becoming increasingly difficult
to navigate.

This results in, on the one hand, decreasing recognisability and
significance of ‘master narratives,” in their weakened fixity and
problematized unquestionabilty and ever-greater difficulties in finding
compliant audiences. On the other hand, increasing publishability of people’s
highly personal, intimate experiences and opinions on the internet is reaching
significant numbers of people beyond borders, age limits and confines of
socially determined roles. Collectivities may be formed based on shared
interest rather than shared ethnogenesis, i.e. ‘where natural social
collectivities build connectivity out of memory, these virtual communities
build memory out of connectivity.”®' In this respect, Chris Anderson’s notion
Long Tail applies to this situation: in enormous choice, significant number of
people will find a marginal enough website/topic/belief to make it
significant/influential enough to exert certain/significant impact on wider
socio-cultural processes and phenomena,” significant number of people will
produce and live by beliefs and memories whose eloquence can not go
unnoticed.

In the era of globalisation and digitisation of society, micro
narratives are gaining importance and audiences. This poses questions that
concern the very idea and notion of national identity, national history and
nation, and proposes to critically consider and make informed selection
among the increasing amount of information flooding the spheres of private
and public lives. Perhaps Manovich is right in stating that the age of new
media and the age of the internet are much more about information than
about narrative and that ‘today we have too much information and too few
narratives that can tie it all together.’” But the mythic (or gossiping)
condition of human existence incessantly produces narratives out of
seemingly most negligible bits of information. The difference with regard to
the past is that new narratives may no longer be only territorially based.

Cultural symbols and their historically changing media matter and
play an important role in the formation of identities, and the past is always
reconstructed according to the needs of the present. The question is how to
fold the magic carpet in order to make the fragmented ornaments of the
present match the fragmented patterns of the past.
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Notes

! From Vladimir Nabokov’s ‘Paris Poem’ as quoted in V Pelevin, The Sacred
Book of the Werewolf, Faber and Faber, London, 2008, p. 49.

? Choosing from an array of identities and randomly swapping them
corresponds to the philosophy of ready-to-use models coming with computer
programmes, or even better, avatars in online virtual worlds. See L
Manovich, The Language of New Media, MIT Press, Cambridge, London,
2001, p. 61.

> M L Ryan, Narrative as Virtual Reality, John Hopkins University Press,
Baltimore and London, 2001, p. 16.

* Manovich, p. 180.

> Muzej Istorije Jugoslavije, Link: <www.muzejistorijejugoslavije.org.yu>.

% Muzej Novejse Zgodovine, Link: <www.muzej-nz.si>.

7 Historijski Muzej, Link: <http://historijski.mu.zej.ba>.

¥ Yugomuzej, Link: <www.yugomuzej.com>.

? Post-Yu, Link: <www.postyu.info>.

19 Leksikon Yu Mitologije, Link: <www.leksikon-yu-mitologije.net>.

"' See for instance:

<www.jugoslavija24.com/index.php?option= com_seyret&Itemid=26>

"2 Hitlerjeva Dolga Senca, <www.muzej-nz.si/hitlerjeva_dolga_senca.html>.
13 See, for instance, the German project, The Invisible Shapes of Things,
Link:<http://www.artcom.de/index.php?Option=com_acprojects&page=6&id
=26&Itemid=115&details=0&lang=de>.

I am deriving the notion ‘detemporalisation’ from Arjun Appadurai’s
notion ‘deterritorialisation’ (see A Appadurai, Modernity at Large,
University of Minnesota Press, Minneapolis, 1996).

"% See dugmicMala, ‘Jugoslavija’, Link:
<www.youtube.com/watch?v=M7SorJzdBtc&feature=related>. She states
on her Youtube Channel <www.youtube.com/user/dugmicMala>, ‘I’'m living
the dream of Yugoslavia, I’m living in a world where it is not important who
you are, how you’re called and what religion you belong to. You can take me
everything, but not my idea of a better world. Fascists will always happen,
but in my world, they have no access. Stop the silence and speak up. We need
to be brave in a world full of corruption and hate! Maybe we can’t change the
world, but we can change our attitude!’

'® On Youtube you can find a Star Wars scene dubbed with a very popular
song by Zdravko Coli¢, Comrade Tito We Swear our Oath to You Link:
<www.youtube.com/watch?v=y-irP4AAcyo>, accompanied by elendil77’s
comment: ‘It is not a bad analogy - Alliance - Partisans, Fascists - Empire.
All in all, I believe that’s what Lucas intended! Just look at the uniforms.
This is another example of disregarding the order of space and time and
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combining two completely different narratives and establishing analogy

between them.

7 With the Jukebox metaphor I imply the situation where one is allowed to

chose from a predetermined selection of items. The catch is that the available

selection is often taken as an all-encompassing one, i.e. the subject is quickly

ready to accept the given set of choices.

'S A Appadurai, ‘Archive and Aspiration” in Information is Alive, J Brouwer

% A Mulder (eds), V2_Publishing/NAI Publishers, Rotterdam, 2003, p. 15.
Ibid., 17.

20 See Bolter and Grusin, Remediation. Understanding New Media, MIT

Press, Cambridge, London, 2000, pp. 45-47.

2! Appadurai, ‘Archive and Aspiration’, p. 17.

22 See C Anderson, ‘The Long Tail’, Wired, viewed on 15 June 2008, Link:

<www.wired.com/wired/archive/12.10/tail.html>.

 Manovich, p. 217.
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Practical Identity in Cyberspace

Mark Grover

Abstract

Christine Korsgaard in The Sources of Normativity provides an account of
practical identity that can be applied to cases of online identity. Korsgaard’s
theory is fundamentally Kantian and places great emphasis on the concept of
autonomy and understanding ourselves as agents. This paper follows
Korsgaard’s theory up to the point of moral obligations and sheds light on
what it means to have an online practical identity. It is argued that all
instantiations of one’s online practical identities are contingent on a unified
notion of one’s greater practical identity that resides outside of cyberspace
because that is where self-consciousness resides.

Key Words: Korsgaard, Identity, MUDs, Kant, Cyberspace.
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Christine Korsgaard, following in the Kantian tradition, presents a theory of
practical identity in an attempt to answer the normative question. The
normative question concerns what justifies the claims morality makes on us.
This question is not about explaining moral behavior from a third person
theoretical perspective but, is rather, a first person account of why moral
agents must do, for them, what morality dictates. This question she claims
must not only be answerable from the first person but also must make an
appeal to our sense of identity.!

Practical identity, in this theory, arises from self-consciousness. The
structure of our reflective minds enables us to have deliberated reasons for
actions. It is by having a thought out reason that we are able to express our
practical identities, and conversely it is by rejecting that which your practical
identity forbids that we get obligations. The source of obligation is autonomy
because we are forced to identify with principles or laws that guide our lives.
These principles can be found in the intrinsically normative structure of
maxims for actions. It is this sense of identity that will be explored and
examined in the context of cyberspace. Korsgaard’s argument is followed up
to a source of normativity, as found in the structure of maxims for action, but
stops short of exploring moral obligations.

This paper explores online practical identity in a MUD environment
however this theory is applicable to other environments within cyberspace.
MUD is an acronym for Multi-User Dungeon, Dimension, Domain, and
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refers primarily to text based virtual worlds. There is simplicity to MUDs,
based on their close relationship to language, which allows for a great deal of
freedom with regard to one’s practical identity and the kinds of actions a
persona can carry out. A specific instantiation of a consensual MUD, set in a
modern fantasy setting, is assumed for the purpose of examples in this paper.

Korsgaard’s theory is a first person phenomenological account of
consciousness, the mind, identity, and obligations. It begins with perceptions
and desires. In terms of a MUD this is a lot like sitting at the title screen. You
see the name of the MUD, perhaps its web address, and there may even be
some information about theme and policy. At this point you are still in RL
(real life), and this shows the border to cyberspace.

As mentioned, self-consciousness for humans on this theory is self-
reflective.” This is to say the mind is not internally luminous or directly
accessible with any kind of certainty. This reflection does however allow
oneself to turn their attention toward their perceptions and desires. It is in this
way that our mental activities are different than those of most other animals
whose perceptions are their beliefs and desires their will.*> To use the MUD
analogy this is like creating an account and logging on; you type in your user
name and password and in that moment you have created a self in
cyberspace. In creating a self in cyberspace that self can then examine its
mental activities, however this examination is more like a reflection of a
reflection of mental activities as there is only one self-consciousness as found
in the kind of animal with this mind.

A problem arises from this ability to question our perceptions and
desires. Korsgaard calls this the ‘problem of the normative’.* Because we can
always call into question the content of our perceptions and desires a regress
occurs whereby we cannot settle on an answer to the question ‘shall T act?’
Imagine yourself stuck at the introduction screen continuously questioning
your perceptions and desires unable to move forward. You examine the area
thoroughly but keep wondering if your perceptions can be believed and query
every desire that would commit you to an action. A reason is needed to stop
the regress and allow you to commit to a course of action and move on.

‘Reason’, according to Korsgaard means ‘reflective success’.” To
have a reason to act is to endorse a desire or impulse upon reflection. At this
point the regress problem remains, however it has shifted from questioning
perceptions and desires to questioning reasons for action. In reference to the
MUD example this would be like having decided that you want to act but not
knowing what to do. Korsgaard follows Kant with regard to this problem,
albeit with a slight but important modification, and appeals to his categorical
imperative.

