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Abstract

REPETITION AND REMEDIATION IN RICHARD POWERS, SHELLEY JACSON, AND
OSHII MAMORU

by

Hyewon Shin

Adviser: Professor Peter Hitchcock

In Remediatior(1999), Jay David Bolter and Richard Grusin maintain that the novelty of
new media results from its simulation of the formal characteristics founden wledia. While
this concept envisions divergent historical pathways for media, it risks faltmgolipsism
without drawing clear chronological borders. Moreover, the logical selbdegtion found in
the rhetoric of new media is similar to postmodernism’s predicament inmdiakeHistory and
Modernity, which places new media in the broader context of postmodernist intemegst
origin, rupture, and genealogy. If, as with Modernity, new media at its coreansgs own
foundation as constituted by the opposition of old and new and rupture versus continuity, what is
the value of remediation as the foremost theory of new media in conceptualizinghiicsle
contradictions and imagining its exterior? Interrogating the assomgtiremediation, this
dissertation investigates the transformation of one medium through its appoopoiaginother
medium’s formal aesthetics, illustrated in Richard Powers’s riéle@ling the Dark(2000),
Shelley Jackson’s hypertext fictidtatchwork Girl(1995), and Oshii Mamoru'’s digital
animationGhost in the She(l1995). | argue that these authors’ explorations of the
representational limits of their chosen medium through remediation give rise\altie of
repetition and renewal, differing from the solipsism demonstrated by nelia siscourse. | also

suggest that the “origins” of art forms—novel, hypertext, and animation—can heaethsc



through their complex relationships with earlier genres and forms. Thestdissn examines
Powers’s juxtaposition of poetry and virtual reality, facilitation of the pdimigvel’s

reformation through conjuring a digital environment, and adoption of the unusual secand-pers
singular point of view to induce readers’ immersion into the text. My study kédals

hypertext rewriting of Mary ShelleyBrankenstein1818) reveals how the original novel’s use

of the epistolary format prefigures the interactive storytelling ikstats work. Finally, | delve

into Oshii’'s use of nonperspectival vision simulating Japanese graphic novel, cindma, a
Eastern landscape painting, demonstrating alternative spatiotempdrahesta those of

Renaissance optics and perspectival realism.
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Introduction

Compressible, networked, and interactive: the genre categorization “new’ rnasli
gained currency since the second half of the twentieth century, particuidrlgdvent of the
computer and the Internet and the growing power of cyberspace. The term hasdatéaden
encompass not only the digital computer but other technical media such asditmanal
television, all in contrast to the traditional print medium dominating human commanig#b
the nineteenth century. The power of new digital media manifests by reimg diadl
transforming the contents of other media through digitization, collection, andsenpation of
eclectic sources from different media forms in cyberspace, a phenomenonlddnkins calls
“convergence culture” (4).

The scope of new media is wide-ranging, but its influence is less than ulyersa
celebrated. Several scholars condemn the damaging influence of new media oneptigmeof
reality and sense of identity. Fredric Jameson and Vivian Sobchack havedae®etronic and
digital media of disturbing organic perceptions of reality, leading to frataneselfhood and
the mechanization of human nature. According to these critics, by disselghipiggf and
incessantly recycling textual materials such as words and imagescttehadia disrupts the
coherent experience of space and time, dissolving the organized sense chmeadiypjectivity.
However, others champion new media for the manner in which its repetition of pregtagts
unsettles the audience’s experience of coordinated space and time. Thisngnsettiotes a
different spatiotemporality than that of the perspectival realism predotrsince the advent of

Renaissance Humanism. In coining the term “remediation,” Jay David BottdRiahard Grusin

! Jenkins’s boolConvergence Culturehows how contemporary media convergence hasutawaized the
relationships between producers and users, boastiige participation from the consumers’ side. ehkamples
include globally successful media franchises sBuavivor The Matrix andAmerican Idol



argue that the novelty of new media results precisely from its repetrtbsimulation of the
effects found in older media. The relations between old and new media cannot be difared ei
as a radical break or seamless continuity; nor is new media a simple repfieaot.

Reminiscent of Sigmund Freud’s conception of the uncanny, the newer mediumsorepeti
erases the identity of the “old,” invoking the material heterogeneityenher the older

medium. On the other hand, the effects of the “original” reverberate through theaepktis

our desire to achieve immediacy through total mediation that drives the newamisedi
impulsive returning to, and perfecting, the older forms. Yet this ultimate aim daameached
because the materiality within the medium acts against itself.

Hence, as Brian Lennon explains, contemporary media criticism descnb@satka as
guestioning its own foundation. New media’s murky origins owe to its complex rel&idss
predecessors; either new media repeats the old, or the old prefigures thes rengsilt, the
ground upon which new media establishes itself is constantly shifting or ilyfireteding. This
disruption of chronology subsequently raises possibilities and dilemmas in ounghatdaut
history and culture. In illuminating the divergent pathways existent in the hidtangdia, new
media’s serial repetition offers a spatiotemporal logic distinct frontirtbar development from
past events to present conditions. Conversely, the multiple beginnings and unfoundeafrigins
new media can fall into solipsism. This mode of thinking undoes the temporal borders aftthe pa
and the present and dissolves the definitive boundaries of the old and the new, self aridsother;
difficult to imagine what lies outside the present condition of media if todaydsamepeats and
encompasses what is past and what is to come. With no delimitation, the nar@eHisthage

of the eternal present is reproduced in an infinite time loop.
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Unsurprisingly, this self-referential narcissism in the rhetoric of nedianis similar to
postmodernism’s predicament in challenging History and Modernity, raisirgutstion of
whether to consider new media in the context of broader postmodernist interrogatarsgyin,
novelty, rupture, genealogy, linearity and systemization. As the philosopttealantion with
Modernity, postmodernism attempts to disrupt Modernity’s systemic totahzamd orientation
toward progress. The critique targets Modernity’s totalizing impulseflested in its exclusion
and repression of the other, by showing that the desire of unity and identitybhefaits
precisely because of that exclusion and correlating blindness to its own logith&lesg, even
as it casts doubt on Modernity’s assurance of progress and genealogy, postmockenfmsnts
its own solipsism and blindness as does every knowledge system. Postmodenissh criti
suspends the exclusions and distinctions imposed by Modernity between old and nemgd past a
present, self and other. In so doing, it invites the same risk of narcissism and heityogece
the chronological distinctions or self-boundaries have been effectively erasating in an
infinite cycle of self-referential reiteration and a failure in delimgitdiscursive boundaries.
Accordingly, the new repeats the old; the past is what is to come; and postmodenatty i
posterior but internal to modernity, reconfiguring what modernity is. This loglicaination of
the chronological borders of past, present, and future forecloses any attémggine outside
the present moment; thus, postmodernism repeats the very fault of Modernityisyinalpiosit
its exteriority.

