
in: Screen Dynamics. Mapping the Borders of Cinema, Gertrud 
Koch, Volker Pantenburg, and Simon Rothöhler (eds.), Vienna: 
SYNEMA, 2012, p. 150-168.
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rather than a passive state of perceiving. Simul
taneously, these activities alter and transform 
the material they visualize and the perception of 
its viewers as users. Feedback relations estab

lished between virtual imaging and imagination 
best describe the aesthetics of online cinema. 
Cinematic time on the Internet is constructed 
and condensed through imaging activities. 
Times of observation are warped and looped. 
With online cinema, time does not simply 
progress, but rather expands like the universe, 
in all directions, differentiating its structures 
while its meshes are set. In March 2oro, You Tube 
announced, "24 hours of video uploaded every 
minute."7 Through repetition and combining on 
the web, each one of these images resonates in 

the other. Online cinema exceeds individual 
control, or at least requires surfing those supe
rior forces and incalculable waves of informa
tion. As a familiar time-structure passes and 
passes out, being on the Internet and watching 
films changes our behavior; its social component 
remains subliminal for the time being. 

From the perspective of analog media, Inter
net aesthetics are coined through a perception 
ofiterations, recursions and reprises. This is es
pecially true of online cinema-its surfaces and 
montages, practices and procedures, its distri
bution. There is always something being re
peated and reenacted, and more often than not 
what we see is just a different version of the 
same thing. The more we focus on the emer
gence of new forms-spaces, audiences or new 
forms of reception-the more we have the old 
ones staring back at us. Online cinema repeats 

the structures of early cinema, and has done so 
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from the very beginning: montage of attrac
tions, very short formats, and an open, variable 
programming. 8 But online cinema also reprises 

early television structures and programming, it 
is reminiscent of the structure of home movies, 
the project of Do-It-Yourself, as well as restag
ing the videotape and the structure of waves 
and vibrations inherent to it.9 Online cinema 
resumes all of the experimental and amateur 

film movements, and their plans for politicizing 
art; it produces avant-gardes everywhere, since 
there is no first or last, no beginning or end on 
noded screens. Digital cinema can simulate, 
mix and blur material traces of all kinds of film 
formats, forge scratches and overexposures, 
imitate video dropouts or tape defects. Any ref
erence to the source material is unreliable, be
cause indexicality remains a second order rela
tion between algorithms. While its political 
gestures are grossly aestheticized, Internet art 
remains to be politicized, perceived as a social 

way of seeing; beyond the individual, beyond 
the self-assured subject. 

Since our own behavior and that of others is 
intertwined, we can no longer insist on a cen

tered subjective viewpoint, but have to look at 
phenomena from the corner of the eye, as Hans

Ji:irg Rheinberger insists, from the margins of at
tentiveness, from where "the place of absorp
tion" is located. 10 Only by moving along the 
verge of vigilance can we trap cinematic atten
tion as our own. The commercial Internet con
fuses attention with ranking. It distinguishes 
center from periphery, what is important from 
insignificance, and it does this by quantitatively 
measuring attentiveness. Internet values are ere-

ated through logics of the hit parade and the 
stock exchange. Instead, by being methodically 
inattentive, by working with "moderate di
shevelment,"rr we might discover a medium be

neath a message-and, as Jean-Luc Godard put 
it, a medium beneath the desires. 12 Thus we may 
find a popular road to film's unconscious 2.0. 

OLD CINEMA AND NEW PSYCHOLOGY 

In 1945 Maurice Merleau-Ponty in his lecture 
"The Film and the New Psychology" explained 

how, from a phenomenological perspective, 
the world and desires are closely entangled 
when watching film. 13 In his neuropsychologi
cal investigations on the structure of behavior 

during the 1920s and 30s, '4 which he connects to 
the laws of gestalt psychology, Merleau-Ponty 
assumes that a new psychology has to deal with 
effects of a visual field, drawing audiences into 
it as if under a spell. This action of the visible 

could simply be c;alled image, but it is an image 
that emerges from forms of behavior and rela

tionships. The act of perceiving basically cre
ates homogeneity ofthis field, according to the 

7) www.youtube.com/t/press_timeline. 

8) See Joos! Broeren, "Digital Attractions: Reloading Early 
Cinema in Online Video Collections," in Pelle Snickars, 
Patrick Vonderau (eds.), The You Tube Reader (Stockholm: 
National Library, 2009), pp. 154-165. 

9) See Maurizio Lazzarato, Videophilosophie. Zeit
wahrnehmung im Postfordismus (Trans. Stephan Geene 
and Erik Stein, Berlin: b_books, 2002). Lazzarato expli
cates the vibrational model he describes for video for
mats through a modulation of time in duration, accord
ing to Bergson and Deleuze. "The video image derives its 
movement from the vibrations of the material; it is this vi
bration proper. Video technology is a modulation of cur
rents and the video-image is the relationship between 
these currents." (p. 66, translated from German.) 
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gestalt rules of figure and ground, of proximity, 
similarity, simplicity, closure, repetition. There 
is no longer a simple view of the world as the 
subject is automatically drawn into this entan
glement of intention, sight and sound, but 
rather a way of interlacing things with the 
dynamics of affective structures. "When I per
ceive something, I do not think the world; it 
organizes itself in front of me,"" writes Mer
leau-Ponty, referring to a joint procedure in ap
paratus and mind. Relating cinema experience 
to the laboratory work of gestalt psychology of 
his time, Merleau-Ponty shows that cinema re

futes the ¢artesian division between res cogi
tans, as mind;' and res extensa, as the physical, 
and he shows that human beings-simultane
ously perceivers and those being perceived in 
the drama of the world-do not think or de
code this world, but rather behave within it in 

direct relation to other people and things. 
Watching a film also means presenting con
sciousness as "thrown into the world, subject 
to the gaze of others and learning from them 
what it is."16 The relationship to others is not 

10) Hans-Jorg Rheinberger, lterationen (Berlin: Merve, 
2005), p. 67 (translated from German). 

11) Max Delbruck, in a letter to his friend, Salvador Luria, 
dated 1948, quoted in Rheinberger, op. cit., p. 66, as 
"gemafiigte Schlampigkeit." 

12) Jean-Luc Godard, Histoire(s) du Cinema, F/CH 1988-98. 

13) See Merleau-Ponty, op. cit., p. 51. 

14) See Maurice Merleau-Ponty, La Structure du comporte
ment (Paris: Presses Universitaires de France, 1942); 
published in English as The Structure of Behavior 
(Trans. Alden Fisher, Boston: Beacon Press, 1963). 

15) Merleau-Ponty, 1964, "New Psychology," p. 51. 

16) Ibid., p. 58. 
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regulated by introspection and empathy, but by 
a common bond of views, visual fields and 
behavior, which cinema produces and simulta
neously renders visible-in a close-up, for in
stance, or in a long-focus lens.'7 Cinema theo
rists after Merleau-Ponty were also interested 
in the idea of external constellations as emo
tional issues.18 What is interesting about cin
ema in terms of the Internet and a newer psy
chology is not its ability to store or distribute 
images, but rather its way of generating fields 
of perception as socially linked spheres. 