Immanuel Kant addresses this problem of continually questioning
ones reasons in terms of freedom and the idea of a free will. Freewill, for
Kant, is a rational causality that is effective and not determined by any alien
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cause including one’s desires and inclinations.® The problem with freewill is
that because it is a causality it must have a law but, since it is free it must
somehow be its own law. The first formulation of the categorical imperative,
the Formula of Universal Law, solves this problem by stipulating that we act
only on a maxim that could be willed as a law. This is to say when we decide
to act upon an impulse we must create a maxim and that process necessarily
makes it a law. Korsgaard makes a distinction between the categorical
imperative and the moral law because the Formulation of Universal Law, for
her, needs to explain how those who do not identify themselves as members
in the Kingdom of Ends, such as wantons and egoists, can in fact have
reasons for their actions which yield real obligations. This is a thorny issue
with regard to moral obligations however in the context of ordinary
obligations is less contentious. What is important for both Korsgaard and
Kant is that reasons can be settled on by willing a law that can be understood
in the form of a maxim.

The way in which a person identifies with their reasons for action
determines their practical identity. The reflective structure of the mind forces
us to have a self-conception because nothing more direct can be obtained.
From the third person one’s self-conception can be explained by identifying
desires, giving them weight, and declaring winners and losers. From the
inside however, as Korsgaard notes, ‘that isn’t the way it is_for you when you
deliberate.”” When deliberating we feel as though there is something personal
that is beyond competing desires, something that is you that chooses the
impulses you act, and do not act, upon. You are a law unto yourself in just
this way. You make decisions based upon principles you identify as
expressively your own.

This is a practical conception of identity because it is understood not
as a scientific fact but rather a description of how you value yourself. How
you value yourself is shown by how you choose among competing desires
and beliefs to best reflect the life you decide to lead. Korsgaard defines
practical identity as:

a complex matter and for the average person there will be a
jumble of such conceptions. You are a human being, a
woman or a man, an adherent of a certain religion, a
member of an ethnic group, a member of a certain
profession, someone’s lover, and so on. And all of these
identities give rise to reasons and obligations. Your reasons
express your identity, your nature; your obligations spring
from what that identity forbids.®

As a result, it can be seen how one’s practical identity is based upon their
endorsed reasons for action.



38 Practical Identity in Cyberspace

When choosing your practical identity on MUD, or more generally
in cyberspace, there is a special sense in which you can choose aspects of
your identity not available, or perhaps very difficult to achieve, in RL. These
special characteristics could be such things as life form, gender, age,
ethnicity, and so on. Considering our MUD example let us say that having
picked your gender, age, ethnicity, and appearance, you now get to select
minor supernatural powers from a predetermined list. The introduction of
supernatural forces here is to show that some actions in cyberspace are
possible that are impossible in RL. Out of the options you decide on mystical
charm and the ability to levitate. With these traits in place you can now begin
to decide what attitude your persona’s practical identity is going to take with
regard to your environment, yourself, and others.

You may decide you want to be a cool, calm, and collected type.
You might also decide to explore the darker side of your nature and opt to be
callously ambitious. You settle on a world view that sees all other things and
persons as simply means to your ends. You wonder why this persona is the
way that it is and develop an elaborate life history that leads to the present
moment. You now have a persona ready to do things. You know what you
have reason to do, because those reasons identify with your self-conception,
but you also know what you cannot do. You cannot do that which your
practical identity rejects, and these are your obligations.

Obligation arises from what your practical identity forbids.
Korsgaard suggests that the relationship between identity and obligation can
be seen in common phrases such as ‘I couldn’t live with myself if I did that’
or ‘just who do you think you are?”’ This relationship, whether self-imposed
or imposed upon others, is found by asking what you cannot do or what
others ought not to do. Take the persona from the MUD for example,
considering the callous nature of this persona it can be seen how there would
be an obligation not to be kind or compassionate. Suppose you insincerely
befriend a child persona controlled by another user. If asked why your act of
purchasing a candy for the child was not compassionate it would be easy to
answer, ‘Because I would not do that out of compassion. I was simply trying
to gain confidence in a devious manner.’ In this way it can be seen that when
one does not violate their obligations they are being true to the reasons they
have for their practical identity.

Integrity is important to the relationship between identity and
obligation. Integrity means oneness or unity, and we use the term for those
who live up to their own standards.'® To violate an obligation is to lose
integrity and therefore one’s practical identity. When these obligations are
violated a person can no longer view themselves, unless they are extremely
self-deceptive, under the rubric they once did. In some cases a person may
rather be dead than violate their strongest obligations. Envisage your callous
persona in the MUD scheming all over the city, setting up plans, and plans
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within plans. Part of what makes this character an integral whole is a
commitment to achieving particularly selfish ends by any means possible. If
you suddenly decide to give all your wealth to charity then that persona’s
integrity is compromised. The standards which make it callous and selfish
have been violated. When a person has integrity they commit to their reasons
for their practical identity as well as the ensuing obligations.

There are cases however in which this notion of obligation is
challenged. Korsgaard observes two complexities which arise from this
relationship between identity and obligation. First, some parts of our
identities are easily shed, and in some cases when obligations conflict ought
to be shed. Her example for this complexity is ‘a good soldier obeys orders,
but a good human being doesn’t massacre the innocent.”'' In the MUD
example this could be stated as, ‘A callous person does not care what befalls
others, but a good schemer does not want to lose a potential victim.” This
complication is not that troublesome as we are often, throughout our lives,
forced to balance various aspect of our practical identity. Second, and more
problematic, is the fact that our practical identities can take a few knocks and
remain intact.' Picture the MUD persona in a one time moment of weakness
caving to the child’s innocence and doing something truly compassionate.
How can this character continue to be considered callous? What if it happens
more than once? Korsgaard’s solution to this problem is to invoke a ‘kind of
second tier integrity’ as a sort of commitment to keeping the times we make
exceptions of ourselves not get out of hand." If a person makes too many
exceptions they may very well cross a threshold and damage their integrity
such that they lose their practical identity altogether. Rather than create
problems these complexities reveal insight into the nature and resilience of
our practical identities.

Autonomy plays an important role for Korsgaard as it is the source
of obligation. Autonomy is the source of obligation because the reflective
structure of human consciousness necessitates that you identify with laws or
principles that govern the actions you choose to endorse. By itself the
reflective structure of consciousness does not have power over us; it only
shows the relation we have with ourselves by way of self-conception.
Authority is needed, along with power, to enable autonomous action. It is this
authority that is the source of obligation. Hence, Korsgaard defines autonomy
as: ‘commanding yourself to do what you think it would be a good idea to do,
but that in turn depends on who think you are.”"* The source of obligation can
be identified in the concept of autonomy because we are forced to act based
upon reasons that are determined by our sense of who we are.

What does it mean to be autonomous in a MUD or cyberspace? It
means doing what you have good reason to do considering your practical
identity. Put yourself in the shoes of the callous scheming character. Being
selfish; you will want to do things for your own self-interest. You may take
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risks such as infringing on the city’s power broker’s resources in order to
increase your wealth. As an autonomous character your actions are
determined by your ability to make laws and act on them so long as it is a
good idea in relation to your sense of practical identity.

The form of our maxims is important for determining that we are
acting on a good idea or law. Furthermore, it is important because it is the
means by which the thinking self can assure that it is governing well.
According to Korsgaard a good maxim is an “intrinsically normative entity’ ">

Every maxim has two parts: actions and ends. A maxim is good,
then, when the action and the purpose are related ‘so that the maxim can be
willed as a law.”'® This is the answer to how we ensure that the laws made by
the Formula of Universal Law have authority. A maxim is an intrinsically
normative entity which binds one’s actions to their sense of identity and the
resulting obligation.

In the MUD example, suppose your persona’s greed has gotten you
into trouble with the powers that be. You have been summoned to a trial
where you will be judged and possibly punished. Given your social graces
you think your chances of survival would be greater by going to the meeting
so you form the maxim: 7 will go to the meeting for the purpose of saving my
character. When this maxim is inspected in light of your identity you find
that it can be willed as a law, and furthermore that it is a good idea, therefore
you act on it. As a result the normativity that allows us to be autonomous is
constitutively found in our maxims as it enables us to do what we want to do.

In cyberspace it seems that some maxims may not be willed even
though they are entirely consistent with their persona’s practical identity.
These are maxims that an agent’s practical identity, of which the character is
just an aspect, could not endorse. In the border between cyberspace and RL
the latter has precedence because that is where the original self-consciousness
resides.

Imagine your MUD persona gets to the trial and you are found
guilty and sentenced to a near unthinkable punishment, however, once
performed you will be free to go. You are ordered to perform completely sick
and perverted acts on the child you insincerely befriended. The child’s user
has also consented to all and any forthcoming events. Given the callous
nature of your persona, assuming a case has been made regarding its evilness,
it is entirely likely that acts of torture and pedophilia could be endorsed, but
for most people sitting in the chair this would be a problem. It would be a
problem because their greater practical identity would forbid them from
endorsing such actions. This reinforces the point that from the first person
phenomenological account, online practical identity is subordinate to a
unified notion of identity that encapsulates all the instantiations of one’s
practical identities.
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What has yet to be mentioned but is important for understanding
how it is we come to have a conception of the kind of life we deem worth
living is value. This normative aspect of one’s practical identity concerns
beings which find themselves in a position of reflective consciousness
deliberating on which ends to choose, or in other words deciding on what to
consider as valuable.