The same solipsism is found in the rhetoric of new media calling into question its own
origins and undoing its self-boundaries. Is it then possible for new media dis@aveed the
pitfall of discursive totalization and logical self-reproduction demonstratéldebidea of

Modernity and postmodernism as its critique? How do we posit the exteriority ohedia if it



repeats old forms and remediates what existed before? If, as with neay Medernity at it

core questions and negates its foundation constituted by the opposition of old and new and
rupture versus continuity, what is the value of remediation as the foremost theoryrokdew

in conceptualizing Modernity’s contradictions and envisioning its other? Canéatieizh
heterogeneity inherent in the medium, working against itself, potentiallgsugg answer to
these problems?

Seeking a resolution for these issues, | propose “repetition” as a valuablptdontiee
observation of new media art. In contrast to the discursive totalization iotiontie
aforementioned new media criticisms, contemporary writers and filkeraaeveal the innate
negativity of art making self-same repetition impossible. As Theodor Adorng noeesirt form
revisits a “past” form to enlighten the blindness of the present. MartoteHger likewise points
to the mysteriousness of psis, which lies in the double negative mode wherein the revealing of
truth is unconcealment, since a being always appears other than it is. Théheforgernal
contradictions existent in art beget the differences in form even when invoktiaylaarart
forms. The texts analyzed in this dissertation—Richard Powers’s Rtoxging the Dark2000),
Shelley Jackson’s hypertext fictidtatchwork Girl(1995), and Oshii Mamoru’s digital
animationGhost in the She(lL995)—illustrate the material heterogeneity existent in the
medium. While the absolute representation of reality is impossible due to thaahtatéhis
breakdown generates multifold artistic expressions and interpretingmgsan the works.
These authors’ remediation of other media forms also exposes their respectiventsa own
representational limits; this exposure and awareness of the limitatice@@senting reality

differentiates their artistic practices from the systemizatiohetheory of new media.

2 For Japanese names in this dissertation, | hdleved the Japanese naming convention in whichnalfaname
comes first followed by a given name.



Repetition carries other significances, as it has become the primafymtioéme and
formal technique of electronic and digital media text. Repetition in recedirtexts insinuates
the possibility of intellectual learning and artistic creation based omsige temporal logic. The
cognitive system and perceptual apparatus of new media diverges framredanedia’s
textual condition as founded upon linear progression and sensory coordination. Accordingly,
Oshii Mamoru, the director @&host in the Shelpoints to apprehension of a digital text as
dependent on repetition. Revisiting the “same” text, the audience attends to detals im
previous viewings and readings. The additional information then produces structoge<ima
the text, subsequently transforming the audience’s perception and understandingxdf tAs t
a result, the text is created anew each time it is visited. Although this pod@gsehension
and appreciation for an artwork is not unprecedented, new media narrativeslgfpimiround
the value of renewal as their formal strategy.

For instance, Chapter 3 of this dissertation examines hypertext fichomzsosed of
lexias (an electronic equivalent of pages in print) and links. Words ardyitgpatialized
throughout cyberspace. By linking lexias, readers gather pieces of vimiing meaningful
narrative of their own creation. Marie Laure Ryan finds that hypesteigital environment
nurtures the spatial organization and linguistic/medial materialism fatien part from
postmodern literature; in so doing, hypertext adopts the postmodernist repudiatidn of sel
coherent narrative, unified interpretation, and logocentridiSorthermore, not only does
hypertext visualize the spatialization of writing, it also conceivestamcdigime logic. Unlike

conventional narratives conforming to Aristotle’s unified plot and organic structes)ing

% Marie Laure Ryan connects hypertext to postmotimature for their shared formal characterist®be points
out that linguistic formality, frequently using “ps, intertextual allusion, parody, and self-reféedity,” is the
common stylistic feature of postmodern literatur@iinted form and electronic narrativéarative as Virtual
Reality, 4-5). In addition, the postmodernist promotiorunétable meaning and the writerly text anticip#tes
“self-renewable” and reader-activating electroeixtt



emerges through repetition and variation of themes in the boundless forms o&xXtySatial
narrative consumption, wherein multiple visits to a text generate differensesrpretation,
offers a new path for the perception of reality and organization of textuatiahaReading
hypertext depends upon the recursive cognitive process; the importance is mal that¢ome
of reading but what happedsring that exploration of the text. In this way, hypertext exposes
the limits of preexisting literary and aesthetic paradigms fogteepresentation and linear
chronology. This exposure signals a broader epistemological transfornesgarding how we
see the worlan whichwe live.

Digital animation, the genre of new media narrative scrutinized in Chapterhkrfurt
illustrates how repetition and remediation operate in visual media. The issneediagon links
to new ways of constructing modernity and conceptualizing time, particulalfpenese

animation(anime. Influenced by Lev Manovich’s concepts of new media, Thomas Lamarre

views current digital animation as repeating its cinematic origins, caatiplicthe genealogy of
cinema and animation and analog and digital. Furthermore, anime scholadstinedarth of
Japanese animation as owing to the Edo-era woodblock pkigb{g, Eastern landscape
painting and other traditional arts, considering these forms’ unique aesthigijgatoty of
anime’s formalistic features. This nonlinear view of art history in Japabe#raced to Karatani
Kojin’s thoughts; his work on modernity’s multiple origins enormously influencechéspea
scholars in contemporary media theories such as Azuma Hiroki. According taara
“premodern” Edo Japan is a refined form of the postmodern prior to Japan’s official
modernization in the late nineteenth century. Likewise, anime critics aimathiat digital
anime’s remediation of older media forms repeats cinematic and otheotrablarts. Oshii’s

digital animeGhost in the Shellemonstrates these complex relationships among media genres



through his simulation of Japanese graphic nawalngg, cinema, and Eastern landscape
painting, while the divergent historical paths of media found in Oshii’s animatiomaitaithe
presence of learning and growth founded upon everyday renewal. Thus, as in Harry
Harootunian’s “uneven temporalities” (47), our production of a different time logacsoéf
useful conceptual tool for grappling with the homogeneous world time of capitalisnsand it
compulsive reproductive cycle.

