“This is not like TV only better,” says Lenny Nero in the fucuristic film
Strange Daps, “This is life. It's a piece of somebody's life. Pure and uncur,
straighe from the cerebral cortex. You're chere, You're doing it, seeing
it, hearing it . . . feeling it Lenny is touting to a potencial customer a
technological wonder called “the wire” When the user places che device
over her head, its sensors make contact wich the perceptual cencers in
‘her brain. In its recording mode, the wire captures the sense perceprions
of the wearer; in its playback mode, it delivers these recorded percep-
* tions to che wearer. If the ultimate purpose of media is indeed to trans-
fer sense experiences from one person o another, the wire threatens to
make all media obsolete. Lenny mentions television, but the same cri-
ique would seem to apply to books, paintings, photographs, flm, and
50 0n, The wire bypasses all forms of mediation and transmics direcely
* from one consciousness to another.
 The film Stramge Dayr is less enchusiastic about che wire chan
v and his customers, Although the wire embodies the desire to get
nd mediation, Stramge Daypr offers us a world fascinarted by che
and ubiquity of media rechnologies. Los Angeles in che last two
1999, an the eve of "2K)" is saturated with cellular phones,
and text-based telephone answering systems, radios, and bill-
zed television screens that consticute public media spaces. In
ia-filled warld, the wire itself is che ultimare mediaring cech-
espite—or indeed because of—the fact that che wire is de-
efface itself, to disappear from the uset's consciousness, When
es the “actors” who will appear in a pornographic re-
it becomes clear char the experience the wire offers can be as
as a teaditional film. Although Lenny insists thar the wire is
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Figure 1.1 A virtual realicy head-
mounred display, Courcesy of Profes-
sor Larey Hodges, GV Ceneer,
Gieorgin Insticute of Technology.

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

only berter” When Lenny himself purs on the wire and closes his EyEs,
he experiences che world in a continuous, firsc-person poinc-of-view
shot, which in film criticism is called the "subjeccive camera”

Serange Dayr caprures the ambivalent and contradictory ways in
which new digital media funcrion for our culture roday. The film proj-
eces our own cultural moment a few years into the future in order to
examine that moment with greater clarity. The wire is just a fanciful
extrapolation of contemporary virtual reality, with its goal of unmedi-
ated visual experience. The contemporary head-mounted display of vir-
tual reality is considerably less comfortable and fashionable (fig. 1.1),
and the visual world it generartes is far less compelling. Scill, contempo-
rary virtual realicy is, like che wire in Serange Dy, an experiment in
cinematic point of view. Meanwhile, the proliferation of media in 2K
L.A. is only a slight exaggerarion of our current media-rich environ-
ment, in which digital rechnologies are proliferating faster chan our



cultural, legal, or educational institutions can keep up with them. In
addressing our culture's contradictory imperatives for immediacy and
hypermediacy, this film demonscrates what we call a double logic of

semetiation, Our culeure wanes boch o multiply its media and to erase
all traces of mediacion: ideally, it wants to erase its media 10 the very
act of muleiplying them.

In this last decade of che twentieth century, we are in an unusual
position to appreciate remediation, because of the rapid development
of new digital media and the nearly as rapid response by traditional
media. Older electronic and print media are seeking to reafficm their
status within our culeure as digital media challenge that scatus. Both
new and old media are invoking che twin logics of immediacy and hy-
permediacy in their efforts to remake chemselves and each other. To
fulfill our apparencly insatiable desire for immediacy, “live" point-of-
view television programs show viewers whae it is like to accompany a
palice officer on a dangerous raid or to be a skydiver or a race car driver
hurtling through space. Filmmakers routinely spend tens of millions of
dollars to film on location or to recreate period costumes and places in
order to make their viewers feel as if they were "really” there. “Web-
eams” on the Internet pretend to locate us in various natural environ-
ments—from a backyard bird feeder in Indianapolis (Fig. 1.2) o a
panorama in the Canadian Rockies (Fig. 1.3). In all these cases, the logic
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Figure 1.2 Bird feeder webcam: che
wiew is updated every three minuces.
hetp o whucom: feedercam_
home. htm January 24, 1998,