Value, from this first person perspective is rooted in the reflective
structure of the mind. The source of value is found in rational nature because
without a mind capable of reflection, even in a world of things, ends could
not be chosen as worth acting upon.'” That is why a bee cannot value a
flower like a human can; it does not have a mind capable of generating value.
Notice this upshot to a theory of practical identity insofar as it can explain
how value is generated as opposed to simply what is valued. Notice also that
similar to how one’s human identity stands behind all aspects of one’s
practical identity all value can be traced to oneself as the source of value. It is
this sense of value that Korsgaard uses to argue for moral obligations based
on the value of humanity.'® Without delving into issues of moral obligations
it can be seen how Korsgaard’s theory of practical identity can help
understand how it is we conceive of ourselves in cyberspace and how we
come to find value within that electronic space.

In conclusion, Christine Korsgaard’s theory of practical identity
provides some resources for exploring online identity from the perspective of
agency. Her theory provides a rich phenomenological description of what it
feels like to be an agent, or more particularly what it feels like to be an agent
in cyberspace. The strength of this view is its solution to the problem of the
normative in which the solution is found in the concept of autonomy.
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The Interpolated Cyborg: Theorising the Avatar in
Haunting Ground

Ewan Kirkland

Abstract

This paper explores the ambivalent nature of the avatar, and the avatar/player
relationship as typifying key issues concerning videogame agency, textuality
and interactivity. Space, architecture, aesthetics and adversaries are organised
around the avatar body that frequently constitutes the apex of player activity.
The locust of player interaction, avatars frequently embody the tension
between freedom and structure which typifies videogaming. Two ways of
theorising the avatar are contrasted, both interrogating ways in which the
avatar represents the player on the screen. Firstly, the player/avatar
relationship might be considered a cyborgian one. The avatar constitutes a
virtual extension of the player’s body, suggestive of freedom from physical,
ideological and bodily restrictions. Conversely, the avatar might represent a
form of interpolation, hailing the player through the necessity of interactive
engagement. Player autonomy is subsequently restricted according to the
bodily limitations of the avatar, the structure of the game interface, and the
requirements of game rules, objectives, rewards and punishments. This paper
concludes with a consideration of Capcom’s Haunting Ground, a survival
horror game which intertextually engages with the nature of the videogame
avatar.

Key Words: Agency, Avatar, Cyborg, Haunting Ground, Interpolation,
Player, Survival Horror, Videogame.

Tkkhd

This paper explores the ambivalent nature of the avatar, and the
avatar/player relationship as typifying key issues concerning videogame
agency, textuality and interactivity. My concern is primarily with third-
person avatars, those which can be seen on the screen, rather than avatars in
first person videogames, where the game world is viewed from the
perspective of an otherwise unseen agent. Such avatars are generally
preferred within the survival horror videogames in which I am most
interested.

The avatar is a figure central to the videogame experience. Space,
architecture, aesthetics and adversaries are organised around the avatar body,
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which frequently constitutes the apex of player activity. Players form a
physical as well as virtual bond with the avatar. Sue Morris," Martti Lahti,
Sheila C. Murphy,3 Jon Dovey and Helen Kennedy4 all note gamers’
tendency towards ‘sympathetic movement’ where players shift in response to
in-game action, the movement of their bodies reflecting the movement or
desired movement of the avatar on the screen. Indicative of the blurring of
bodily boundaries entailed in videogame play, when players fail, they
typically say ‘I died’ or ‘I got killed’, rather than ‘Lara Croft died’ or ‘My
actions resulted in Lara Croft’s death.” Game space is organised around the
figure of the avatar, the virtual camera following its movements, forever
shifting to keep it centre frame. In this respect, videogames have many
parallels with Western art: portrait painting, photography, cinema, television.
All give primacy and centrality to the human figure, a feature which has clear
associations with ideologies of individualism and selfhood. Compare, for
example, the position of the avatar in Tomb Raider and Tetris in relation to
the political systems which produced each game.

The avatar is also an extremely ambivalent figure. Helen Kennedy
considers Lara Croft as both character and cultural icon, as visual spectacle
for heterosexual men, and a source of investment for women gamers seeking
female agency.” Henry Jenkins in discussion with Mary Fuller argues that
videogames are about spaces not character or plot, with avatars functioning
largely as vehicles through which players move around these spectacular
landscapes. Just as Jenkins claims videogame characterisation boils down to
‘capacities for action’,® James Newman argues playable characters are not
important in terms of appearance. Instead their significance lies in
‘gameplay-affecting characteristics’ of speed, fighting skills, game goals, or
the ability to float.” Probably the most dismissive assessment of avatars’
visual significance comes from Espen Aarseth who asserts that despite the
critical attention she has received: ‘the dimensions of Lara Croft’s body [...]
are irrelevant to me as a player, because a different-looking body would not
make me play differently.’8

The avatar may be variously considered a character, actor, star, icon,
counter and transparent puppet. It is a key figure - in many ways unique to
the videogame - which can help us understand the specific features of the
form. Avatars are the locust of player interaction, frequently embodying the
tension between freedom and structure that typifies videogames and the
‘regimes of agency and restriction’ which organise the videogame text.
Furthermore, the avatar provides an embodied and recognisable figure on
which to focus analysis, extremely useful in discussing a medium that
remains a mystifying subcultural form in the eyes of many academics.

In anticipation of a future ‘avatar theory’, I would like to contrast
two ways of understanding this figure and its relationship with the player.
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Firstly, this relationship might be considered a cyborgian one. The
avatar constitutes a virtual extension of the player’s body. These figures on
the screen respond to the player’s actions: depressing buttons, moving
joypads, waving the Wiimote. Engaging with the issue of videogame
immersion and absorption, Helen Kennedy and John Dovey explore the ways
players are ‘re-embodied’, given agency and presence in virtual gamespaces
through the technology of the interface, and the videogame avatar.'® This ‘re-
embodiment’ emerges through the cybernetic circuit between player and
game, ‘a compelling literalization of the ontology of the cyborg - a
subjectivity that depends precisely on this collapse of boundary between the
human and the machine.”'' Such processes are typified by Eye Toy: Play, a
game which literally puts the player on the screen, and games like Black and
White, GTA: San Andreas, and Fable where game environments and avatars
become altered according to player action. The figure of the cyborg suggests
freedom from physical, ideological and bodily restrictions, and Dovey and
Kennedy argue this cybernetic process allows the possibility of
experimenting with different subjectivities, exploring worlds free of
prejudice, and deepening our understanding of social conflict.

Yet these arguments, while acknowledging the utopian dimensions
of the cyborg model, are frequently tempered with less positive metaphors
suggesting not so much the projection of the player into the screen as the
fixing of the player by the videogame apparatus. These evoke another, less
liberating model: that the avatar might represent a form of interpolation,
hailing and subsequently fixing the player through the requirement of
interactive engagement. The videogame player’s autonomy is far from free.
Agency is restricted in accordance with the bodily limitations of the avatar,
but also the structure of the game interface, and broader demands of game
rules, objectives, rewards and punishments.

Drawing on the work of Louis Althusser, King and Krzywinska
suggest videogame interpellation may be greater than with film, the player’s
participatory role contrasting with the detached perspective of the cinema
spectator. The authors make clear they are much more comfortable with the
application of this framework to the game’s situation of the player as player -
someone self-consciously playing a game - rather than as the (frequently
violent) character within the videogame.'? The model of interpolation is also
explored by Sue Morris in a Baudry/Metz inspired analysis of first person
shooters. There is greater collapse, Morris argues, between the enunciating
position of the videogame producer and the player who appears to produce
the textual experience through manipulation of the interface.'> Bob Rehak
also applies Christian Metz’ discussion of cinema to videogames, and the
work of Jacques Lacan to the ‘unstable dialectic’ between player and avatar.
Rehak discusses the ‘suturing effects of interactive technologies’, describes
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videogames as ‘powerful interpellative systems with profound implications
for subjects - and subjectivity - in densely mediated societies.” "*

For critics applying psychoanalytic frameworks developed through
film studies, videogames appear to realise the illusionary mastery and control
so central to cinema’s interpolation of the spectator. If identification with the
cinematic processes entails a suturing of the spectator and a subsequent
internalisation of film’s dominant ideological order; identification with the
videogame avatar leads to a similar fixing of the player whose actions are
increasingly synchronised with those demanded by what Dovey and Kennedy
term the ‘preferred performance’” of the game." This appears to emerge
naturally from players’ engagement with a game environment designed to
efface its technologies, to appear transparent and ‘real’ according to
videogame conventions. We feel as if we are inventing the means to reach
that high ledge, or master that new weapon, or find the safe route through
Silent Hill’s streets and houses. And yet in achieving these things we are
simply following the game designer has embedded for us to find. In this
respect we internalise the ideological dimensions of these actions, be they
shooting Nazis, or raiding tombs, or ferrying prostitutes from john to john.