In his lecture to future filmmakers, Merleau
Ponty did not mention that phenomenological 
as well as cinema perception, which "make us 
see the bond between subject and world, be
tween the subject and others, rather than to ex
plain it,"19 do not simply stage a peaceful coex
istence on a visual plane, but instead create 
relationships of difference. On the field of vi
sion, the subject is, as Lacanian film theorists 
have repeatedly shown, subjugated to the gaze 
of the other.2° Unlike Jean-Paul Sartre, though, 
Merleau-Ponty did not regard these encounters 
of two gazes as fatal battles on common 
ground, but as a fissure in the fabric of the 
world, something that generates instability be
tween seeing and being seen, between visible 
and invisible fields, and hence creates new rela
tionships. The chiasmus of sight and image in 
the age of technical media is a blind spot at the 
intersection of subject and dispositif if this blind 
spot comes into view, it disturbs the stability of 
the subject.21 For online cinema, the film's sin
gle fissure turns out to be an endless series of 
relays. Bonds between "subject and world,"' 
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"subject and other" prove to be manifold and 
oscillating relationships. 

During the 1920s and 30s, new psychology 
and the perception of cinema went hand in 
hand; psychologists could be filmmakers, and 
filmmakers, psychologists.22 At the end of his 
lecture, Merleau-Ponty himself is taken aback 
by the coincidence of perception theories and 
cinematic dispositif, asking, "why it is that pre
cisely in the film era this philosophy [i.e. phe
nomenology] has developed,"23 detecting in it a 
world view shared by philosophers, psycholo
gists and cineastes. Cinema and perception, or 
the self and the world, constitqte each other in a 
reciprocal manner, forming loops of feedback. 

In the 1940s, the idea of processing sensory 
data and feedback behavior in holistic fields of 
perception was not just a matter of cinema the
ory, but also an issue of experimental science. In 
a cybernetic experiment conducted in the same 
year that Merleau-Ponty gave his paper, a kines
thetic animal was implemented with sensomo
toric loops that simulated nervous action. It was 
named "Palomilla" and it could behave either as 
a moth or as a bedbug. Its photosensitive chip 
could perceive an amount oflight from a lamp 
in its environment and transform it into volt
age, setting a tiller in motion that would steer a 
motor. Depending on how the tiller was pro
grammed, the electrical animal would either 
move towards the light, or away from it. In a 
field of more or less light, Palomilla seemed to 
behave according to her perception, in a sophis
ticated way beyond simple patterns of reaction. 
Here, behavior turns out to be a notion as
sumed by the observer of the system. In a sec-

ond experiment, Palomilla's steering move
ments could be exaggerated, over steered, and 
then appear as over- or hyperactive. This dys
functional behavior flabbergasted neurologists 
because it exactly simulated forms of neurolog
ical pathology, purpose tremor or Parkinsonian 
aberrations-as notions of the observers.24 

In cinema, motor movements are reduced 
while reactions, even physical ones, are part of 
the perception.25 The feedback behavior be
tween sensory organs and reactions is, in the 
old cinema dispositif, turned in~ard, toward the 
internal circuits, into emotions, shivering, over
heating, sweat, and tears, which are monitored 
in the laboratory of a cinema of humors and 
fluids. Film rhythms as rhythms of light and 

17) According to Merleau-Ponty, this is also true for the 
organization of sounds in cinema, which he discusses in 
terms of the radio montage- not the inscribing gramo
phone-, although, unlike his contemporaries Cage or 
Schaeffer, he explicitly excludes noise from his consid
erations. 

18) This includes not only phenomenological film criticism, 
prominently represented by such writers as Don Ihde 
and Vivian Sobchak, or film theory based on Lacan's 
model of organizing optics, which also goes back to 
Merleau-Ponty, but also the practice of filmmaking it
self: in his self-observational film, JLCIJLC, Godard has 
(blind) actors reciting long passages from Merleau
Ponty's The Visible and the Invisible. 

19) Merleau-Ponty, 1964, "New Psychology," p. 58. 

20) See e.g., l<aja Silverman, The Subject of Semiotics (New 
York: Oxford University Press, 1984), pp. 194-236 and 
Judith Mayne, The Woman at the l<eyhole. Feminism and 
Women's Cinema (Bloomington: Indiana University 
Press, 1990). 

21) For more on this, see Hans Dieter Huber, "Oberkreuzte 
Blicke. Merleau-Ponty, Lacan, Beckett, Spencer-Brown," 
in Antje l<apust, Bernhard Waldenfels (eds.), l<unst. Bild. 
Wahrnehmung. Blick. Merleau-Ponty zum Hundertsten 
(Munich: Fink, 2010), pp. 135-156. Also, the ground
breaking, brilliant study by Andreas Cremonini, Die 
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sound, of energy, as we know them from the 
old forms of cinema, are, in new cinema, re
combined with motor activity to create com
pletely different dramaturgies. While old cin
ema,· in its plush ~eats and surroundings, tries to 
reduce noise and disturbances in order to focus 
the audience's attention on the screen, online 
cinema is notoriously perceived in passing, 
over the shoulder, on trains and tubes, in mo
tion, blending many different distractions into 
its visuals and environment. YouTube videos 
precisely blur the boundaries between image 
and frame, motion and background, levels and 
meta-levels, inside and outside, so that the site 
of perception becomes ambiguous.26 In the im
ages of online cinema, space is nothing but a 

Ourchquerung des Cogito. Lacan contra Sartre (Munich: 
Fink, 2003). 

22) See Kurt Lewin's wonderful home movie as experimen
tal film for the 1929 psychology congress at Yale, Field 
Forces as Impediments to a Performance, on You Tube: 
www.youtube.com/watch?v=BeS9R4wlcgY, uploaded 
by the Virtual Laboratory at MPI Berlin http://vlp.mpiwg
berlin.mpg.de, one of the treasure troves of Internet 
cinema. 

23) Merleau-Ponty, 1964, "New Psychology," p. 59. 

24) See Norbert Wiener, Cybernetics: Or Control and Com
munication in the Animal and the Machine. (Cambridge: 
MIT Press, 1948), p. 7 and the following pages. 

25) See Vivian Sobchak, "What My Fingers l<new," in 
Carnal Thoughts. Embodiment and Moving Image Culture 
(Berkeley: University of California Press, 2004), 
pp. 53-84. 

26) See Albert Figurt, "The Thin Red Line Between On and 
Off: A (Re:)Cyclothymic Exploration," in Geert Lovink, 
Rachel Somers Miles (eds.), Video Vortex Reader II. 
Moving Images Beyond YouTube (Amsterdam: Institute 
of Network Cultures, 2011). Online version here: 
www.networkcultures.org/ _uploads/%236reader _ 
Vide0Vortex2PDF.pdf. 
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constantly changing topology through which 
we have to move, like meandering moths or 
bedbugs. This topology establishes perceived 
spaces as much as social ones. 