£ 1997, Wild Birds Unlimited. All
righes reserved. Used by permassion,
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Figure L3 Sulphur Mounrain web-
cam, providing a repeacedly uplaced
view of a mountain in che Canadian
Raockies in Banff, Alberca, httpa!
warw. hanffgondols. com! January 24,
L9958, € 1998, Sulphur Mountain
Gondola. All rights reserved. Use
by permission.
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of immediacy diceates that the medium icself should disappear and
leave us in the presence of the thing represented: sicring in the race car
or standing on 4 mountaintop,

Yet these same old and new media often refuse to leave us alone.
Many web sites are riots of diverse media forms— graphics, digitized
photographs, animation, and video—all set up in pages whose graphic
design principles recall the psychedelic 19605 or dada in the 1910s and
19205 (Fig, L4; Fig. L5). Hollywood films, such as Natara! Born Kitlers
and Strange Days, mix media and styles unabashedly, Televised news
programs feature multiple video sereams, split-screen displays, compos-
ites of graphics and text—a welter of media that is somehow meant to
malce the news more perspicuous. Even webcams, which operate under
the logic of immediacy, can be embedded in a hypermediated web sice
(Fig. L6}, where the user can select from a “jukebox” of webcam images
to generate her own paneled display.

As the webcam jukebox shows, our two seemingly coneradic-
tory logics not only coexist in digital media today bue are mutually
dependent, Immediacy depends on hypermediacy. In che effort o creace
a seamless moving image, filmmakers combine live-action foorage with
computer compositing and two- and chree-dimensional compurer
graphics. In che effort to be up to the minute and complete, television
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Figure L4 A page from Joseph
Squire’s Uirban Diars. httpal?
gertrude.are.uive edudludgate’thes

placesutban_diary/introhtml Junu-

ary 24, 1998, £ 1995 Usban
Desires. Llsed by permission
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Figure I.5 An image from the

RGB Gallery at che Hotwired web
site: a colleccion of digital art,
heep:www hocwired .comirgbloppd
Rk o o oD o ok o B o o RS
January 24, 1998, ©@ 1994-1008
Wired Digital, Inc, All righrs
reserved.

.

e ;*{Ft ¥

ll _"ll!;ll. HI

i w
gty y i)

. luu _&un& |-C|IP|-|'\.5|-:“ -h:

= ot

Raet

ikiiatginising "I;FMLLE ! 1--1‘ g "l’ |

Figure 1.6 This webcam julebos
allows the user co combine chree in-
dividual webcams of her choosing,

heepiiwet.images.com/jukebox JTan-
uary 29, 1998, © 1998, Kamal A,
Mostafa, All righes reserved, Used
by permission,
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news producers assemble on the screen ribbons of texe, photographs,
graphics, and even audio without a video signal when necessary (as was
the case during the Persian Gulf War). At the same time, even the most
hypermediated productions strive for their own brand of immediacy.
Directors of music videos rely on multiple media and elaborate editing
to create an immediate and apparently spontaneous style;, they take
great pains to achieve the sense of “liveness” that characrerizes rock mu-
sic, The desire for immediacy leads digirtal media to borrow avidly from
pach other as well as from their analog predecessors such as film, relevi-
sion, and photography. Whenever one medium seems to have convinced
viewers of its immediacy, other media try to appropriate thar convic-
tion. The CNN site is hypermediated—arranging text, graphics, and
wideo in multiple panes and windows and joining them with numerous
hyperlinks; ver the web site borrows its sense of immediacy from the
televised CNI newscasts, Ar the same time relevised newcases are com-
ing to resemble web pages in cheir hypermediacy (fig. 1.7 and LE). The
team of web editors and designers, working in che same building in
Atlanta from which the television news networks are also adminiscered,
cleasly wane their technology to be “television only beter” Similarly,

Figure 1,7 The CHM Interacrive
weh site. © 1008 Cable News Nec-
work, Inc. All rights reserved, Used
by permission of CWN.
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Figure 1.8 CNN Headline News,
1997 Cable News Nerwork, Inc.
All righes reserved.

Figure 1.9 Phocorealiscic Piper Sen-
ec [TT Module; the interface for a
Aight simulator. @ 1998 Inicative
Computing AG, Swirzerlund, Re.
prinred with permission,




one of the most popular genres of computer games is the fight simula-
tor (fig. 1.9}, The action unfolds in real time, as che player is required
e monitor the inscrumencs and fy the plane. The game promises to
“show the player “what ir is like to be" a pilot, and yet in what does the
immediacy of the experience consist? As in a real plane, the simulated
cockpit is full of dials o read and switches to flip, As in a real plane,

the experience of the game is that of working an interface, so that che
[immediacy of this experience is pure hypermediacy.