The converging of avatar, game goals and game space is observed
by Julian Kiicklich who argues: ‘It is [...] the player’s desire to become the
model player of the game that enables him or her to identify with the avatar,
and thus to interact with the game world and make progress in the game.’'®
The avatar is central to this process. It is the focus of identification. It is the
means by which the player - cyborg-like - engages with the game space and
performs game objectives. The avatar’s humanoid appearance serves as the
player’s double. Moreover, the avatar, with its implied physical presence,
social identity, history and personality, provides a sense of embodiment to the
player’s performance, giving abstract ludic processes a materiality that makes
them open to ideological analysis.

I will now conclude by considering my playing of Capcom’s
survival horror Haunting Ground' in relation to these issues. In this game
the playable figure is Fiona, an avatar with all the visual and audio
characteristics of a white young British upper class woman.

The first point to emphasise is that the avatar’s function is multiple
rather than singular, and varied rather than uniform. At times the avatar is
simply a method of exploring the game space: a huge castle full of winding
staircases, twisty passages and mysterious rooms. In such instances my
cyborgian alignment with the avatar is experienced most strong. I forget my
distance from the figure on the screen in my desire to explore the castle.

In other moments of play, the avatar is a vulnerable figure to be
protected, when perused by one of the many adversaries who reside in the
castle. At such times the player must find a safe place for Fiona to hide until
the threat has passed: behind a shower curtain, under a sofa, inside an iron
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maiden. At such points Fiona’s separation from me becomes more acute. [
am aware of my role as her protector, helping to evade threats to the avatar’s
body. Here I am interpolated as a player, not as a character. I am not Fiona,
but someone looking after Fiona. But this form of interpolation is hardly free
from ideology. Fiona’s visual narrative status as a white female undoubtedly
functions to encourage the sense of helplessness and vulnerability I sense in
the figure on the screen, which I must alleviate through finding an adequate
hiding spot. I do identify with Fiona’s sense of panic. I am anxious to keep
her safe, but more because her death would frustrate my progress through the
game than due to a real fear for her or my own safety.

Notably, when hiding the game’s visual perspective suddenly shifts
from third person to first person: players seeing things from Fiona’s eyes as
the adversary snuffles round the room trying to seek her out. This is a strange
and arresting moment; one which in film studies is seen as aligning viewers
with protagonist, but which in this instance disrupts the player’s normal third
person relationship with game, screen and avatar. Even more disruptive is the
game’s ‘panic mode’, activated if the avatar gets too close to an adversary. In
this state the player looses direct control of the avatar, the joypad vibrates and
the screen becomes blurry. Fiona stumbles wildly around, bumping into walls
and objects. Both point of view shot and the visual distortion of ‘panic mode’
can be understood as encouraging identification with the avatar through
adopting optical or psychological perspectives. However, both
simultaneously break the player’s immersion in the game drawing attention
to its surface texture, its mechanics and technologies.

Sometimes Fiona exists as a character in cinematic cut-scenes where
she moves and speaks independent of the player’s participation. Here Fiona
exists as part of a narrative in which she is the daughter of a clone, murdered
by his evil brother, who plans to use Fiona’s body to make himself immortal.
The function of such scenes is to enforce a sense of Fiona as an embodied
presence within the game, something underlined by other characters’
obsession with her body. Such elements structure Fiona according to the
traditional position of women in mainstream cinema: the object of the ‘male
gaze,” also evident in the opening scenes where the avatar is unclothed,
walking around with only a sheet to cover her nakedness. Again, the
gendering of the protagonist is fundamental to this process.

Fiona is an avatar both in and out of control, typifying the oscillating
structure of the horror videogame as discussed by Tanya Krzywinska.'® A
cyborgian merging or identification is most acutely felt throughout the more
mundane exploratory portions of the game. During moments of conflict there
is a separation of gamer and avatar where the player becomes aware of their
position outside the text. In other instances Fiona becomes objectified,
predominantly in non-participatory cut-scenes, where players’ distance from
the protagonist is most acutely underlined.
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Exploring the nature of player and avatar relationships reveals much
about the processes of videogame play, the function of videogames as
audiovisual texts, and the identity politics of this increasingly sophisticated
medium.
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The Baroque Body: A Social Commentary on the Role of
Body Modification in Scott Westerfeld’s Uglies Trilogy

Kristi N. Scott and M. Heather Dragoo

Abstract

As a genre, science fiction provides a uniquely fertile medium from which we
can extrapolate the defining characteristics of personhood, explore our future
potentials, and project our current selves onto tomorrow. One such example
is the Uglies trilogy by Scott Westerfeld. The series builds on a socially
stratified environment, akin to Huxley’s Brave New World, but built around
the contemporary surge in popularity of cosmetic surgery instead of a
prenatally-determined class system. The world created by Westerfeld
suggests that while body modification is for many today an expression of
individuality or chosen community, it is creating a new and coercive ‘normal
body.” The extreme and abnormal becomes the norm. Once extreme body
modification measures are adapted, new rogues will push the boundaries
again to stand out as individuals. Beauty standards reflect a cycle of
rebellion, conformity, and rebellion. Westerfeld’s trifecta of uglies, pretties,
and specials are subversive political images targeted at the young, the
potential early-adopters of body modification, highly susceptible to peer
influence and with considerable disposable income. Through the Uglies lens
the body is a transformational medium, a social commentary carved with a
knife in flesh. Thus, this paper will seek to juxtapose the changing nature of
the body with social dynamics from a humanistic perspective.

Key Words: Science Fiction, Body Modification, Cosmetic Surgery, Youth
Culture, Beauty Standards.
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1. The Body

The body serves as the most tangible feature of what it is to be
human, encapsulating our humanness in form and providing an outlet for
humanity. While this body signifies a primary commonality, differences in
appearance fuel the ongoing blight of human interactions. Stave for this
universal shape, the human body provides an artistic and political canvas for
intentional manipulation, a malleable vehicle we can use to distinguish
ourselves from or align ourselves with other members of the species. The
ability to customize one’s body as a measure of individualistic or collective
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identity is a practice inherent in human history. With technology at our
disposal, humans are taking our uniqueness to extremes as the boundaries of
what constitutes the human body are changing. The desire to adorn, decorate,
enhance and maul the body modifies its natural composition and creates new
aesthetics of human form and beauty. Scott Westerfeld’s Uglies trilogy
fashions a rich venue to explore the role of body modification as it relates to
today’s youth and society as a whole.

Body modification covers a broad spectrum of seemingly enhancing
and/or disfiguring adjustments to the body. The adjustments can range from
routine medical alterations (such as, male circumcision), bodily adornment
(such as, tattoos), cosmetic surgery (such as, rhino plasticity), to extreme
technological advancements (such as, bio-carbonate prosthetics). The
continuum from minor to extreme body modification is clearly diverse both
in the degree of alteration and social acceptability. Body modification will be
loosely defined as permanent or semi-permanent deliberate altering of the
human body for non-medical reasons, such as spiritual, social, or aesthetic
motivations. In this commentary, some of the modifications illustrated in the
science fiction novels Uglies, Pretties and Specials correlate to primitive
techniques.

2. Idyllic Beauty

Scott Westerfeld’s dystrophic future presents a socially stratified
environment focused on beauty as an indicator of societal position. At
sixteen, the wuglies undergo a transformational operation, an extreme total-
body modification from flawed appearance to a culturally ideal standard of
beauty. After the operation, they move to communities designated by
corresponding post-op stage and interact infrequently with others outside that
status. These total-body modifications are societally dictated in order to
satisfy and pacify the masses. The ‘pretty-making’ operation was designed to
alleviate human beings from our problematic nature. Both uglies and pretties
value the operation because of what they are told it has prevented and
changed.! The goal is to avoid the past, illustrated by the rusties, a highly
economically based and materialistically driven era similar to our
contemporary world. This flawed generation that almost brought about the
demise of the human race.

From the rusty era, the naturals, a rare occurrence of being born
naturally pretty, were revered as makeshift idols like other cultures would
gods.? The new pretties include references to naturals in complimentary
lingo, such as ‘a milli-Helen is enough beauty to launch exactly one ship,’
and their names adorn several buildings in New Pretty Town.’ Like the
rusties, their concept of ideal beauty is created by the culture. However, the
city’s Pretty Committee determines the standards of beauty and guidelines for
the operation.4 While ‘some cities allowed exotic operations [...] the
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authorities here (New Pretty Town) were notoriously conservative,” but all
cities considered the global context to ensure that residents of one city would
not be prettier than others.” These operational limitations express one method
of control the society exhibits over its people.

Since the uglies are taught they are born ‘ugly,” becoming ‘pretty’ is
their evolutionary ideal.