To illustrate how repetition works in texts as a formal strategy, in thisrtdigea | have
studied the remediation whereby writers and film-makers simulaeffeénets of other media to
transform their chosen medium. My analysis focuses on three discretetextsianovel,
electronic hypertext, and digital animation—with respect to each mediaspsctive self-
transformation through appropriation of another media’s formal aesthett@r&iPowers’s
Plowing the Dark Shelley JacksonBatchwork Gir| and Oshii Mamoru’§shost in the Shelire
contemporary texts placing the problem of new media in the context of postmodernism. The
authors’ media ecology, crossing the border of the animate and inanimate, is niaadlpol
invigorating than the portrayal of cyberspace in William Gibson and cyberpuogos
Neuromance(1984) presents a dystopic picture of humanity trapped in the circuit of
transnational capital and an informational “matrix” of cyberspace. In cnthe post-
cyberpunk narratives of Powers, Jackson, and Oshii depict mankind’s dynamictionsravith
their media environment. Rejecting pessimistic media-determinisne, dlogisors highlight the
medium’s generative power to invent subjectivity. Creative use of each mediowerss
printed words, Jackson’s hypertext, and Oshii’s digital cinema image—draws fieivaihes of
the human and the living. While Jackson illustrates the body of becoming througtekiyser

assembly of fragmentary pieces of writing, Oshii expresses a posthunsanysexperience
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using digital media tools yielding unique audiovisual relations between voice and ihagg
these lines, Powers turns to the function of language as the primal mediunmdgandlhife into
existence.

As each work reflects the authors’ respective act of writing or filitimgse authors
specifically explore media relations by appropriating other media to dramsfie medium of
their choice, probing and testing those mediums’ representational limits thHvougwing and
simulating the effects of other art forms. Rewriting Mary ShellEy&kenstein1818) in
Patchwork Gir] Jackson connotes the kinship between electronic text and the printed novel,
revealing how the original novel’s use of the epistolary format prefighessteractive
storytelling in her own hypertext fiction. The “origins” of literaryfits—novel and hypertext—
are obscure because of their complex relationships with, and remediation ef,lieardiry
genres and forms. Shelley and Jackson demonstrate generic transgressinmg, anos
recrossing the distinctions between the lyrical, epistolary, novelistic, greatbytual modes of
expression. Their engagement with these literary forms is essential pooimotion of
heterogeneous voices and discursive diversity introduced in the Rrogekénsteijpand
intensified in hypertextRatchworkGirl). Borrowing the epistolary frame, Shelley cultivates a
sense of community and human connections; the letter format enables her to reaark ly
isolation into the communal cacophony characterized by Mikhail Bakhtin as nioveigogism
while proposing an open-ended, accretive narrative form forecasting hypalitgx@his is
closely related to Jackson’s transmediatioRatchwork Girlof the novel, children’s literature,
journal entries, and theoretical treatises, reinforcing the novelistiogkissia. The hypertext
fiction usurps oral conventions such as recurring story patterns and “kaleidgsicpractive

storytelling. At the same time, its references to electronicariedic—combination and
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feedback through the functions of cut, paste, and copy—reflect the postmodern quandéry of sel
reproduction and perpetualization of an ending.

Oshii’'s remediation of other media@host in the Shefprovides an interesting locus
from which to explore animation’s representational limits. Just as td&metworked cyborg
body in his film problematizes the distinctions between human and nonhuman, the “bodiless”
voice and nonperspectival vision are his experimentations with animation’s creatien of
illusion of life. Particularly by adopting other art forms—imitating maedkitness, cinematic
three-dimensional depth, and computer-generated virtual images—Oshii brihgadmns
beyond the perspectival optics prevailing in post-Renaissance arts, inchugliaugthropocentric
gaze standard in cinema. The audiovisual experiments in his film epitomitzé nigdia’s non-
figurative simulation of the world as information, pushing the representational bosnufathie
animation apparatus to contest the very idea of mimesis. The film synchrorexesisrwhat it
fails to achieve in terms of digital animation’s articulation of a life. T&t®gnition of
inadequacy in representation thus sets up digital media’s aesthetic and peloaaas,
posing self-criticism of its own creative practice.

In his juxtaposition of poetry and virtual reality, Powers as a novelist drisse
common ground emerging from the relationship between the printed novel and degiial khe
focuses on the power of language, upon which both old and new media tools are built. Referring
to that role, he demonstrates how the simulation of a digital environment cantéptlitea
medium’s reformationPlowing the Darkconjures new media’s immersive textual environment
by adopting the second-person singular point of view, which resembles the spestcis patt
early textual computer games. This unusual voice, calling out the readet)(“induces

readers’ immersion; they feel as if they walked into the storyeapdriencedvhat the character
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does in the textual world. Using this literary device, Powers indicates tieatast forms such as
poetry, story, music, and painting have already provided the phenomenologicatmogpefi
immersion for the audience. As “[tlhe mind is the first virtual reality” (180% human
imagination that creates its world, providing a virtual experience even when ediar m
technologies are not in use. In producing that immersion, this narration technique fiepart
conventional representational realism wherein readers maintain a distarseiving textual
material. Powers’s experimentation with narrative voice, therefonesdedditional literary
representationalism colluding with modernity’s impulse of mastery and digjgon. Plowing
the Darkultimately bespeaks the nature of language as technology, which in essekse
against itself. The inevitable limits of verbal representation nonetheled® cagarded not as a
failure but rather as a redemption, rescuing us from the desire of immédaght through
contemporary media technologies cooperating with the global capitalismiktadym
imperialism of the transnational, neoliberal era.