Remediation did not begin wich the introduction of digital
‘media. We can idenrify the same process throughout che last several
hundred years of Western visual representation. A paincing by the
seventeenth-century arrist Picrer Saenredam, a photograph by Edward
Weston, and a compurer system for virtual realicy are different in many
i ':iu:[portant ways, but they are all actempts to achieve immediacy by ig-
noring or denying the presence of the medium and the act of mediation,
Al of them seek to pur the viewer in the same space as the objects

ﬁwﬁd The illusionistic painter employs linear perspective and “realis-
~oic” lighting {fig. 1.10}, while the computer graphics specialist ma-

illumination (fig. 1.11; plate 1). Furthermore, the goal of the computer
graphics specialists is to do as well as, and eventually beceer than, che
painter o even che phorographer.

Figure 1.10 Sacnredam, Piecer
Jansz, "5, Bavo in Haarlem" 1631,
The John G. Johnson Collection,
Philadelphin Museum of Art. Used
by permission.
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Figure 1.11 A phororealistic com-
puter graphic: che pave of Chareres
Cathedmul, by John Wallace and
John Lin, © 1989, Hewlerr-Packard
Co, Used by permission,
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Like immediacy, hypermediacy also has its history, A medieval
illuminated marmstriptmh-centur}r painting by David
Bailly, and a buttoned and windowed multimedia application are all
expressions of a fascination with media, In medieval manuscripts, the
large initial capital letters may be elaboracely decorated, bur they still
constitute pare of the text iself, and we are challenged to appreciace the
incegration of text and image (fig. 1.12; place 2), In many multimedia
applications, icons and graphics perform the same dual role (as in figure
L13; plate 3), in which the images peek our at us chrough the word
ARKANSAS. This dual role has a history in popular graphic design, as a



Figure .12 A page from a Book of
Heours, circa 1450, © Bohert %
Woodruff Library, Emorr Univer-
sity. Used by permission.

Figure 1.13 Arkansas: che splash
(opening} screen for o muleimedia
celebrarion of the srare.

(']

uollpIpaway jo 21507 afgnog YL CUSIIINPOoLIU]




)

uolimipaway Jo 1F0T ajqRog Fy L CUSHIAPOLIN)

Figure 1.14 A Coney Tsland post-
card from che 1910s, hrep:

miid, sppsrucla.edutconeyvisland!
hiscart hem January 24, 1998,

postcard of Coney Island from che early twentieth-cencury shows (fig.
L14). Today as in the past, designers of hypermediated forms ask us to
take pleasure in the act of mediarion, and even our popular culture does
take pleasure, Some hypermediated art has been and remains an elite
Taste, but the elaborate stage productions of many rock stars are amang
many examples of hypermediared evenes thar appeal ro millions.

In che chapters chac follow, we examine the process of remediation in
contemporary media. In part I, we place che concepr of remediacion
within che traditions of recent literary and cultural theory, Readers who
are less interested in theory may want to tuen direcely o pare IT, which
illustraces the work of remediation in such media as computer graphics,
film, television, the World Wide Web, and vircual reality, These illus-
trative chapeers should make sense even without che fuller explanations
of transparent immediacy, hypermediacy, and remediation provided in
part L In part IIT, which is again more theoretical, we consider how
new digital media are participating in our culture's redefinition of self.
Because readers may choose not to read the book in linear order, we
have provided references—che printed equivalent of hyperlinks—rto
connect points made in the cheoretical chaprers with examples in che
illustrative chapters, as well as some references from each illuscrarive
chapter to achers. This link directs the reader to part I1. & p. 85

Our primary concern will be wich visual rechnologies, such as
computer graphics and che World Wide Web, We will argue thar chese
new media are doing exactly whar their predecessors have done: pre-




senting themselves as refashioned and improved versions of other me-

din. Digital visual media can_best be understood chrough che ways in
which they honor, rival, and revise linear-perspective painting, photog-

1'1511:11?, film, television, and print. Mo medium today, and cerrainly no

single media event, seems to do its cultural work in isolation from ocher
media, any more than it works in isolation from ocher social and eco-
nomic forces. What is new about new media comes from the particular
ways in which they refashion older media and the ways in which clder
media refashion themselves ro answer the challenges of new media.
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