Big eyes and full lips like a kid’s; smooth, clear skin;
symmetrical features; and a thousand other little clues.
Somewhere in the backs of their minds, people were always
looking for these markers. No one could help seeing them,
no matter how they were brought up. A million years of
evolution had made it part of the human brain.®

The continued social consent of adults is largely based on the values learned
in childhood.” These beliefs become fundamental constructs that influence
their perceptions as confirmatory bias continues to reinforce them. The pretty
society fosters the innate quality of human beings to conform. Some of which
are even aware that historically ‘the majority of people have always been
sheep.”® Coercion by the social, political, and economic structures
perpetuates conformity, and people are motivated to go along with the system
when it is individually advantageous. Censorship of dissent, promotion of the
status quo and peer influence reinforce this inclination to conform.’
Nonconformism often begets social hostility as ‘standard behaviour is not
salient; it is just the opposite with unusual behavior [...] salience draws
scrutiny [...] (and) effect.'® Essentially those that stand out are noticed and
those that blend in are not.

In society, pockets of rebellion do occur, but the occurrences are
within the same environments fostering conformity.'" The act of rebellion is
‘warped’ by these views and over time works ‘to undermine it-thereby
returning society, repeatedly, to a new conformism [...] a recurrent problem,
a recurrent stifling of rebellion, resistance, dissent.”'* In the texts, the majority
accepts the beauty ideal and accompanying social structure as normal, and do
not seek to rebel against it. This cycle plays itself out in the texts as the main
characters learn the truth about the operations.

3. Cyclical Identity

In Uglies, we are introduced to our two main characters Tally and
Shay. Tally’s greatest desire is to become pretty and Shay is not nearly as
interested.” Tally believes that the operation does not change who you are,
just how you are perceived. She alludes to what might happen if she does not
have the operation. After 20, ‘the operation won’t work as well, you’ll look
wrong forever.’'* Shay is resistant to peer pressure and societal norms.
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Big Or maybe when they do the operation - when they
grind and stretch your bones to the right shape, peel off
your face and rub all your skin away, and stick in plastic
cheekbones so you look like everybody else - maybe after
going through all that you just aren’t very interesting

anymore. °

Their relationship suffers from mild resentment because of Shay’s reluctance
and Tally’s inclination to conform. Shay runs away to the Smoke, a makeshift
community of people that do not have the operation thus staying ‘ugly’
forever, but leaves Tally cryptic clues about how to locate her.'® Tally is
forced to betray her friend as Special Circumstances, a covert organization
that keeps order in their society, blackmails Tally with the threat of never
receiving the operation.'” Rebellion against the operation undermines the city.

The outcasts in the Smoke provide a glimpse of life in the pre-Rusty
era and introduce the girls to matured uglies."® David shows the girls an
alternative reality and unites them on the idea that there is beauty in nature
and in remaining ugly. Tally learns the secret behind the operation from
David’s parents, who tell her that the operation adds lesions to your brain that
make you ‘easier to manage.’'’ David’s father explains their concept of
evolution is conditioning, a cruel trick, and David claims ‘the worst damage
is done before they even pick up the knife: You’re all brainwashed into
believing you’re ugly.”® After learning the truth, Tally agrees to become
pretty in order to test the cure in the future.

Once pretty, the potential for body modification does not stop with
the operation in the same way that it does not today. The pretties are free to
engage in a variety of cosmetic enhancements. These extravagant and
beautiful methods of artifice are not typical forms of rebellion but rather
extravagant societal norms. It was common for new pretties to ‘surge,’
meaning they get radical body modifications for primarily decorative
purposes. Shay’s eye surge consisted of ‘twelve tiny rubies ringed around
glowing softly red against emerald irises’ forming a clock that runs counter
clockwise.”’ Tally got a lacework flash tattoo on her face that was in tune
with her heart rate.”? After a while, other members of her clique get ‘heart
triggered’ tattoos too referencing their collective group identity.

However, the transformation from ugly to pretty also alters Tally
and Shay’s identities and they lose their sense of subjectivity, ‘one’s
existence as thinking, feeling person [...] to loose one’ subjectivity is to lose
one’s identity entirely.’® Their altered appearance affects their personalities,
thus who they are to become is based on how they appear.

Big Almost the entirety of our daily lives is built up on this
set of unreflective expectations and practices, for which
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some degree of broad social conformity is clearly
necessary. Individual nonconformism is almost invariably
perceived as a threat to that practical identi'[y.24

The threat of nonconformism is what Special Circumstances was designed to
control. Ironically, those pretties that eventually became specials are the ones
most likely to rebel against the system.

Specials are the most extremely modified of all in this society,
feared for their ‘cruel’ human looks and less than human behaviour. Dr.
Cable continually tries to persuade Tally that ‘humanity is a disease, a cancer
on the body of the world [...] Special Circumstances [...] we are the cure.’®
The specials represent what happens if body modification is taken too far,
resulting in a loss of humanity. The control over humanity and the
diminishment of human nature are exactly what Special Circumstances were
designed to protect. Dr. Cable points out that without regulation, we, as
human beings are doomed to repeat our problematic mistakes. Their society
revolves around in-groups and out-groups in addition to the body modifying
operations. These groups play a large role in the characters individual and
collective identities. Whether it is a choice about what type of new surge to
get, which party to attend, or what side of the city you are on, uglies and
pretties particularly look to their peers for guidance.

4. Cultural Body Modification

Westerfeld’s inventive world highlights extreme body modification
as the norm but mirrors the real world in several respects. Body modification
has always been a part of our collective human history, ‘[...] right at the heart
of this symbolic universe, which sets our species apart, is the art and
language of the styled, customized human body.”*® Primitive or traditional
tribes have used body modification, in forms such as tattooing, piercing, or
scarification, to express an informative message about their culture.”’
Contemporary societies have adopted many of these types of modification,
but in the Western world, we are generally more focused on decoration rather
than communication.® This disconnect relates to the values of our culture.
Tribal tattoos have become increasingly popular in recent years. In fact,
Tally’s flash tattoo is loosely based on the Moko style of the Maori tribe from
New Zealand.”

However, many subcultures today adopt body modification practices
as part of their group identities. In addition, people seek out body
modification as a method of expressing their individuality.

Big Contemporary urban and suburban culture [...] has
banished as barbarous the ancient notion of a physical rite
of passage. Without these rituals people’s lives are often
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empty, lacking in meaning and demarcation, and nowhere
is this more evident than in Western teens, who seemed
dazed and confused by the ambiguity of their social
status...hungry for a significant ritual to mark officially
their transformation to adulthood.*

The popularity of body modification may be a result of Westerners,
particularly, looking to satisfy that need for ritual. Modern Primitives seek
out ‘body play’ which focuses more on the process rather than the result. The
experience is the goal. In addition, those seeking the experience are pushing
the envelope by moving away from the now mainstream act of tattooing and
piercing into less socially acceptable forms such as scarification, bloodletting
and pain.*' Traditional cultures have used these types of painful body
modification to achieve ‘altered states of consciousness.” This correlates well
to the text as Shay finds that by cutting herself she can stay bubbly. To them,
bubbly is an altered state of mind outside of the pretty mind. Not only did this
bloodletting process cause a shift in perception, but it also left her with
scarred arms.

5. Future Choice

As young adult fiction, the Uglies trilogy has been immensely
popular. In addition to beauty centred body modifications, creative slang and
unique technical gadgets, such as hover boards, offer the youth culture ideas
about our potential future. The contemporary audience is one that is highly
desirable to advertisers and marketers.’” Though Westerfeld’s message about
the dangers of going to extremes is evident, the success of the series and its
target audience creates a window of opportunity for the adoptability of
similar trends and the commercialization of future products.

In addition, the books offer an impetus for an important dialogue
about beauty standards and our culture’s obsessive captivation with them.

Why am I unhappy [...] because the city makes you the
way they want you to be, Peris. And I want to be myself
[...] their reasons don’t mean anything unless I have a
choice [...] and they don’t give anyone a choice.™

One should be able to have the choice whether or not they want to conform to
societal standards as far as beauty is concerned. Whether mandated or
through social pressure, one should have the right to choose whether they
want to become pretty or stay ‘ugly.” As we move into the future, society will
continually follow its pattern of conformity and dissent, extremes and norms.
Body modification has been around since antiquity, and it will continue to
push the limits of social acceptably. Since the youth culture is susceptible to
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early adoption of trends, prone to conformity within in-groups and non-
conformity within out-groups, we can look to them to see what the future
holds in terms of beauty.
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Cyborg Art as a Critical Sphere of Inquiry into Increasing
Corporeal Human-Technology Merger

Elizabeth Borst

Abstract

This paper introduces and examines the concept of ‘cyborg art,” which
describes literal and figural visual representations of corporeal human-
technology integration. The transforming and emerging human is therefore
the focus; who we are today, and who (or what) we may become, as
increasingly interfaced with technology. Overall, theoretical discussion
centring on visual representations of cyborgs (or posthumans) relate
predominately to science fiction, in particular film and television, as opposed
to art. I argue that this constitutes an investigative limitation into the broad
and relevant field of human-technology interface inquiry. A profusion of
cyborg art and art practices abound within contemporary Western society,
each differing art form, for example, conceptual, interactive, performance,
digital, sculpture or painting, offering possible ‘symbolic function’ and
‘critical potential’ regarding increasing cyborgisation, and changing human
physical ontology. Representations of new triadic entities are of particular
interest, the ways in which artists are fusing human (culture), animal (nature),
and machine (technology) elements together within one artwork.