This dissertation is divided into four sections exploring the works of Powerspdacks
and Oshii. The first chapter is dedicated to theoretical scrutiny of the taegtbétical, and
historical implications of new media in relation to postmodernism. The subsequerdhhpeers
investigate the respective medium and art form chosen by Powers, Jackson, antb@ahii
hypertext fiction, and digital animation. Analyzing how these authors recd&shaaative form
through remediation of other art genres, | investigate their formulationsatfitmeans to be
human and the living. The theoretical survey of new media in Chapter 1 centers onpibr@tem
(re)turn of new media discourse and practice. The study of new media’sempairality
provides an opportunity to consider what lies beyond the “spatial turn” of postmodernism, the

dominant cultural paradigm in past decades. The chapter concentrates on tivausogndf
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repetition as the central theme and aesthetic strategy of new media, entesxhe recursive
cognitive process which hypertext fosters while inspecting the problenf-oégeduction
posed by digital animation’s remediation.

While Chapter 1 focuses on new media narratives, Chapter 2, in analyzinggBower
Plowing the Darkreflects on the older narrative form of the novel. Connecting poetry and
virtual reality, Powers illuminates the function of language as theapyimedium through
which mankind builds other artifacts and brings itself into existence. His itlgeds &
Heidegger’s account of poetry’s power of worlding, as one of the main underlymgstud
Plowing the Darlis the conundrum of humanity’s image-making, from mathematical calculation
(as in virtual reality) to verbal articulation (as in poetry). The novel patitze precariousness
of artistic creation, playing with life and assuming the role of the Credovers explores the
relations between old and new media through the verbal simulation of new meufiegssive
environment in place of traditional literary representation. For Powersmealnot a timeless
and universal mode of expression but a historical and philosophical construction of post-
Enlightenment modernity aspiring to the conquest and reframing of the worldgotemable
picture. In this, Joseph Tabbi finds that Powers’s novels exhibit “cognitiveméatisving
beyond conventional representational realism (76).

Chapter 3 studies Shelley JacksdPéchwork Girlalongside Mary Shelley’s
Frankensteinwhich it rewrites, focusing on each fiction’s remediation of earliaalijegenres
and forms. The two texts resemble each other in the textual materialitigaradion of
femininity. In Frankensteinthe dismembered female creature is reincarregéue novel,
Shelley’s “hideous progeny,” the feminist figure resisting reprtasion. The partial

reincarnation of the female monsteHatchwork Girlis then Jackson’s appropriation of
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Shelley. Thus, the female monster is always in the state of becoming, not arflguae but
also as textual condition, illustrating N. Katherine Hayles’s “subjagtas-assemblage.” Her
“body” can only be per-formed by the virtual linking of autonomous body parts into the
unrepresentable whole of the “body,” just as the meaning of the text is produced bgtiognne
lexias into the “work.” Jackson also inherits Shelley’s creative impulsensgi@ss generic
boundariesFrankensteins an epistolary novel remediating the private letter format, and its
intense lyricism resonates with that of Romantic poetry; stressingletesia Patchwork
Girl’s hypertextual collage of novel, children’s literature, journal entries,teeatdtical treatises
suggests the possibility of interactive storytelling. An open-ended warkatilating Aristotelian
mimesis calls into question the definition of narrative and literature.

Finally, Chapter 4 examines the voice and vision in Oshii’'s anim&tast in the Shell
Scrutinizing the “bodiless” voice alienated from the imaged body, | argue thavdyegoersists
in Oshii’s film in aural form. This view of voice as bodily extension disputes tbgaalclaim of
the absent filmic body in digital animation. The protagonist’s “bodiless” volmécktes the
illusion of character identity for audience and their psychological ideatiic with characters.
This audio-visual split and inversion exemplifies “plasmaticness,” Sergan&en’s life
coming into being via animation. Instead of habitual image-voice conformity,-aistial
separation casts doubt upon the organic unity of body and mind and image and sound
exemplified by cinematic perceptual coordination. Oshii additionally grabhemation’s
potential for representation by appropriating the nonperspectival vision; tie arsay of
manga, cinema, and superflat image in the film assembles alternativgéespptrral relations to

those in the Renaissance perspectival systems postulating a geonestriditiensional space
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established by a single unified viewpoint. Thus, Oshii’s critique of Cartesidarmity between
body and mind, voice and vision, extends to Renaissance optics and perspectival realism.

Powers, Jackson, and Oshii borrow the aesthetic effects of other media in oxgdorte e
their chosen medium’s perceptual horizons and representational limits inraptdtidoreak
those boundaries. They equally demonstrate how one medium can be refashioned through
appropriating another’s formal characteristics. The newer medium’sti@pet older forms
further reveals the heterogeneity existing in the latter. This reuelay artistic practice gives
rise to the value of repetition and renewal in new media, which differs from thsisol

demonstrated by new media discourse.
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Chapter One
The Impasse of New Media: Repetition and Temporality

In the last resort what has left its mark on the development of organisms mushisgaityeof
the earth we live in and of its relation to the sun. Every modification which is tipesé&d upon
the course of the organism’s life is accepted by the conservative orgdimctgnand stored up
for further repetition. Those instincts are therefore bound to give a deceptiveasgesaf being
forces tending towards change and progress, whilst in fact they are mekahg $seeeach an
ancient goal by paths alike old and new.

—Sigmund Freud, “Beyond the Pleasure Princip®E( 18:37)
Well, what if there is no tomorrow? There wasn’t one today.

Today is tomorrow. It happened.

—Phil Connors, fronGroudhog Day

Groundhog Daya 1993 film directed by Harold Ramis, portrays a nightmare in
repetition of tedious daily life. In this film, Phil Connors, a TV meteorologistaught in a time
loop and destined to relive the same day over and over again. Beneath the mowvielst appa
moral lessons of self-reflection, spiritual rebirth, altruism, and true romaticeugh which the
spell of time loop is finally broken—Iurk interesting questions about repetition. i biagi
chapter by delineating the significance of repetition as portrayed inlm&-f#Ramis’s
Groundhog Dayand Oshii Mamoru’s Japanese animated fitmpcencg2004)—to illuminate
the issues of new media and postmodernism that are the central topics of the Ebapte
electronic and digital media, repetition has become an essential theme aalddomique of
composition. Repetition in new media opens up the possibility of learning and creation,
knowledge and art, as founded upon recursive temporal logic, distinctive from cogystems

strictly based on linear chronology. However, the self-referential temipog@in new media art
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poses the problems of solipsism and totalization. This predicament in the deploymemnt
media as aesthetic tool is analogous to the impasse of postmodernismiaisa ofit
Modernity. Because its self-referentiality interferes with its fpggits own exterior,
postmodernism inevitably confronts its own blindness, as with any other syst&natiledge.
This chapter interrogates the condition of new media as art and discourpéote ewssibilities
for breaking through the inherent solipsism of Modernity, equally present in postmsmaas a
critique of Modernity.