In the light of Merleau-Ponty's ideas on 
older cinema, the question of a philosophical 
model of perception for new online cinema 
arises; not to verify one or the other, but in 
order to understand forms of behavior as they 
appear, in different historical times, simultane
ously in neurophysiological and media-techno
logical models. 

DIGITAL PERCEPTION 

After having interviewed Jacques Derrida for a 
television program, Bernard Stiegler subsumed 
the issue of digital imagery and subsequent 
technical externalization of perception's logics 
under the trope of a Grammaticalization of the 

Visible, referring to the procedure of crushing 
down images to single data that can be recom
bined.27 He raised this as a political problem in 
1993, just as technical images had caused severe 
doubts about their relation to reality. Televi
sion channels had broadcast the experience of 
extremely umeliable pictures: images that were 
supposed to show targeted bombing of Bagh
dad in real time could not really provide any 
analog-based authentication. "Something has 
intervened-treatment as binary calculation
which renders transmission uncertain."28 

For online cinema, which appeared much 
later, this kind of grammaticalization of the vis
ible was again criticized as political deprivation. 
Fundamental scruples are expr~ssed: films are 
not watched on the Internet, bu't sin:iply read, 

and they are not even read as films, but as sets 
of digital data. "We no longer watch films or 
TV; we watch databases," writes Geert Lovink 
in his introduction to one of the first ( elec
tronic) books to deal extensively with watch
ing films in an electronic space.29 Stiegler again 
projects grammaticalization onto problems of 
spatiotemporal identification and archiving
and discovers Internet images to be basically 
organized by the surveillance principle, by pro
viding "the development of an algorithm for 
automated discretization of spatial [ ... ] and 
temporal[ ... ] and spatiotemporal continuities 
[ ... ] and the automated comparison of such iso
lated discrete elements allowing for signaturns 
of images and searches in a body of diverse oc
currences of the same type of iconic or sound 
information (an object, a voice, a face)."30 

While the observation is basically correct, his 
conclusion is strange: in this procedure, he fear~ 
"psychosocial individuation."31 Like Merleau
Ponty 60 years earlier, both authors, Stiegler 
and Lovink, relate the state of media, electronic 
grammaticalization of the visible, to a neuro
logical phenomenon. But when Merleau-Ponty 
related cinema perception to neurophysiology 
in his speech, this was not intended to diagnose 
pathological behavior-which, as a child psy
chologist, he would have been familiar with. 
While Merleau-Ponty cherished his discovery 
as a fortunate coincidence of human faculty 
and dispositif, the latter diagnosed a syndrome, 
defective behavior: attention deficit hyperactivity 

disorder. In the inability to concentrate, the fid
geter returns, in the realm of the alphanumeric. 
Much earlier, in Jean-Martin Charcots Parisian 

clinic and in the first phase of technical media 
practices of the 1870s, the relationship between 
media and psychiatric behavior was made evi
dent through the first series of chronophotog
raphy. These created symptoms of maladies 
without matter, "sine materia," which sug
gested a relation of imitation and mimicry be
tween the symptom and the publicly perceived: 
"The idiosyncratic affectation sine materia, the 
imitation of organic illness, has been described 
as neuromimesis."32 The imaginary bond be
tween media and frangible experiences of the 
body, as well as between media-theorists and 
neurologists is as old as technical media. Neu
romimesis is a viable term to describe acting 
urtd'er the influence of an apparatus. 

In the digital age, images, texts, numbers and 
sounds are computed at speeds that exceed 
those humanly perceptible, to then be trans
mitted onto our motor-sensory system by suit
able interface technology. Every piece of digi
tally processed information has to take its 
detour via analogous, physical and, that is, ma-

27) Bernard Stiegler, "The Discrete Image," in Jacques Der
rida and Bernard Stiegler, Echographies of Television. 
Filmed Interviews (Trans. Jennifer Bajorek, Cambridge/ 
UI<: Polity Press, 2002), p. 149. As an addition to the 
transcripts of the television discussions Derrida and 
Stiegler conducted, this text was reconstructed out of 
two later lectures of Stiegler's. In this text, Stiegler em
phasizes the destructive consequences of digital gram
maticalization, while Derrida in his answers proves 
vividly interested in the deconstructive and differentiat
ing process of discrete imageries. 

28) Ibid., p. 153. 

29) Geert Lovink, "The Art of Watching Databases: Intro
duction to the Video Vortex Reader," in Geer! Lovink, 
Sabine Niederer, Video Vortex Reader: Responses to 
You Tube (Amsterdam: Institute of Network Cultures, 
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terial channels, before human eyes can see it, 
human ears can hear it and human skin feel or 
sense it, etc.33 To be mi;ticµlously precise, we 
fl.ever watch, see or hear sets of data, but rather 
their physiologically pe~cei~~ble effects. Still, 
the question of the figurativeness of digital film 
or television transmissibns definitely contains 
the political aspect Geert Lovink addresses: on 
the Internet and on the screen we are con
fronted with effects of metad~ta, not with qual
ities of light and sound as they impose their 
force on photochemical or magnetic material; 
moreover, because of the speed of digital pro
cedures, we do not have full control over these 
data-generating algorithms, which create im
ages and sounds. Therefore, the political criti
cism Stiegler puts forward remains: "the pro
duction of metadata, whose digital concept was 
formulated in 1994, but whose practice goes 
back to Mesopotamia, had always been exe
cuted in a top-down fashion, by the official insti
tutions of various forms of symbolic power."34 
Metadata limit access to cultural technologies 

2008), p. 9. Meanwhile, a second volume has made its 
electronic appearance. See note 26. 

30) Bernard Stiegler, "The Carnival of the New Screen. 
From Hegemony to lsonomy," in SnickarsNonderau, 
op. cit., p. 51. 

31) Ibid., p. 54. 

32) Jean-Martin Charcot, Poliklinische Vortrage. Bd. 1: Schul
jahre 1887/88 (Trans. Sigmund Freud, Leipzig/Wien: 
Deuticke, 1893), p. 13 (translated from German). 

33) See Wolfgang Hagen, "Die Entropie der Fotografie. 
Skizzen zu einer Genealogie der digital-elektronischen 
Bildaufzeichnung," in Herta Wolf (ed.), Paradigma Fo
tografie. Fotokritik am Ende des fotografischen Zeitalters 
(Frankfurt am Main: Suhrkamp, 2002), pp. 195-235. 