I suggest that the artistic melding of organic and inorganic spheres alludes to
the common ontology which exists between these states; the scope of
advanced technologies; the dissolution (and rupturing) of boundaries and
dualisms under postmodernism, and the far-reaching ideological implications
this evokes. The goal of this paper is to present the underlying theoretical and
ontological breadth (and creative depth) of cyborg art, to introduce new
cyborg configurations, and to argue for the need to develop a specific cyborg
art genre as a recognised and valid area for research regarding escalating
body-technology amalgamation.

Key Words: Cyborg, Art, Corporeality, Convergence, Ontology
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1. Introduction

Cyborg art focuses on technology as intimately interfaced with the
human body, no longer existing as an attachment or tool, but incorporated
within (or altering) the body’s inherent structures. These ‘cyborgian
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technologies’ include pacemakers, synthetic organs and valves, artificial
joints and ligaments, genetic engineering, assisted/artificial reproduction
technologies, external gestation, xenotransplantation, cloning, cryonics,
biotelematic implants, direct carbon and silicon links, and the creation of
transgenic entities - all technologies in existence today, in varying degrees of
application and stages of development.'

The myriad of cyborg artworks created today offers ample avenues
for enhancing awareness and understanding of these developing corporeal
human-technology links. Additionally, most cyborg art (whether situated
within popular culture, fine art, or performance art realms) is presented on the
internet which potentially reaches a large audience. Despite this, cultural
theory and analysis relating to cyborg art remains limited, adding to its
elusiveness as a concept, and lack of recognition as an art genre.

This introductory paper is based on an in-depth study into cyborg
art, which developed in response to Chris Hables Gray’s call for critics to pay
attention to the growing cyborg aesthetic prevalent today, and the critical
potential of human-technology interface art.” The four artworks presented
here are metaphorical and figural cyborg representations - with a focus on the
convergence on flesh and metal - and are situated within three key spheres of
corporeal-technological developments: prosthetics (machinic technologies),
telematics (electronic - computer and telecommunications technologies) and
genetics (biotechnologies).

2. Prosthetics

Viktor Koen, a multi award-winning digital artist and illustrator,
created Nutrition Man,® shown here, as a figural depiction of technological
augmentation of the body via prosthetics. Koen’s futuristic cyborg represents
the enhanced techno-body in motion, where propulsion units and machinic
technologies are propelling him into the posthuman age. The multifarious
technology serves as a metaphor for superior nourishment of the human body
- interface technology as boosting natural systems.

Image 1 - Nutrition Man (2005) Digital Art Illustration Artist: Viktor Koen
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Stelarc, the controversial and renowned Australian performance
artist who centres his artistic focus on prosthetics and robotics, is one of the
staunchest proponents of the inadequacy of the body’s functioning systems,
and the outdated concept of aging.* He refers to the natural body as ‘obsolete’
(no longer viable), and theorists in general agree that the quest for enhanced
strength/beauty, longevity and immortality fuels the force and compulsion of
technoscience.

Increasingly technologies are no longer an appendage or an
extension to the body, but directly incorporated and assimilated within the
body’s inherent organic structures.’ Today, many parts of the human body
can be replaced with prosthetic technologies and devices.” Therefore terms
such as ‘prosthetic couplings’® are increasingly used to define new cyborg
configurations. Yet, corporeal-prosthetic melding can generate wary reactions
from individuals as prosthetic limbs and devices are often viewed as artificial
components invading and contaminating the (natural) body, challenging what
Elaine Graham calls the human body’s ‘ontological hygiene.” Koen’s cyborg
represents this penetration, as technology is grafted or interfaced into nearly
every inch of his body.

3. Telematics

Christos Magganas, a Greek multimedia artist has created Hermes,”’
shown below, to metaphorically represent wireless telematic ideas merged
with the human body. Hermes in Greek mythology was a messenger to the
gods,"" and he is here transformed into a posthuman cyborg messenger,
receiving and sending the plethora of globally transmitted messages which
exist today. The divine cherubs have also been morphed into the ubiquitous
iconic computer screen. Magganas is interested in the role of the body and
embodiment in the digital era, Greek mythology, and the ‘Shrinking of the
world through communications technology.’ 12

Image 2 - Hermes (1997) Digital Art Illustration Artist: Christos Magganas



64 Cyborg Art

Telematics is a central topic of discussion today as geographical
borders diminish, and the speed of communication increases. Roy Ascott
states that ‘“With the convergence of computers and telecommunications, the
‘thinking system’ becomes planetary.”'* Pierre Lévy agrees envisaging a
future collective society linked by electronic networks, where ‘A nomadic
distribution of information will fluctuate around an immense deterritorialized
semiotic plane’' - the global equidistant internet. The quintessential cyborg
is often viewed as a cybernetic communication network entity,'® and Hermes
represents this as his lower torso is shown dissolving and disappearing into
pure energy.

4. Genetics

Lastly, the advanced developments existing within the sphere of
genetics generate a wealth of artistic inspiration for the creation of new
transgenic, triadic and quadratic entities. Dave McKean, the award-winning
English artist has created Feeding the Machine,"” shown here, which shows a
triadic fusion of animal, human and machine components. McKean’s
‘techumanic tribrid’ has an upper body covered with reddish fur, and a
human-machine head and face (pushing through the mouth of a second face)
symbolising our evolution from animal, to human, through to machine, and
increasing nature, science and technology convergence. As Steven Best and
Douglas Kellner state, ‘‘Human beings’ today can easily be part human, part
animal and part machine.”'® McKean also alludes to Lewis Mumford’s
concerns that our increasing integration with technology will ‘anesthetise us,’
destroying our creativity and empathy.'® McKean’s tribrid is depicted as
devoid of vigour, passively awaiting ‘progress’ or ‘nourishment’ which
cannot ultimately satisfy him.

Image 3 - Feeding the Machine (1999) Surrealist Artwork Artist: Dave McKean
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Norbert Wiener, who coined the term cybernetics in the late 1940s,
was the first to suggest that animals, humans and machines all had similar
cybernetic systems of control and communication,” and increasingly artists,
writers and theorists such as Donna Haraway, Eduardo Kac, Dave McKean,
Faith Wilding, Murray McKeich, Philip Hitchcock and Viktor Koen, are
showing their interest in the common ontology which exists within these
spheres, and the far-reaching ideological inferences this alludes to.

Heidi Taillefer, the celebrated Canadian graphic artist and painter
moves even further into exploring the junction between organic and inorganic
realms with Venus Envy,”' shown below, by combining human, animal and
technological components, and plant matter within one image. In this
artwork, human female flesh and form covers internal technology and
machinery; snakes are represented as hair in the manner of Medusa, and fruit,
flowers and plants are also intimately incorporated within this female
cyborg’s corporeality. In addition, mechanical pipes are shown filling the
artificial breasts with milk, ready for the growing human baby shown floating
in the amniotic fluid of the transparent artificial womb sack. Venus Envy is a
new millennium quadratic entity, a fusion of Eduardo Kac’s interspecies
creations ‘plantimals’ (plant and animal genetic mix), and ‘animans’ (animal
and human genetic mix).*?

Image 4 - Venus Envy (1996) Painting: Oil on Canvas 44 in. x 60 in.
Artist: Heidi Taillefer

Venus Envy also represents the paradoxes often felt towards
technoscience and its applications, alluding to the ‘miracles’ and
‘monstrosities’ that can be developed and created today, and the ideological
struggle over the distinction and disparity between the natural and (the
fascination with) artifice.” The cyborg and posthuman body can be seen in
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transition in the twenty-first century, passing ‘Through a series of gateways
that seem now without end.”* Boundaries are increasingly collapsing
between species and the machine as a result of our biotechnological
capabilities and knowledge. Yet, despite this, and the prevalence of tribrids
depicted in art, the concept of triadic (and quadratic) merger is extremely
limited in theoretical cyborg or posthuman discussion.

S. Conclusion

Theorists and artists increasingly grapple with the question of what
it means to be human today,” as such, ‘The cyborg has been used to fill the
void in attempting to make sense of who we are and what we might
become.””® The cyborg is therefore deemed a symbol or icon of the
technoscientific age, its dual status of being both organic and non-organic
providing a symbolic function for society, by existing as a mediator between
these two realms.”’

This paper has demonstrated the way cyborg art points to important
and relevant themes regarding increasing body-technology fusion, including:
sites of possible being (prefigurative representations); transgression (the
crossing of traditional Western ideological binaries and boundaries, such as
male/female, organic/artificial, nature/culture, human/animal, born/made and
private/public); cyborgian paradox (the human desires and fears felt towards
advanced technologies, and the marvels and monsters which can be created);
the dehumanisation of technologies (and increasing human dependency on
technology); the instability of the symbiotic body/identity as constituting soft
(warm) flesh, and hard (cold) machinery; and the way in which skin no
longer serves as a barrier and boundary to the inner corporeal realm.