Groundhog Dayshows diverse aspects of repetition. Phil’s apprehension gained from the
experience of going through the same event multiple times—for examplentetorakip over a
puddle after stepping in it several times—suggests that knowledge is a pattgnition based
form of problem-solving. This episode recalls the cybernetic notion of knowledgetcigaes
the aesthetics and tactics of writing and interpreting electronictivarr@he flipside of this
repetition is that Phil’'s unconscious, habitual response to recurring events tmrinsohan
automaton operating with robotic and mechanized behavior. The ultimate messagérofsthe
repetition, however, is positive. While Phil’'s attempts at suicide fail to bringdutoehis
predicament, his conscious efforts to change his behavior over each repetitioaleyéee
him from the time loop as well as the underlying ennui in his life.

The film’s setting—Phil is covering a small town’s Groundhog Day fests#tienhances
the symbolism. As Groundhog Day prematurely celebrates that wititemd at some point in
the near (or slightly less-near) future, its temporality messidy@alicipates redemption even
while perpetually deferring the actual outcome. The annual observance of nptiygtis
cosmological and ritualistic, like the Nietzschean eternal return. Atlthis £nd, Phil and his

now-lover Rita express their desire to live forever in Punxsutawney, the utbpia-which
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they have “discovered” through continually reliving the experience of it. @hpdral and
spatial effects of electronic media—Phil’'s TV coverage of the everso+alterate the theme.
By continually invoking its mechanized dictation and reflection of our notions of time aoel, spa
the film refers to electronic media’s logic of recursive temporaltyich Fredric Jameson
criticizes as “the simulacrum of fictive timeP@stmodernism75) and Vivian Sobchack
denounces as “a homogeneeuperience of discontinuity57). Then, the plot response
highlights the positive, or at least effective, results of the experience ttioepes shown by
Phil's eventual redemption through reliving and thus reconstructing a particutaemin his
life. Indeed, the media ultimately becomes a vehicle for bringingiegadividuals and a
community, as Phil's reports gradually progress from putative and heantielsgjient and
appreciative.

Oshii Mamoru’s Japanese digital animatibmocenceoffers another rendering of
repetition. In this somber sci-fi animation, two police detectives, Batou and &,dgasel to a
Western-style manor in the Far North to meet Kim, a notorious hacker who holds toelkely
investigation of serial murder cases committed by androids. With his braingtedddy Kim’s
virtual reality trap, Togusa hallucinates the scene in which he and Batou entemikanor
(Chapter 12-14). This is repeated four times, each with slight differentels. §Wing the
audience the illusion of watching the same scene over and over again, the repkeaiedticn
leads Togusa to doubt his sense of self, his humanity, and reality in general; enfisel$ to
be a mechanical doll when the scene occurs for the fourth time. The repetitioadadiethe
Freudian uncanny in which duplication erases the authenticity of the origieatl &efines the
uncanny as “nothing new or strange, but something that was long familiar to the psyl was

estranged from it only through being represséadiie(Uncanny148). Cognitive uncertainty of
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the uncanny originates not from the unknown quality of the object but from its ambivdlence
term itself contains this insecurity, as “das Heimliche” can mednthethome-like and the un-
home-like (*das Unheimliche”). As Freud notes, the uncanny mode of existencejtdio ® its
opposite” (148), is schizophrenic in the Deleuzian sense. This is the difgta:flipped to
death, the animate to the inanimate. The above episddedaoencamplies this through
Kusanagi’s riddle, invoking the inversion of “aemaeth” (truth, life in Hebrew) anetha
(death). In this sense, the uncanny constitutes the epistemology of the border intipgritiea
very moment representing the uncanniness of the canny and the revival of ddadbeliethe
dead.

Innocencés invocation of the uncanny adds significance to Oshii’s view of digital media
as a tool for film-making. He has asserted the importance of repetition gcagtng his film: “|
enjoy making the world [of the film] as detailed as possible. | get absorbedfinghpoints —
like what the back of a bottle label looks like when you see it through the glasant p&ople
to go back to the film again and again to pick up things they missed the first time” (no
pagination). Reminiscent of Phil's behaviorGnoundhog DayOshii here points to the value of
a recursive learning practice in watching a film multiple times &ftinformation gained in
each view structurally transform the audience’s reception of an art worgfdtresrwe discover
the work anew, not by its pure novelty but by our revisitation of it. Oshii’s film, however
invokes the flipside of horror inherent to this feedback loop through Kim’s speech in the
aforementioned sequence: “science seeking to unlock the secret of life biomgfhtihgs terror,
the notion that nature is calculable, inevitably leads to the conclusion that humang too, ar
reducible to basic, mechanical parts” (Chapter 12). The film warns us of the lgcssilor

perversion through repetition of modern science and technology; the incessantadesir
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transcend nature and the instinct for perfection result in nothing but the reprodudtiaorisof
“inadequacies of human awareness.”

As illustrated byGroundhog Dayandinnocencerepetition is both a core theme and
formal technique—with one mirroring the other—in electronic and digital mexiis te
Repetition is the primary motif for learning and creation, knowledge andsiri:<acomment
regarding re-viewings reflects this; a return to the “same”iteatder to attend to details results
in a different experience as the textual information goes through struttarajes each time it
is revisited. This mode of apprehension is based on a time-logic distinct frometretémporal
order upon which the conventional knowledge system depends. Through his conception of the
uncanny, Freud demonstrates that repetition erases the identity of thealoagd
simultaneously reverberates its effects. The problem with the infinite fasmdfaeferential
reiteration is, then, that it may foreclose any attempt to imagine itsleuksow do we avoid
falling into this trap of self-legitimization and vicious cycle of self-saepetition? How do we
posit the outside of new media when it repeats the old and remediates what é&xiets\hat
does new media’s self-contradiction potentially suggest as answer tgthblams? Further,
new media discourse presents a problem of having difficulty positing its owiroextdrich
resonates with Modernity’s predicament lying in the risk of its totalizmguise excluding its
other whose attempts inevitably fail precisely because of that exclusion.\illtregnrs the value
of remediation as the primary discourse developed in new media to interrogateittse
contradiction, when, like new media, Modernity at its heart questions its owrtydesti
constructed by the opposition of old and new, revolution versus evolution?