34) Stiegler, 2009, "Carnival of the New Screen," p. 52. 
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that are intellectual poison to the masses. But 
even if applied top-down, the function of meta
data and its relation to the according channels 
has been recognized, and can be seen today 
from the regions neighboring Mesopotamia 
where it is used to oppose the current just as 

well.35 

Bernard Stiegler' s objection relates to two is
sues: the technical and the institutional side of 
digital programming. Due to its slowness, the 
human brain and sensory equipment cannot 
follow operations conducted by electronic re
lays, and therefore cannot intervene in the pro
grams, as long as a series of commands are run
ning-a warning that has already been put 
forward by Norbert Wiener for the automated 
control of computed processes-a threat that 
might be more dangerous in the context of 
weapons systems and atomic power plants, if 
we still want to make a difference here, than it 
is in programming films.36 

Jacques Derrida, in his conversation with 
Stiegler, reminded the latter that time and 
space, in technological media transmissions, 
has always been an artifact. Whatever medium 
processes and transmits an image, it will always 
transform the perception of all who are linked 
to it, and allow for new differences and differ
entiations to emerge. For instance, audiences· 
watching Internet television are no longer de
fined by their nationality, they can watch sans 
frontieres, limited only by commercial broad
casting rights; an argument that reminds us of 
Bertolt Brecht's radio theory, distinguishing be
tween the possibilities of the apparatus and re
strictions implemented due to political or com-

mercial interest. Here, the virtual space of the 
Internet has initiated a deterritorialization of 
media subjectivization, as Derrida observed: 
"What the accelerated development of 
teletechnologies, of cyberspace, of the new 
topology of 'the virtual' produces is a practical 
deconstntction of the traditional and dominant 
concepts of the state and the citizen (and thus 
of'the political'), as they are linked to the actu
ality of a territory."37 Thus, ,Derrida discovered 
new and unforeseen possibilities for political 
experiences in digitized visual spaces,38 for the 
alphabetization ofvisualilliterates as well as for 
political education that could counteract the 
laws of orthography, of imaging and the state.39 

But other frontiers remained to be crossed: that 
of the finite image, its frames and surfaces, and 
the frontier between Internet and the mind, be
tween new cinema and new psychology. 

The year 1993 marked a fundamental reterri
torialization of the Internet as a whole. The 
president and vic~~president of the United 
States, as part of a techno-political program, 
claimed the historically open architecture of 
the worldwide electronic information network 
for state politics and economic interests, mak
ing way for its commercialization. Images and 
Internet videos were hardly important at that 
time-except for diagrammatics or comics of 
communication theorists-but in principle, the 
option for commercial digital cinema opened 
up and marked the beginning of an accelerated 
flow of images. 

For many years, the consequences of digital 
imaging did not really affect cinema or its per
ception. Only on surfaces and user interfaces of 

monitors and TV-screens did electronic images 
and aesthetics create unexpected effects. Old
style cinema reacted reluctantly to this. One of 
the first few directors to do this was Lars von 
Trier in his films The Kingdom (1994) and Break
ing the Waves (1996). Trier programmatically 
broke the old logic oflight waves by digitizing 
painting, film and video images and layering 
the digital surfaces through various processes 
of copying and converting. He was already a 
master of discriminating, composing, pasting 
and editing in discrete seriality. Rather than fol
low dramaturgy and acting in the old sense, the 
behavior of his protagonists, for instance in 
Breaking the Waves, was organized according to 
these new mixed media surfaces and their visi
bility. Just as the director went along with the 
surprises of unforeseen effects of landscapes 
composed of digital layering of film, video and 
painting, his protagonists had to accept their 
unforeseeable reactions in a synthetic world 
computed in technical parameters. 40 The fe
male heroines in Trier's films, mostly victims of 
a joint venture of apparatus, environment and 
the visual pleasures of northern myths, could 

35) The first draft of this article was written in March 2011. 
We keep a "moderately disheveled eye" on 
Mesopotamian political landscapes. 

36) Wiener, op. cit., p. ix and p. 27 

37) Derrida and Stiegler, op. cit., p. 36. 

38) Derrida's Spectres de Marx (Specters of Marx) was pub
lished in Paris in 1993. 

39) "Just as literacy and mastery of language, of spoken or of 
written discourse have never been universally shared, 
(it goes almost without saying that there have always 
been, not only people who can read and people who 
can't, but among those who can, a great diversity of 
competencies, abilities, etc.) so today, with respect to 
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well be compared to the unconscious or trance
like behavior of Charcot' s hysterics. The aes
thetics of his films could well be called neu
romimesis. After all, the strange behavi<;>r that 
was eventually classified as "hysteria" began to 
emerge in a similar constellation of new 
media-a new psychology emerged from the 
chronophotographic series in Charcot's days, 
based on new orders of the visible. Although 
we learned from Palomilla that behavior is al
ways in the eye of the beholder: the psychia
trist, the philosopher or the cinema audience. 

For digital cinema, the problem or lack of 
materiality remains a predominant issue. 
Stiegler remarks that the basics of photographic 
ontology involving the impression of reality 
onto the materiality of the image-as Andre 
Bazin observed-have been lost in digital pho
tography. Regarding a loss of memory, Stiegler 
states that a break in the "chain of memorial 
light,"41 once based on photographic inscrip
tions oflight onto plates, would eventually cre
ate mental images. In the digital world, indexi
cality no longer refers to a universal reality, but 
to more sets of data. Therefore, a reorganiza-

what is happening with the image, we might say, by 
analogy, that the vast majority of consumers are in a 
state analogous to these diverse modalities of relative 
illiteracy. [ ... ]There is also, if not an alphabet, then at 
least a discrete seriality of the image or of images. We 
must learn, precisely, how to discriminate, compose, 
paste, edit." Derrida in Derrida and Stiegler, op. cit., p. 59. 

40) See also Ute Holl, "Mazzen, Fazzen, Augenjazzen," 
in Martin Warnke et al. (eds.), HyperJ<u/t II, Zur Orts
bestimmung analoger und digitaler Medlen (Bielefeld: 
transcript, 2005), pp. 287-296. 

41) Stiegler, 2002, "Discrete Image," p. 154. 
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tion of traces is necessary to permit automatic 
navigation through the "flow" or flood of im
ages. Instead of reconstructing history in di
achronics, there will be an orientation in syn
chronical pathways: "In the future, digital 
technology is going to go very far in spotting 
[discontinuities in a film]: in addition to planes, 
it will recognize automatically different camera 
movements, identical objects present in a film, 
recurrent characters, voices, sets, etc. It will be 
possible to make indices of these things, to in
scribe them in temporal scales. This will allow 
us to navigate through the flow of images in a 
nonlinear fashion towards ever finer and more 
iterative elements, in the same way that we've 
been able to in books."42 As in the dreams of the 
Russian avant-gardes, a technical eye substitutes 
the subject of cinema. However, automated 
seeing creates its own topologies and tropes 
and ultimately infects social ways of seeing. 

What Maurice Merleau-Ponty, referring to 
gestalt psychology, described as the automatic 
organization of the world before our minds, 
corresponds to an automatic organization of the 
visible on the Internet, which follows the rules 
of data and algorithms. Only twenty years after 
Stiegler' s statement, algorithms on the Internet 
seem to actually be able to address single se
quences, images and close-ups-as well as de
tect faces in close-ups and other singularities 
quite quickly. Algorithms transform images 
into information, and connect pieces of infor
mation to the imaginary. Although this is an ex
perience completely different from the old form 
of watching film, there are filmic aspects to this: 
the increasing supply of film-images on the 
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web, even if in fragmented formats and sub
verted versions, allows us to finally read books 
on cinema: we no longer have to remember or 
imagine shots, montages or framings, instead 
we can watch, repeat, analyze them, and even 
edit, project and compare them automatically 
with the help of mechanical eyes. We are oper
ating with sets of data of course; we are dealing 
with digitally organized forms of memory and a 
digitally tracked unconscious. This is not a cine
matic experience in the old sense, but we are 
operating with images regardless. 