Cyborg art is a discursive tool for addressing the interconnection
and relationship between humanity and technology, and can be viewed as
having critical potential as it serves as a possible catalyst for increasing
theoretical analysis relating to, and societal awareness of (and interest in)
advanced corporeal technologies. Cyborg art can (and should) have social
value and societal function, as this art genre offers versions of the
technoscience debate that are not often considered, and forms of resistance
not immediately apparent.”® I therefore suggest a need arises to embed and
ground cyborg art in the realm of corporeal-technological embodiment; to
recognise cyborg art as constituting a specific (critical and relevant) art genre;
and for cyborg art to be acknowledged as a significant arena for exploring
issues surrounding altering human physical ontology, in addition to being
valued as complementary to theoretical discussion focusing on escalating
body-technology convergence.
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Interactive Dance: The Merger of Media Technologies and
the Dancing Body

Zeynep Giindiiz

Abstract

This article explores the collaboration between bodies and interactive
technologies in relation to the cultural practice of contemporary dance.
Aiming to counter-balance the increasing fear of disembodiment of the
dancing body, it offers a phenomenological approach to examine the partner-
work between physical bodies and abstract digital technologies. In addition,
this paper examines the consequences of the integration of digital
technologies for the existing cultural practice of dance and the roles of digital
technologies incorporated in stage performances and illustrate these changes
via the case study Apparition (2004).

Key Words: Embodiment, Phenomenology, Interactive Technologies,
Interactivity, Virtuality, Dance, Cultural Practices.
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1. Introduction

In dance, bodies and technologies have often been seen as
incompatible, even unethical. Accordingly, technologies have frequently
been accused of ‘dehumanising’ the body and its dance. Moreover, the
currently increasing intimacy between dance and digital media, such as
telematics and motion capture, causes dance practitioners to fear that
technologies are generating a ‘disembodiment’ of dance, which implies the
extraction of the physical body from the choreography.'

However, dance and the phenomenon of dance performance is not
only an art form, but a cultural practice that changes as the dancing body is
affected by cultural and technological shifts. In the past decade, interactive
digital media that share characteristics of cybernetic systems have infiltrated
art in general, and live dance performance in particular. Theatre theorist
David Saltz describes this interaction as: ‘sounds and images stored, and in
many cases created on a computer, which the computer produces in response
to a live performer’s actions.”> According to Saltz, interactive media have
other characteristics than traditional media, enabling new possibilities of
staging narratives, but also producing a ‘dramatic’ relationship between the
performer and media.
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With respect to the collaboration of dance and digital media, my aim
in this paper is threefold. Firstly, I will underline the crucial necessity of art
for the interrogation of the relationship between humans and digital
technologies. In addition, I will show how digital media help address certain
questions inherent in dance, such as the metamorphosis of bodily form and
the ‘stubborn’ fight against time, space, and gravity. Secondly, I will argue
against the fear of disembodiment of dance by showing how this specific type
of interaction bridges the gap between bodies and digital systems. In order to
do this, I will take a phenomenological approach based on Mark Hansen’s
theory of ‘bodies-in-code’ (2006). I will apply my arguments to the selected
case study Apparition (2004), a dance performance created by the media
artist and composer Klaus Obermaier. The analysis will also help illustrate
my third aim: to pinpoint the changing perceptions of technologies and the
cultural practices of dance.

2. Dance as a Marker of Changing Cultural Perceptions

Technologies have an impact on our perception of the body; each
new technology demands a new corresponding anatomy as well as a new
conception of time and space. According to Katherine Hayles, living in a rich
technologically mediated environment brings with it changes and shifts in
habits, postures, enactments, and perceptions. However, the effect of
technology, specifically the changing proprioception and sense of
embodiment, need time, thought, and experience to be registered in the
‘mindbody’. Art is capable of bridging the gap or discontinuities between
rapid technological innovations, an abstract understanding of the body, and
our embodied experience.’ Hence, artworks that incorporate technologies and
the interaction between technology and the body not only help us understand
these points, but they actually change experience itself.

Dance as art form is helpful in illuminating changing perceptions
and experiences of the body by means of digital technologies because the
desire to question one’s existence is inherent in its very centre.
Notwithstanding common associations of dance as ‘just something physical’,
dance is, in fact, a reaching beyond oneself, an active questioning of ‘time,
space, the engagement between the intellect and the senses. [...] an
interrogation of the world at the same time that it is a celebration of our
existence in the world.”

In this respect, the collaboration of dance and digital technologies
requires close examination because being intimately tied to bodily awareness,
sensual presence, and kinaesthetic experience, dance ‘more than any other art
form has been reconfigured in terms of new media projects.”> One of the
most the prominent changes in the practice of dance is the notion of virtual
dance and bodies. Although, to certain dance practitioners and
choreographers, virtuality implies a ‘disembodiment’ of dance; for others
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virtuality makes possible a renegotiation of corporeality.® This re-negotiation
is then a re-interpretation of the body through the image where a continuous
interchange between bodies and technologies allows presence and pattern to
interact. At the same time, it is a re-incorporation of technologies; that is a
confrontation as well as a dialogue between the incorporeal and corporeal. In
order to counterbalance notions of disembodiment of dance and to illustrate
how this re-negotiation takes place, I will now examine the theory of bodies-
in-code and its primary source: phenomenology.

3. Re-Negotiating the Body, Re-Incorporating Technology

Phenomenology has its roots in the 20" century and is a
philosophical and existential approach to life, body, politics, and meaning.
There exist several approaches to phenomenology; however, Maurice
Merleau-Ponty’s method that celebrates the phenomenal body as our primary
access to the world suits best for conceptualizing the body and its interaction
with technologies in everyday life and the arts. For Merleau-Ponty,
phenomenology has to do with descriptions of man and the world, not as
objectively constituted, but as subjectively established through the lived
experience of a phenomenon. It concerns itself with the ‘pre-reflective’ mode
of being, which is ‘the prior ground or condition of both the subjective and
the objective.”’ In other words, the world is always already there before
reflection begins.

In his book Bodies in Code (2006), Hansen takes Merleau-Ponty’s
stance as his starting point and updates it to the domain of new media art.®
Creating a combination of media theory and phenomenology, Hansen argues
that technologies alter the very basis of our sensory experience and
drastically affect what it means to live as embodied human agents. His main
focus lies on the separation and reconciliation of touch and vision, and how
this doubleness of perception can be materialized by means of interaction
with digital technologies. The ability of simultaneously experiencing double
sensations is inherent to the human body and is conceptualised by Merleau-
Ponty as the notion of ‘reversibility’, exemplified as the body’s ability to see
and be seen, to touch and be touched.’

Labelling it as the ‘dancing-danced’, dancer/researcher Susan Kozel
applies the notion of reversibility to dance, linking its doubleness to the
dancer’s different levels of consciousness. On a reflexive level, the dancer
‘dances’ but on the pre-reflexive level, the dancer is also ‘danced’ by the
force she sets into motion. The constant shift between a pre-reflective and
reflective level of consciousness marks the ‘hyper-reflectivity’ in dance.'
The notion of the dancing-danced is part of the everyday routine of any dance
class: when learning a new combination the dancer is required be very
conscious of her body, but after the learning process, s/he is encouraged to
‘let consciousness go’ in order to allow the force of dance to take over as to



74 Interactive Dance

achieve unpredicted movement dynamics. Choreographer Keren Levi
illustrates this point: when teaching a new dance combination, she suggests
the dancers to ‘go through the dance phrase [...] the first time slow for the
mind, and the second time fast for the body.’]l In the former part then, the
dancer ‘marks’ the phrase by visualizing the movements, while in the latter
part s/he ‘does’ them “full-out."2

Hansen elaborates on the differences between the motile and
representational modes of the body by distinguishing the ‘body image’ from
the ‘body schema’. The former is characterized by a predominantly visual
understanding of the body as an external object, whereas the latter, generates
from:

The operational perspective of the embodied organism. As

such, it encompasses an ‘originary’ preobjective process of

world constitution that, by giving priority to the internal

perspective of the organism, paradoxically includes what is

outside its body proper, what lies in the interactional domain

specified by the embodied enaction.'

In other words, the body image refers to the representational domain while
the body schema refers to the body ‘from within’, it is that which comes
before the body image and makes the body image possible in the first place.
The body image, then, is an embodied extension or externalised form of the
body schema.

Moreover, Hansen claims a current shift from representational
fantasy or cinematic illusion towards a desire for complete convergence with
natural (embodied) perception achieved through interactions with digital
technologies. In well-established virtual reality environments, therefore, the
role of representation as well as the difference between the body image and
schema is eradicated. In such environments, ‘whatever experience one has of
one’s body proper does not take the form of a representational image, but
rather emerges through the representative function of the data of body
movement, the way these data represent one’s body.”'* As a result, the body
schema forms a medium through which the actual body opens out, or
exfoliates between itself and the space. The exterior images are not only
representations, but they carry traces of movement dynamics emerging from
the body, reflecting what I call ‘inside-outside-inside’: visual -yet embodied-
aesthetics created through the onstage dancers’ physical manipulations of the
technical system. Hence, the materialization of the body image in new media
environments exemplifies the reversibility of the body as well as its pre-
reflective knowledge of itself as such.

In Hansen’s view, the increasing physical encounters with digital
interactive technologies initiate the ‘body-in-code’, a body ‘submitted to and
constituted by an unavoidable and empowering technical deterritorialization-
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a body whose embodiment is realized, and can only be realized, in
conjunction to technics.’'® In other words, engaging with interactive systems
in new media art creates a self-reflexive experience of the ‘interactor’ or in
the case of dance, the dancer. While highlighting certain prominent shifts in
the cultural practice of contemporary dance and the perception of
technologies incorporated in live performances, let me now elaborate on the
case study Apparition in order to show how the ‘body-in-code’ is realized.