To explore these questions, | first survey criticisms of new media to inaestite

premise that new media is the latest variation on postmodernism. Electronic itaddigia



19
have been condemned for impelling the fragmentary self and mechanization of hibyanity
destroying the coherence in our sense of space and time, through recyclirigadfrtexterials,
words and images. Conversely, some scholars advocating new media work vetbrtidems
of spatialized time and repetition of preexisting materials by refigithiem as positive elements
of contemporary technical media. “Remediation,” coined by Jay David Bolter ahdrRic
Grusin, reflects that the novelty of digital media originates from itsitepeand simulation of
effects from earlier media. Their idea is comparable to the previouslysdestunotion of the
uncanny in Freud as well as Oshii’s explanation of how re-viewing of a film nila&éext anew
by generating different interpretations. Hence, like the discourse on niggdrat of new
media unsettles its own foundation from its inception by positing its origins asingpéa
predecessors rather than breaking from them. This view, undermining strict ciggoantb
linear history, opens up the possibility of imagining history and culture with knowledge
operating on a different kind of temporality. It can also collapse into the sotiggid homology
that is postmodernism’s predicament through lack of the spatial and temporal lobttersid
and the new.

To illustrate these problems and offer possible suggestions for addressingith@am, i
subsequent sections | investigate specific instances of hypetexture and Japanese digital
animation, which become the main subjects of this dissertation. Electronic meddirig
hypertext is deemed as contributing to the postmodern spatialization of tim@eltexy, words
and pieces of writing are literally spatialized in the form of lexraslaks; the textual pieces are
then collected by readers for meaning-making. While the boundless form ofdxyseems to
violate the Aristotelian unified plot and its aesthetic privileging organictstre, hypertext

highlights redundancy and repetition as the substance of its theme and style. Rgaelitext
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literature necessitates multiple visits to a text, engenderingethffes in meaning each time it is
read due to temporal intervention and the accumulation of information. Based on the resultant
different temporal order of serial repetition, this mode of knowledge acatiorubnd
transmission via repetition has larger implications in regard to how we satiseaed organize
it into meaningful knowledge.

Japanese digital animation illustrates how the repetition and remediati@irogpan
visual media can link to the construction of modernity, especially in Japan and Ezast Asi
Animation’s repetition of its cinematic beginnings complicates the ¢mme&rom cinema to
digital animation, analog to digital. In the contemporary media theoriepah,Jthis complexity
works with modernity’s unfounded grounds and multiple origins as maintained by stith as
Karatani Kojin. According to this line of thought, contemporary animation repeadvance,
the digital mode of the older medium of cinema—ijust as “premodern” Edo Japanimned ref
form of the postmodern prior to Japan’s nineteenth-century modernization. This viewsugges
the possibility of renewal as found in everyday ritual, in place of progressigernity.
However, it also raises a question regarding how to envision the outside of the psteanahi
moment, as well as the discursive exterior to new media logics such asatamnedi
Consequently, Japanese digital animation offers a space in which postmodeat protlucts,

contemporary media discourse, and East Asian history converge.

New Media and Postmodernism
Many scholars have considered the development of technical media in the corttext of t
cultural paradigm shift from realist modernism to postmodernism. For instan@atingithe

problem with cognitive mapping and aesthetic representation posed by contgnoptitae,
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Fredric Jameson uses an example of electronic media to define his concephofiposism.
He points to schizophrenia as one of postmodernism’s critical symptoms. Drawimé&om t
linguistic model of Jacques Lacan, who sees schizophrenia as perversiosylithef re
foreclosing the Symbolic (Lacan 135), Jameson characterizes schizophr@aasse for the
breakdown of the correspondence between nature and culture; content and madacedality
and its representation; and past and present. This clash results in a weakenefdhsstiosge and
identity, a crisis of representation, and the debasement of hunf2ogiyr(odernisn26-8).
Jameson condemns schizophrenia as valorizing the ideology of “difference” ameritatjon
He turns to technical media to illuminate postmodern schizophrenia and spatiahzat
“mediatization.” Video, the predominant art form of postmodernism, exhibits scheaophr
aesthetics, epitomized by the immersive “total flow,” “ceaselesslyuffl[ing] the fragments of
preexistent texts, the building blocks of older cultural and social production, in sonadew
heightened bricolage” (96). For Jameson, the infinite circulation of hetemgetextual
materials prevents the emergence of meaning and cancels the critanat@lisetween observer
and text, subject and object. Video accelerates “the simulacrum of fichgédnd mechanical
depersonalization foreshadowed by the modernist art form of film (75).

Following Jameson’s view, Vivian Sobchack elaborates on electronic media’s

contribution to fractured subjectivity and temporal spatialization as compardtetadominant
media forms of modern periods, such as photography and cinema. Sobchack sets up a media

paradigm juxtaposing the photographic, the cinematic, and the electronic visualepparat

! Gilles Delueze and Félix Guattari take a diffendistv of schizophrenia. For Deleuze and Guattahijzphrenia
is a tendency to differ, which means breakthrougiibreakdowns. Schizophrenia is one of the twegpof
capitalism—the process towards hyperdifferencepantiferation (deterritorialization)—against pardmand
fascism (reterritorialization)Xnti-Oedipus 282).More a metaphor than referring to the clinical digy per se, the
schizophrenic do not know the Lacanian lack, aedetfore may break off the capitalist productionsuamption
cycle sustained by the structural production of thek.
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correspondence with historical delineations regarding modes of production arsemnégtion:
the 1840s, 1890s, and 1940s; or, realism, modernism, and postmodernism. The motto of the
photographic regime is “self-possession,” in which “real” life is criigead as an object by the
photographic freeze in the “secured space_of a mdri@mmward,” 52). Cinema foregrounds
embodied subjectivity; with the spectators’ presence and perspective ncatlijaranstructed,
the cinematic apparatus reconstitutes a heterogeneous time and space into aaméiation of
a specific “lived-body-experience” (56)Electronic media, on the other hand, dissolves the
viewer’s sense of coherent subjectivity by slicing, reproducing, and flipmiages. Unlike
filmic worlds “accumulated and projected as a conscious and embodied experdacieghic
media, constituted of the simulation and saturation of information, renders a “homogeneous
experience of [temporal] discontinuit§s7).> In a more positive assessment, Yvonne Spielmann
posits spatialization as electronic and digital media’s distinctive ciesistics. Spielmann
works with the idea of “intermedia” based on Edmond Couchot’s distinction betwetiomrie
media (television and video) and the digital image. Whereas the former ahaleg registration
with the cinematic mode, the digital imageFiiage simuléé—is non-representational,
dependent on computation (“Expanding Film,” 134). Diverging from time-based cinetmet i
“the simultaneous organization principles of image elements...createsaffatznsity,”
electronic media exists in the intermediate space between the tempenahtic and the spatial

digital visual order.