There is a hitch, though, to this broad notion 
of an image. As opposed to the old analog 
media, which raised the ontological question of 
what an image is, images on the Internet pro
voke the operational question of what an im
ages does. Images, still or moving, as well as 
written works on cinema connect through dif
ferent traces on the web and are fed back into a 
new experience of cinema. The audience on the 
web does not actually see or watch, but be
comes entangled in algorithmically formed vis
ible worlds. It is, itself, observed, traced and led 
into their meshes through the paths of other 
gazing users of films and film clips. For old cin
ema models, especially the Russian avant-garde, 
the entanglement of the human eye and cinema 
apparatus produced an impassionate political 
eye, which does not get hung up on narratives 
or celebrities, when it is simply supposed to de
cipher images. The entanglement of the human 
eye and digitized sight seems to produce an 
equally intelligent way of seeing: even the his
torical eyes of old-school film scholars are se
duced by the logics of the web and instead of 

thinking in shots, cuts and montages, they begin 
to write in terms of accumulations, transitions, 
series, and clusters.43 Yet, while the phantasm 
that machines can read and reproduce images 
without limitations is far from reality,44 an imag
inary thing, which works and gives feedback on 
the basis of algorithms, has arrived. 

All common practices of online cinema 
occur within the parameters of coding and de
coding, reading and rewriting data, but the pro
cedures of transforming them into images, its 
aesthetics, have yet to be discussed. Users and 
hackers employ the organization of these sets 
of data as material for painting, in turn creating 
new visuals out of aleatoric interventions into 
data structures and compression codes. Thus, 
these visuals raise questions about the structure 
of the imaginary and figurativeness, just like 
Cezanne once raised the issue in the era of old 
new media.45 Hacker aesthetics, such as data
moshing, form images from the logics of digital 
processes and compressions. Those pictures ap
pear as transformations between bits of infor
mation, between the lines, between the digital 
data set and its analog effects. To be perceived, 
these images require a form of "moderate di
shevelment," watching on the verge of vigi-

42) Ibid., p. 157 

43) See Thomas Elsaesser, "'Constructive Instability,' or: 
The Life ofThings as the Cinema's Afterlife?" in 
Lovink/Niederer, op. cit., pp. 13-31 and Elsaesser, "Tales 
of Epiphany and Entropy: Around the Worlds in Eighty 
Clicks," in SnickarsNonderau, op. cit., pp. 166-186. 

44) See Friedrich l<ittler, "Computergraphik, eine halb
technische Einfohrung," in Sabine Flach and Georg 
Christoph Tholen (eds.), lnterva//e 5. Schrijten zur 
/(u/turforschung (l<assel: l<assel University Press, 2002), 
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lance, a form of systematically distracted atten
tion or sloppy observation. Seeing from the 
corner of the eye, seeing algorithmically pro
duced, data-moshed images requires a certain 
amount of fidgeting, trembling and headshak
ing. They require perception in between famil
iar forms, in between two levels, since, as Tom 
Levin put it, in those videos "one image is 
haunting the other."46 The perception of time 
in data-moshed videos is completely different 
from cinematographically synthesized time in 
that it evokes something visible out of ambigu
ities and intervals; it is a form of technically im
plemented, intentional inattention, which takes 
what is seen from the corner of the eye and 
then spreads it across the entire field of vision. 
Images like these take inattentiveness into ac
count. The diagnosis of attention deficit disorder 
is an inappropriate verdict, since attention 
deficit is required here in order to see the order. 

BEHAVIOR ON THE INTERNET 

Digital imaging practices on the Internet are 
considered, somewhat justifiably, the end of a 
certain visual culture and the beginning of a 
new kind of training to adjust to behaviors in in
determinate topologies. Just like the old cin-

pp. 221-240, and, investigating computer-aided means 
of searching for similarities among images Wolfgang 
Ernst, Stefan Heidenreich, Ute Holl (eds.), Suchbilder. 
Visuelle Kultur zw1schen Algorithmus und Archiven 
(Berlin: l<admos, 2001). 

45) On the practice of data-mashing, see, for instance, 
Ute Holl, "Vom l<ino-Eye zur You-Tube," in Cargo, 
no. 3 (September 2009), pp. 72-74, and more recently, 
Tom Y. Levin in a paper atthe SHIFT Festival, Basel, 2010. 

46) Levin in his paper at the SHIFT Festival. 
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ema, online cinema has to fulfill a social func
tion to "establish equilibrium between human 
beings and the apparatus," as Walter Benjamin 
put it.47 Watching films in the days ofVertov 
and Benjamin taught modern city dwellers, 
through the means of time loops, close-ups, 
pans, and montage, to move in environments 
much too fast to consciously grasp every detail, 
and to discover in their own behavior an optical 
unconscious in the perception of everyday life .. 
Watching digitized cinema today might provide 
the same training and mediating effects: the 
web allows users-while they select, reiterate; 
recombine, transmit and thus produce proto
cols of all of those actions-to observe and 
record this topology and their own movements 
on it as symptoms of their own unconscious 
topology. This second order observation of 
one's own behavior is self-reflective and self
producing. The histories of those chains of ac
tions and decisions on the web provide a proto
col for the digital unconscious of their users 
and, at the same time, constitute pathways and 
nodes of the Internet as it emerges from the 
users' operations. Lovink asks, "What does it 
mean that our attention is being guided by data
base systems?"48 alluding to the fact that, on the 
Internet, attention is the means to navigate and 
at the same time to organize the realm of im
ages for all others. Attention, individually and 
collectively, uses and prioritizes pathways in the 
structure of the Internet. Lovink rightfully in
quires into the relationship between the topo
logical survey of electronic and that of psycho
logical pathways, which correspond in their 
structure, in order to understand the impact of 
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the web on the formation of subjectivity.49 

Films in online archives and collections are not 
just series of images, but attention traps, which 
entangle the users' desire in a network of econ
omy. This is not just one of desires and dreams, 
as Jean-Luc Godard insisted, but also of simple 
capitalist utilization. The old logic of the 
"dream factory" returns in online mode: "Al
lowing oneself to be led by an endlessly branch
ing database is the cultural constant of the early 
21ST century. [ ... ] Time is the Message: what we 
are consuming with online video is our own 
lack of time."50 But the Self 2.0 is no longer just 
a victim of an industrial merchandizing of imag
inary commodities; it is engaged. 