4. Case Study: Apparition

Apparition (Klaus Obermaier, 2004) is an artwork based on moving
body projections made possible by a sophisticated motion tracking system
that display real-time responses to the impulses given by the dancer, in the
form of abstract lines, shapes, and text. An example of what I call ‘interactive
dance’, this performance is a confrontation between corporeal and
incorporeal forms; the major persistent theme of the piece is largely realized
through the collaboration between the ‘live’ input of the dancers and the
‘live’ responses of the technological system. The starting point of Apparition
is based on exploring the questions: ‘What is choreography like when your
partner is software? When virtual and real images share the same space?
When everything moving onstage is independent and interactive at the same
time?'®

The answers to these questions reveal that interactive media have
consequences for the existing cultural practices of dance. Firstly, interactive
media complicate the notion of ‘author’ and ‘identity’ of the artwork because
engaging with these digital media requires the choreographer to share a
considerable amount of his/her authority with the performer and the
technician.!” Concerning the technical system for his new piece, Obermaier
has collaborated with the media engineers and designers of the Ars
Electronica Futurelab. The system constantly updates information for body
projections as well as qualitative calculations of certain motion dynamics.
The information derived from these calculations generates real-time visuals,
projected back onto the body and/or as large-scale background projections
that react to the performers’ movements. The choreography was created by
the dancers.

Secondly, this collaboration between technicians and artists creates a
unique performance environment that is activated by the human body and
‘lives only when a body is living within them, without movement they are
silent and dark and lifeless.”'® Two well-known contemporary examples of
‘responsive spaces’ applied to the context of performance are the ‘Intelligent
Stage’ and ‘4R-Space’."” In these ‘responsive environments’, all physical
actions taking place onstage can be sensed by the computer, which marks the
difference between a ‘traditional stage’ and an ‘interactive stage’. In the
latter, the theater becomes an ‘intelligent’ space that transforms movements
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within its borders into potential data to be processed and interpreted by the
computer. In Apparition, for example, space becomes the:

Materialization of an overall immersive kinetic space, a
virtual architecture that can be simultaneously fluid and
rigid, that can expand and contract, ripple, bend and distort
in response to [...] the movement of the performers.zo

In other words, the theatre becomes what I call a ‘hyper-sensitive’ space
where the images created by physical movement are nothing but the
externalisation of the physical body’s intensity, sensuality, and velocity. The
visual imagery is not imposed on the dance; instead it originates from the
body and is the materialization of the body schema in the form of exterior
images. It illustrates how the body functions as a body-in-code, how it
deterritorializes and externalises itself through engaging with technologies.

Creating the performance ‘environment’ emphasizes the process of
experimentation rather than the end result. This transforms the aesthetics of
interactive performances into an ‘aesthetics of process’ and the performance
into sequences or ‘potential concepts’ to be activated differently in each
performance.”’ In other words, these performances are never ‘settled’ or
“finished’. What is created is a rchearsed, yet to a certain degree
unpredictable performance that comes to ‘life’ through the movement of the
dancers and the reactions of interactive technologies. In addition, depending
on how the system is programmed, the same movement by the dancer may
trigger different reactions from the computer each time, which demands that
the dancer remain alert to the computer’s reactions to create ‘a choreography
of surprises’. This enhances the hyper-reflectivity of dance- the play between
the pre-reflective and reflective consciousness. In Apparition, the dancer
‘dances’ but is also ‘danced’ by the reactions of the digital system. The dance
is shaped from within the pre-reflective mode of the dancer and from the
images appearing in the external space, which in fact carry the traces of the
dancer’s kinaesthetic intensity. The exterior images reflect the dancers’
‘inside-outside-inside’ that help determine the (visual) aesthetics of the
performance as the onstage dancer creates an aesthetically interesting
performance via his/her manipulations of the system.

Finally, interacting with digital media has consequences for the
perception of technologies. According to Saltz, interactive technologies mark
a new era of ‘liveness’ for technologies by contributing to the ontology of
live performance. Interactive media and live performance do not represent
opposite poles; actually, the ability of interactive technologies to ‘sense’ and
spontaneously react to performers’ stimuli makes them ‘close cousins’.
Hence, interactive technologies indicate an end of the period of ‘frozen
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media’ and signal a new era of ‘live media’. In Saltz’s view, the spontaneity
and ‘live’ responses of interactive media transform technologies into a ‘live’
performer that liberates these technologies from their traditional function of
visual décor and recording technologies, and examines how they affect the
form and practice of theatre.”” In other words, in contrast to Hansen’s
approach, Saltz reminds us that technologies are not merely tools; they are
the non-human partners that assist a performance.

Perhaps because of this, the world of dance remains resistant to and
dubious of the incorporation of advanced technologies in live performances.?
Scholar/dancer Erin Manning emphasizes that even the most sophisticated
technologies lack the complexity of the human body and require certain
adaptations from the dancer.?* The dancer’s adjustments of movement help
the system to ‘recognize’ the dancer; a fully actualised movement is
necessary for software detection, usually by accentuating extremities of the
body or a displacement of the whole body across space. As a result, the
software determines the choreography that qualitatively confines what a body
can do even as it accentuates what the technology can do.

Obermaier situates himself on the other side of the scale. Rejecting
the opinions that label the integration of dance and technologies as
restricting, Obermaier argues that limitations in art are necessary in order to
achieve novel perspectives because ‘without any restrictions there would not
be art at all. Each stage setting/set-up gives you limitations AND creates new
possibilities. Even a second or third performer is a restriction for the first
one.”® Other choreographers working with interactive systems suggest that
the partner-work between dancers and interactive technologies opens up new
dimensions of the body that were previously unknown, such as creating a
body that is ‘sensually emergent, alive with image and sound’.?® In addition,
this  pro-technology pole counterbalances the frequently feared
disembodiment of dance by pointing out that designing interactive systems
requires ‘a whole-body interface between human being and technology’ that
involves all of the body’s senses.”’

Relying on Hansen’s arguments, I situate myself at this pole,
advocating that body images do not exist independently; rather they appear
based on to the empowering technical deterritorialization of the body,
achieved in conjunction with technics. The body images manifested in
Apparition are not representational imagery ‘given from above’, but are
extensions of the scope, velocity, dynamics, and sensitivity of the dancing
body; demonstrating the body’s exfoliation into space. In this process, the
technology can be considered both as tool and as performance partners,
depending on the approach taken when examining the ‘lively duet’ between
bodies and technologies.
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5. Conclusion

To counter-balance criticisms of disembodiment of the dancing body
caused by the integration of digital technologies in performances marks the
starting point of this paper. Firstly, this paper shows how the qualities
inherent in dance help to interrogate the relationship between humans and
digital technologies. Secondly, this paper points out that the engagement
between the body and digital technologies leads to anything but
disembodiment; rather, this collaboration merges the two, creating a re-
negotiation of bodily boundaries and a re-incorporation of technologies into
the domain of the body. Moreover, incorporating digital technologies in
dance performances requires certain adaptations from the dancer and
choreographer; it also affects the creation process of a piece, which
underlines that the art form of dance is a dynamic and changing cultural
practice, capable of mirroring the shifts caused by digital technologies in our
current social-cultural life.
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Consciousness, Embodiment and Communication:
Nietzsche’s Bioinformatics

Daniel White

Abstract

This essay considers an important dimension of Nietzsche’s relevance to
cybernetics, communication theory, and informatics. Building on the work of
Gregory Bateson, Friedrich Kittler, and Mark Hansen, I argue that
Nietzsche’s work offers a solution to the ‘frame problem’ in information
theory by positing the body (der Leib, der Kérper) as the context or
connection of consciousness (Bewusstsein, Bewusstheit) with human animal
nature. Nietzsche’s ‘genuine phenomenalism and perspectivism’ (eigentliche
Phéinomenalismus und Perspektivismus) provide a biological and ecological
frame in terms of which to evaluate, renovate, and educate the new spectrum
of ‘posthuman’ identities-in science fiction and fact-produced by electronic
communications.

Key Words: Nietzsche, Kittler, Informatics, Information, Bioinformatics,
Communication, Artificial Intelligence, Frame Problem, Corporeality.
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Choros
kai tis tod” exikoit’ an angelon tachos;
Klutaiméstra

Héphaistos Idés lampron ekpempdn selas.'

Nietzsche is often thought to have been a materialist who challenged
idealism-even God himself-to Homeric combat. His victory was signalled in
the memorable phrase, spoken by his Madman, ‘God is dead! God stays
dead! And we have killed him!*? Instead of opting for dogmatic materialism-
the metaphysic underlying ‘science’- or idealism-the metaphysic of
‘religion’-however, Nietzsche developed an irreducibly pluralistic affirmation
of life. He therefore attended to the language from which all ‘ideas’ derive,
and he so turned from the ‘God’ of Christendom to the ‘gods’ and animate
powers of Ancient Greece, like Hephaestus, divine craftsman in the arts of
fire (metallurgy), and from divinities to the elemental signs (Zeichen) which
make up t