2 Deleuze’s conceptualization of cinema differs frimis established view. He emphasizes cinema’sdgéaeous
representational regime, which, interestingly hared by many animation critics. See Alan Cholodékhe
lllusion of Lifefor the essays linking Deleuze, cinema, and andanat

% Sobchack’s recent criticisms on digital media aniination suggest a change in her position. SeéeWhe Ear
Dreams: Dolby Digital and the Imagination of Souri)m Quarterly58.4 (2005): 2-15, and “The Line and the
Animorph or ‘Travel Is More than Just A to BAnimation3.3 (2008): 251-65.
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What Jameson, Sobchack, and Spielmann agree on with respect to new technical media is
its enforcement of a fragmentary sense of self and mechanization of hunnan This is in part
due to the disruption of a coherent sense of organized space and time essentiatentonsd
experience in the world. Instead of the analogous correspondence betweenl sigraaing,
reality and appearance, and the continuity of past and present, new media @es@mersive
“total flow” of information. The incessant recycling of textual matersaiirates the audience’s
mindscape without generating coherent signification.

Interestingly, new media critics consider the repetition and recyofi preexisting
materials condemned by Jameson, positive constituencies of electrodigitaidnedia. Lev
Manovich, Jay David Bolter, and Richard Grusin, maintain that the novelty of digital
technologies originates precisely from its repetition and simulation ofiptiegxartifacts
including perspective paintings, photography, cinema, and television. Those artikenmse
came into existence by remediating the earlier incarnations. Usigg Dertov'sMan with a
Movie Camerg1929) as an exemplar, Manovich demonstrates cinema’s birth as prefiguring the
language of digital media: the avant-garde modernist collage ressidache “cut-and-paste
command” in computers; spatial montage is equivalent to multiple windows on a computer
screen; and the nonhuman, machinic vision of “kino-eye” becomes a digital grid. dsss cr
temporal link between cinema and digital media denies a clear-cut brealebetideand new.
Rather, new media repeats and refines—even revolutionizes—its origins thxeughrfciples:
“numerical representation, modularity, automation, variability, and cultizascoding” (20).
Bolter and Grusin additionally position contemporary media’s newness as fdlidvat is new
about new media comes from the particular ways in which they refashiomwde and the

ways in which older media refashion themselves to answer the challengesroéd&ak (15),
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arguing that remediation works through the twin logics of immediacy and hygiaeye“Our
culture wants both to multiply its media and to erase all traces of mediatatlyj it wants to
erase its media in the very act of multiplying them” (5). Seemingly opmusit the effects of
immediacy—the medium’s apparent disappearance presenting the thiRrgigssthieved by
hypermediacy, multiple mediation. With hypermediacy offering the vivid réspee of
mediation itself, there is a contradiction between epistemology (knowing thatioe) and
psychology (feeling its vividness). Such relations invoke the difference &etilsoking at” and
“looking through.”

Manovich’s juxtaposition between cinema and digital media and Bolter anchGrusi
stress on the feedback process in mediation describe and prescribe the diredtieorsesf t
developed for new media. For instance, N. Katherine Hayles employs her idezctbtet
literature”—"a first-generation digital object created on a computerusuhl(ly) meant to be
read on a computerE{ectronic Literature 3)—to inquire into the definition of the literary,
instead of simply claiming the newer medium’s break from print. While eaclumesdirially
repeats “the earlier medium'’s effects within the new medium’s spéesic(58), accumulated
literary knowledge and conventions emerge differently from one medium to anotherMdrie
Laure Ryan’s concept of immersion and interactivity resonates witlkerBoitd Grusin’s
immediacy and hypermediacy. Narrative is constituted by the paradmacahge between
(linear/solid/cerebral) immersion and (spatial/fluid/corporeal) augrity, sometimes at the
expense of one another, generating for readers the immersive simubstiobiag them into the
fictional universe while the self-referential signification allows thbBendistance to play with

signs (Narrative 4). Reading works with these two principles of immersion and interactivity.
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Manovich, Bolter, and Grusin, largely focused on the intrinsic qualities of media, have

been criticized for ignoring the social significance and historical confengw media
technologies. Bolter and Grusin invoke Raymond William for his conception of secially
determined technology, remarking that media’s agency is “constrained land! iy users,
media, and objects (78). Nonetheless, their main agenda is the study of tesgeuifeities and
aesthetic features of electronic and digital media. Thus, criticizingmBamd Grusin, Lisa
Gitelman and Wendy Hui Kyong Chun emphasize the socio-historical creatiomidet&on,
and reception of media technologies by society within its technological, pokinzhcultural
networks? Juxtaposing the nineteenth-century phonograph and twentieth-century Web,
Gitelman argues that both media artifacts are “historical subje¢ts.ti&ines media as
“socially realized structures of communication, where structures inchitiedxchnological
forms and their associated protocols, and where communication is a culturakpeadtigalized
collocation of different people on the same mental map, sharing or engaging with popular
ontologies of representation” (7). Recalling Michel Foucault's archeologgafledge, Chun
holds that, in light of new media, both old media technologies and their surrounding cultures a

histories are rediscovered and transformed (2-4).