At this point, critical theory meets Jean-Luc 
Godard's psychoanalysis of cinema. Right at the 
beginning of Godard's Histoire(s) du Cinema, a 
work that, in retrospect, proves to be a great dry 
run for watching YouTube, long before its exis
tence, he comments on a scene from Freud, 
quoting the title sequence from his own Le 
Mepris (1963): "Cinema substitutes for our gaze a 
world that corresponds to our desires.-Le 
cinema substitue a notre regard un monde qui s 'ac
corde a nos desires." The idea that the world 
would correspond to our desires-and of course 
Godard will quote Merleau-Ponty later-or in 
plainer English, that the world would "tune 
into" our desires describes the uncanny alliance 
between media and mind, one which we have 
already observed as the blind spot of subjec
tivization. There is a fundamental distinction 
between Godard's laboratory and various on
line cinema experiments: Godard can still play 
his films forward and in reverse on videotape 

and therefore their effects are in accordance 
with cinematic time. Godard's process, like old 
analog media, especially the gramophone, is in 
contact with reality, not because there is some 
scratch in the wax surface, but because the im
pression of reality in analog media is produced 
in proportion to time, and in firm connection 
with it. In the beginning of the film, when Go
dard cites from Freud's Interpretation of Dreams 
and his account of the burning child, rolling the 
videotape forward and backward, he is very 
aware of cinematography and repeating his 
own memory structure as cinematic memory, 
as difference, desire, and repetition, "the reap
pearance of the perception constitutes the wish
fulfillment.''5' In the aesthetics of the Histoire(s) 
he makes clear there is no other way of investi
gating one's own perceptive structure than by 
recovering it in an outside world of images, on 
an external recording device, as Freud modeled 
it in the magic writing pad. Here, too, it is the 
time structure of perception that resists any sort 
of ontology of the image. Godard in his His
toire(s) du Cinema is sitting in front of his many 
monitors, all of them reflecting his own face in 
the dark passages of the films. The users of the 
Internet are seemingly not interested in their 
simple reflection in cinematic images, but 
would rather have it refracted and modified by 
the multitude of viewers that also see and mod-

47) Benjamin, 2002, "The Work of Art: Second Version," 
p. 117 (italics in the original). 

48) Lovink, op. cit., p. 10. 

49) ibid.: "Why has searchability become such an essential 
organizing principle? Why is our personal relationship 
to the relational database being pushed?" 
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ify: in online cinema, reflection is substituted by 
feedback. While Godard's behavior is desire
based and self-reflective, the Internet cinema
goer' s behavior has to take into account the 
multitude of others, even if they try to remem
ber which film sequences were their favorites: 
they would not have been visible at that point, 
had it not been for other viewers. On the Inter
net the viewer cannot roll a film backwards, in
stead, they can copy and operate on the data
bases that others have produced. Instead of 
rolling images back and forth, faster and 
slower-as in the case of Godard's Histoire(s)
Internet cinema posits "a logic of selection and 
expression, competition and attention,"52 as Jens 
Schroter critically notes. However, these con
cepts, i.e., "selection and expression, competi
tion and attention," are not necessarily a behav
ioral reduction. Understood in the context of 
cybernetic communication or informational 
aesthetics, they actually proliferate the possibil
ities of behavior. In terms of media aesthetics, 
Max Bense, for example, included the concept 
of selection-no matter how precarious the 
word remains in German-in schemes of aug
menting calculable possibilities, as a "selection 
from a repertoire," which provides references 
to existing operational processes. Aesthetics for 
Bense is a mathematical case of calculation and 
probability of occurrence or even-as a special 

50) Ibid., p. 12. 

51) Sigmund Freud, The Interpretation of Dreams. Third 
Edition (Trans. A. A. Brill, New York: Macmillan, 1913), 
p. 446. 

52) Jens Schriiter, "On the Logic of the Digital Archive," 
in Snickars/Vonderau, op. cit., p. 343. 
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problem of the Internet-reoccurrence: "Aes
thetic states are actually material states of specially 
classifiable distributions of frequencies. Aesthetic 
processes are statistical-stochastic processes. 
Each and every statistical-stochastic process is, 
in principle, an aesthetic process."53 This kind of 
re-materialization of algorithms corresponds to 
hacker-practices of intervening in databases, 
compression codes, algorithms, practices of 
remixing and replaying, and reiteration. Clearly, 
a part of media usage is limited to the habits of 
the super- or the media-market. This kind of 
usage alone, however, hardly describes the pos
sible forms of visual and acoustic behavior that 
is possible on the Internet. Instead oflamenting 
a reoccurring surveillance principle, we should 
also consider the fact that in digital cinema on 
the web, psychology and cinema once again 
join in a common model of social perception. 

Behavior on the Internet of images need not 
be fundamentally new. Lev Manovich, for in
stance, who discusses social media statistically 
from the viewpoint of information aesthetics, 
tunes his post-punk attitude back to dandyism 
when he proposes to waste time in the You Tube 
Arcades, when he recommends to stroll around 
at a tortoise's pace in front of its images, to 
watch a lot of boring videos in the calculable 
hope of eventually coming across something 
exciting-to practice, at any slow rate, a strate
gic method of hanging out on the Internet. Ac
cording to Manovich, this could lead from 
blind user tactics to intelligent strategic behav
ior,54 where behavior can be regarded as con
necting a set of data to other sets of data, in
cluding those of identity proper in 

psychomotoric activities. This kind ofbehavior 
definitely includes the active critique of power 
structures, yet it does not begin by assuming a 
subject structured by lack and desire. 

FINIR PAR ENTRER EN RESONANCE AVEC LE MONDE 

DE FUTURE (ANTERIEUR) 

From a phenomenological point of view, two 
aspects oflnternet cinema are important: firstly, 
the reorganization and changing of image-struc
tures through duration-even if ultra short-of 
viewing, and secondly, the social aspect of cin
ema, of establishing and transforming relation
ships to others-who on the Internet become a 
plurality, one of many, but not masses as their 
actions count individually. The simple relation
ship Maurice Merleau-Ponty assumed in his cin
ematic experience turns into a multifaceted res
onance elsewhere.55 Duration as well as the 
many-others no longer relate to a homogenous 
visible field, or field of vision, instead there is a 
topology of interconnected data and databases 
that combine perception into a site-less, virtual 
image. This topology produces a socialized field 
of vision somewhere in between materiality 
and immateriality. 

Within this topology of the Internet, a new 
kind of film audience has emerged. It seems to 
believe that the old form of cinema, which, 
according to the Russian avant-garde, the 
Weimar cinema, Italian realists or Hollywood 
films, promised to provide a resonating worldly 
and public space, is in fact a strangely closed-off 
and socially dead space. For this new audience, 
images only connect to the world if computers 
who produce them are online and networking, 

producing meshes and mashes of endless after
noons. Still we find the same dynamics here that 
Merleau-Ponty described, only more complex. 
Subjectivization under the gaze of the other on 
the Internet turns into an attempt to capture the 
attention of many users through the reiteration 
of actions and images. Online cinema practices 
and their theory hardly ever discuss single im
ages to describe cinematic qualities. Instead, an 
image on the web is always considered the re
sult of connected behavior. Cinema on the web, 
as opposed to old forms of cinema, is a resonat
ing space, and not just metaphorically: Wolf
gang Ernst, following McLuhan, has shown 
that, technically all electronic images are oscil
lating processes in a frequency field.56 On the 
web, those frequencies organize themselves as a 
calculable interference. This corresponds to a 
new model of the mind and of communication 
in neuropsychology. Newer neurophysiological 
theories of perception do not assume that "the 
world organizes itself in front of me," as Mer-

53) Max Bense, Programmierung des Schonen. Allgemeine 
Texttheorie und Textasthetik (l<refeld/Baden-Baden: 
Agis, 1960), p. 125 (translated from German). 

54) Lev Manovich, "The Practice of Everyday (Media) Life," 
in Lovink/Niederer, op. cit., p. 33. "In the case of social 
media, the unprecedented growth of numbers of people 
who upload and view each other's media led to lots of 
innovation. While the typical diary video or anime on 
YouTube may not be particularly special, enough are. In 
fact, in all media where the technologies of productions 
were democratized (video, music, animation, graphic 
design, etc.), I have come across many projects which 
not only rival those produced by most well-known com
mercial companies and most well-known artists, but 
often explore the new areas not yet touched by those 
who are endowed with large amounts of symbolic capi
tal." Manovich refers to Michel de Certeau and his thesis 
on the functional interplay between strategy and tactics 
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leau-Ponty put it, but that it reorganizes all rela
tionships we have with the world through 
minute calculations. Perceptual models of corti
cal activity conceptualized in psychology today 
seem to correspond with the perception of im
ages on the web. 

The Max Planck Institute for Brain Research 
in Frankfurt, returning to the laws of gestalt the
ory as previously described by Merleau
Ponty,57 has for some years been conducting 
tests to explore the blurring boundaries of 
gestalts in images. New schools of psychology 
and neuropsychology alike, as well as media 
studies, by the way, which need to calculate ef
fects of computer graphics,58 are addressing 
gestalt questions in order to trace so-called 
"binding problems" in visual structures. They 
are examining visual areas where contradictory 
and complex formations do not allow for any 
clear decision regarding the organization of the 
field of vision and gestalt-making it impossible 
in those cases to decide what elements or re-

of procedures: as institutions become tactical, users 
become increasingly strategic in their procedures. 

55) See Bernhard Waldenfels, Topographie des Fremden, 
Studien zur Phanomeno/ogie des Fremden 1 (Frankfurt 
am Main: Suhrkamp, 1997). 

56) Wolfgang Ernst, "Taki und Taktilitat-Akustik als privi
legierter l<anal zeitkrischer Medienprozesse," in Derrick 
de l<erckhove et al. (eds.), McLuhan neu /esen: /(ritische 
Analysen zu Medien und Kultur im 21. Jahrhundert 
(Bielefeld: transcript, 2008), pp. 170-180. 

57) See Wolf Singer, ,"Neocortical Rhythms: An Overview," 
in Christoph van Marlsburg et al. (eds.), Dynamic 
Coordination in the Brain: From Neurons to Mind 
(Cambridge: MIT Press, 2010), p. 164. "Synchronization 
correlates well with elementary Gestalt rules such as 
continuity, co-linearity, and common fate." 

58) See l(ittler, op. cit. 
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gions are part of the figure and which are part of 
a background. This questions the coherence of a 
field as an image or visual field, because the in
formation coming from the sensory organs al
lows equally plausible interpretations. Percep
tion cannot make a decision; it cannot make up 
its mind, so to speak, and therefore oscillates for 
a long time between several visual states. Only 
slowly, after some time, will the perceiving 
mind decide on a specific way to structure the 
organization of an image or the world, and "this 
process of segmentation requires a considerable 
amount of processing time."59 

The complex procedures ofinternet .percep
tion show an ongoing and indecisive back-and
forth between visual data, frame and image, 
layers and levels of information before an 
image and a homogeneous field of vision ap
pear. Much fluctuation, testing, and oscillating 
happens between data-sets, which should by no 
means be regarded as a loss of responsible and 
self-dependent thought, as Bernard Stiegler put 
it. 60 Instead, this kind of oscillating attention is a 
perceptive process that will constantly change 
frames, levels and parameters of approach until 
finally an image emerges that makes sense-or 
changes the mind. Perception becomes ever 
more complex over a longer period of time. 
Ambiguity is, to a certain degree, necessary. 
"On all processing levels the neurons react to 
more than just one single characteristic. They 
are sensitive to changes in the parameters of 
various dimensions of characteristics. Thus, in
dividual cells respond with ambiguity."6' 

The ripple ofleaves stirred by the wind, as it 
marked early cinema's perception62 has be-
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come, as it were, the ripple of brain waves 
stirred by electronic images. The idea that elec
tric pulses of nerve activity produce waves that 
can be analyzed according to harmonics was in
deed the basis for Norbert Wiener's studies on 
cybernetics in human beings and machines like
wise. 63 In order to find out how the brain 
processes the impression of a face out oflarge 
quantities of data, Wolf Singer's research group 
in Frankfurt might as well have played a data
moshed film to their lab cats and monkeys. The 
researchers observed that coherencies similar 
to those entities perceived according to gestalt 
logics are constituted when the brain rhythmi
cally coordinates vibrations of various areas. 
"Neurons responding to the components of 
faces (e.g., eyes, nose, mouth) synchronized 
their responses when the arrangement of these 
components was such that the animals recog
nized a face; however they did not synchronize 
when the components were scrambled or pre
sented in a way the animal deemed incompati
ble with the appearance of a normal face." 64 As 
the old gestalt theory in Frankfurt had shown 
approximately a century before, it _is easier for 
shapes to emerge from fields if we who per
ceive the world move in relation to these fields. 
Constant movement is a precondition for per
ceiving complex gestalt figures, as today's sup
posedly fidgety children seem to know well. 
While Bernard Stiegler sees them as nervous 
wrecks in front of manipulated monitors, their 
behavior perfectly complies with newer psy
chology, which advises us to repeatedly change 
frames and levels of viewing through constant 
movements in order to make sense of the 

world. Observers can assume that they are not 
just nervous, but actually training to see out of 
the corners of their eyes. Norbert Wiener once 
suggested shaking a machine in case it did not 
work-and with Wiener it is justified to include 
animals and probably adults and children.65 The 
children diagnosed with AD HD by Stiegler and 
Lovink might just be shaking themselves in 
order to distill perceivable objects out of the 
masses of data that make up images on the In
ternet. Whether this reaction is pleasant or un
pleasant can hardly be determined. Getting 
used to new media cultures always seems to 
imply a lot of nausea and vertigo, as pre-cine
matic experiences indicate, like those of the 
Hale's Tours, but also laboratory experiments 
with Wilhelm Wundt or Hugo Mtinsterberg in 
the service of perception theory. 

Newer psychology argues that seeing and 
hearing are dependent on constantly changing 
one's situation in space. If the images of the 
world change, then the brain-and ultimately 
the mind-will alter its attitude towards the field 
of vision. "A cell in the primary visual cortex that 

59) Wolf Singer, "Der Beobachter im Gehirn," in Der 
Beobachter im Cehirn. Essays zur Hirnforschung (Frank
furt am Main: Suhrkamp, 2002), p. 150 (translated from 
German). 

60) See Stiegler, Die Logik der Sorge. Verlust der Aufkliirung 
durch Technik und Medien (Frankfurt am Main: 
Suhrkamp, 2008), pp. 118-123. 

61) Singer, 2002, "Beobachter im Gehirn", pp. 156-157 
(translated from German). 

62) See Siegfried l<racauer, Theory of Film. The Redemption 
of Physical Reality (New York: Oxford University Press, 
1960), p. 31. 

63) See Wiener, op. cit., pp. 181-203. 
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is sensitive to orientational information changes 
the amplitude of its response not only when the 
orientation of a contour changes, but also when 
there is variation in its position, contrast or ex
tension."66 In a way, Merleau-Ponty's observa
tion that a "certain philosophy" emerges "partic
ularly in the age of cinema," could also be 
applied to the new psychological model and the 
corresponding practices of cinematic perception 
on the Internet. A common aesthesis between 
media and psychology emerges simultaneously. 
While neuropsychologists study irritating 
amounts of processed data in order to describe 
corresponding perceptive patterns and behavior, 
film perception deals with the same kind of data 
organization as information within online cin
ema, that could be considered either as images
to-be or as fragmented meta-data. The digitized 
brain has to make up its mind, taking its time, 
switching levels, before it decides which gestalt, 
background or movement can be coherently dis
tinguished. In both historical cases, behavior is 
not limited to a defined space, but rather it de
scribes the problem of an attitude within an os-

64) Singer, 2010, "Neosortical Rhythms," p. 164. 

65) Norbert Wiener, "l<ybernetik (1948)," in Bernhard 
Dotzler (ed.), Futurum Exactum. Ausgewiihlte Schriften 
zur Kybernetik und Kommunikationstheorie (Vienna and 
New York: Springer, 2002), pp. 13-29. "What do we do 
with a machine when this kind of an accident [oscilla
tion between two states, U.H.] occurs? First, we try to 
delete all of the information in the hope that the prob
lems will not appear again with other data when the 
computer is rebooted. If this does not work and the 
error cannot be fixed, then we shake the machine .. 
(p. 22, translated from German). 

66) Singer, 2002, "Beobachter," p. 157 (translated from 
German). 
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cillating topology in a field of vision. The differ
ence between old and new cinema is that in a 
projection hall the number of others watching is 
known and their reactions-except in come
dies-are mostly mufiled, while on the web au
diences consist of countless reactions, albeit de
ferred, shared with anonymous other users 
using the same programs. Only after choosing to 
look at, to stop, to repeat while watching films 
on the Internet, does the audience realize that 
they are an active part of a structure. The proce
dures involving our own subjectivization have 
become far more complicated in new cinema 
and probably require "a considerable amount of 
time" to process.67 

Neurophysiology as well as media theory 
will have to search for solutions to describe the 
complexity and disparity of this new form of 
inattentive ahd distraught perception, beyond 
simply dismissing it as ADHD. The researchers 
in Frankfurt propose that localities of the brain's 
cortex are not simply affected by stimuli coming 
from the environment, but that transmissions 
of forms, figures, images and sounds stimulate a 
set of different areas in the cortex that will, de
pending on rhythmic resonance, form unities 
and coherence. Areas responding to common 
vibrations and their harmonics constitute or ac
tivate a coherent impression of the world. 68 It is 
not through localization and association, as was 
assumed around 1900, but through resonance in 
topologies, through corresponding frequencies, 
that a relation of mind and matter is established. 
This allows for perceptual worlds to be inter
laced, looped and connected in feedback 
processes, in complex phase relations, in phase-
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locking loops.69 In hypothesizing a new model 
of brain functions, Wolf Singer writes, "This 
concatenation of rhythms offers-the attractive 
option of establishing graded correlations be
tween neuronal assemblies of different size, 
thereby encoding nested relations. Such encod
ing is required for the representation of both 
composite perceptual objects and composite 
movement trajectories."70 

Images, in this sense, are relational states in an 
oscillating space. Rhythmic and vibrational 
processes establish a perceptual structure, which 
lasts over a period of time until perception 
makes up its mind to find another vibrating or 
vibrant correspondence that is more probable. 
The same can be said for grasping-film-like im
ages between the logic of the web and older film 
formats that rely on reflected light, a defined sur
face, camera movements and montage. In the 
perception of films online, we resonate with a 
cinema of the future, trying to catch its vibra
tions beyond coherent and material images. Or, 
as an Australian translator of La ]etee, probably a 
surfer himself, put it for the protagonist between 
the times: " ... he eventually caught some waves 
of the world to come." In this spirit of surfing, 
the forces and forms of film production and per
ception on the Internet should be observed. 

Translated by Allison Plath-Moseley 

67) Ibid., p. 150. 

68) "Precise synchronization of discharges is often associ
ated with an oscillatory patterning of the neuronal re
sponses." Singer, 2010, "Neocortical Rhythms,' p. 162. 

69) Ibid. 

70) Ibid. 

Ekkehard l<norer 

·Movable Images on Portable Devices 

"I, too, used to be a fanatic about such things. 
But ... not anymore, no."1 

Pedro Costa 

WATCHING MOVIES ONLINE 

I will be writing about a simple thing only: the 
new online culture (and emerging market) of 
what we traditionally call movies, including the 
discourse around them. I do not want to define 
this term here; let me just say that I refer to a 
certain configuration of social, technical and 
aesthetic practices that came to be at the center 
of what might be called a cinephilic age; the 
movies with a capital M, The Movies. This is 
not about contemporary forms of digital image 
production such as cat content memes, data
moshing experiments and all the other contri
butions to a new Do-It-Yourself video culture 
on platforms from Vimeo to YouTube. Instead, 

1) That's what Pedro Costa said when confronted with a 
horrendous projection of one of his short films at the 
Rencontres lnternationales festival in Berlin in July 2011. 
David Hudson reports, and continues: "He added that 
just the night before he'd downloaded an early Renoir 
and, even for all its splotchy pixels and the tininess of 
the window on his computer screen, it was a better 
viewing experience than many a film he'd seen at 
Cannes projected under the most ideal conditions." 
(http://davidhudson. tum bl r.com/post/7196410286/ 
i m-reti red-ped ro-costa-re pealed-last-night). 

my question is: What becomes of movies (The 
Movies) in the digital age? Clearly, the image as 
such is becoming digital on almost all levels and 
in almost all fields of image production. Pro
ducing a film with an analog camera will soon 
be considered an ancient and rather quaint 
practice. The fact that both the film image and 
its projection are going digital in their everyday 
use is and has to be implied in everything that 
follows. 

Film museums will soon be the only places 
where old devices for projecting light through 
analog filmstrips still exist. At the same time, 
many film archives have already entered into a 
process of transferring parts of their collection 
to digital media. Movies have always been mi
grant, of course: physical copies had to be struck 
and sent and transported and projected and re
turned. This process will die out as movies, by 
dint of their digitization, are turned into a more 
fundamentally migrant art. They are no longer 
located and locatable in a single place. Large 
parts of what is considered the core of movie 
history have been copied into their own digital 
versions, on DVD, on Blu-ray and more fre
quently in all kinds of files that are available on 
purely digital online sources. These sources in
clude commercial sites like Hulu and Neiflix to 
file-sharing communities and streaming link ag-
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