“ Alan Liu's The Laws of CogRita Raley’sTactical Media and Eugene Thacker and Alexander Gallowayis
Exploit study the political and ideological implicationfsne@w media, not only from a consumer’s perspedive
also a producer’s. Particularly, Thacker and AledarGalloway explicate how network systems candih highly
controlled and decentered, as they stgimtblogical struggles do not center around chamgpéxistent technologies
but instead involve discovering holes in existenhhologies and projecting potential change throthgise holes
(81). Raley studies new media artists-activist&'ttosity” to disturb and redesign the semiotic ead the
neoliberal global capitalism, which offers userg/svaf perceiving, understanding, and interactihgs & subjective
and modular “political activity that would suppleméut not displace other forms, modes, and prestit politico-
aesthetic engagement in the network society, dpaltyf refusal, destructivity, cyberactivism, anacktivism” (25).
® Other influential studies on new media include &gy Thacker'8iomediaand Lisa Nakamura®igitizing Race
Thacker defines “biomedia” as follows: “an instatcevhich biological components and processes are
informatically recontextualized for purposes thatynbe either biological or nonbiological.” They dparticular
mediations of the body, optimizations of the biadadjin which ‘technology’ appears to disappeaogdther.
(“What is Biomedia?,” 52) Nakamura’s book observes the reconfiguration of mawd ethnicity in cyberspace.
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Despite Gitelman’s and Chun’s criticism of Manovich’s and Bolter and Grusicksdf
consideration for the sociopolitical dimensions of media, the latter approach toatkaviras
dominated the discourse. “New” media discovers old media anew by unearthing ntg only
technologies and aesthetics but also the surrounding politics, social strudeo&sgical
constructions, and cultural practices “forgotten” since the bygone era. Neeibheak nor
continuity constitutes the relation between the old and the new, nor is new medpearspthica
of the old. The novelty and origins of new media reside in the impulse to return to oldemforms
an attempt to perfect what previously existed—accomplishing immediadnbgaing the gap
between symbols and objects through total mediation. While this recurrent movegetattbe
distinctions between newer and the older forms due to the spatiotemporal gap betmeémethe
final goal of immediacy cannot be achieved due to the materiality inherér® medium as
acting against itself.

This attention to the newness of new media relates to broader interrogationgimts, ori
novelty, rupture, genealogy, linearity and systemization, ultimatetijyrigdo the postmodernist
challenge to History and Modernity. The issue with postmodernism’s questioniagief e
modes of cultural production and philosophical frameworks—Modernity’s systemic
totalization—is the difficulty postmodernism has delimiting its own boundarias solipsism is
shared by new media criticism; that “new” media is founded upon the questioning of its own
origins and relations with predecessors in turn results in problems with asfydacinition. The
attempt to problemitize the boundary between old and new media thus causes alinniners

tendency. Erasing the temporal distance, new media encompasses “othef emétase, both
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past and present” (Manovich 13) through principles such as remedi#Bolter and Grusin
state, “...so for our visual culture there is nothing prior to mediation” (56). Thasodmedia
convergence is found in Frederick Kittler’'s “universal Turing machineylé$s “regime of
computation” and Henry Jenkins’s “convergence cult(rgltimately, the “always already new”
status of media proves that discursive totalization is indispensible to anyreptegentation
and systemic knowledge, including the definition of new media.

Moreover, the homologies in which theory and practice conspire in new media contribute
to the borderless media ecology. The recursive feedback logic, originatiylgeimetics and
shared by contemporary cultural theories, has also been influential to neavimtxdiory and
practice, reflecting the intertwining of technology and culture and sei@nd ideology. Brian
Lennon’s critique of new media’s emergence against the backdrop of postmodernidobahd g
capitalism is significant in this context. Lennon outlines new media homologesling the
“structural affinity, of critical [theory] with literary writingself;” this is the symbiosis and
concurrent development between discursive and artistic practice in new meldimigaring
and augmenting the other. For instance, for first-generation hypertext asubbras Michael
Joyce, creating a work of art with a new medium has been a theoretiaagophiical, and
pedagogical agenda. Lennon also claims that temporality is the maindheswe media
studies, evident in guiding terms such as the “residuality” (Charles Aclived‘deep

time”(Siegfried Zielinski), “prehistory” (Lisa Gitelman), and the “fos&c imagination”

® Manovich argues that the “new media revolutioné@mpasses all areas of living through ubiquitofsoe$ of
computerization: “the computer media revolutioreaf$ all stages of communication...; it also affeits/pes of
media—texts, still images, moving images, sound, gpatial constructions” (19).

" Kittler writes, “one century sufficed to transfothre ancient storage monopoly of writing into tmenipotence of
integrated circuits...All data flows end in a statef Turing’s universal machine: numbers and figusesome (in
spite of romanticism) the key to all creatures” @@&ophone,” 117-8). Jenkins studies the relatigrssaimong the
three major changes in media culture: convergeniceld and new media, grassroots movement and
commercialization, producer and consumer); pawigipy culture; and collective intelligence (2-4).
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(Mathew Kirschenbaum). Temporality has become the thematic nexus of newfotlediang
(or concurrent to) postmodernism’s spatial turn.

As Lennon’s description of new media homologies suggests, new media as a field of
knowledge depends upon recursive temporal movement in which divergent temporal paths
develop internally or envelop into multiple directions. The form and aesthetegstief new
media art is also deeply embedded in the practice of repetition. However, esttmicennon’s
suspicious stance, | see the temporal (re)turn which new media discourse &nd praiwe in a
positive light. Although a problematic concept, it can provide a productive space for thinking
beyond postmodernism as a cultural paradigm. If new media is viewed as thd cddice@ld
repeating at its origins, this claim has a larger implication with deigethe construction of
modernity, as postmodernism is considered not an object of posterity but internal to Btaderni
this then reconfigures what modernity is. This leaves questions of exterhalit do we
envision the exteriority of modernity? In what ways can the repetition of neliarne useful in
framing and exploring these possibilities?

In the following sections, | use examples of hypertext fiction and Japanésé dig
animation to explore the question of repetition and temporality. With respect to themode
repetition, Deleuze holds that “the aim is not to rediscover the eternal or thesahiugrto find
the conditions under which something new is produc&iglégues vii). This involves not
mere repetition of the old but a “return of the conditions for change.” Each instamygaeofext
literature and digital animation investigated demonstrates the posshlitreew media’s
strategic repetition of the old without courting perversity, by possessinmgress and exposure

of its own conceptual and aesthetic limits.
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Spatialization of Narrative in Hypertext
One of the most distinctive features of hypertext is its spatializatioarcdtive.

Invoking Descartes’s equation of vision and reason, Walter Ong notes the izpgtial the
word” in modern technical media such as the print press and electronic mediae(jlieatsal
processing and spatializing of the word, initiated by writing and raised w arder of intensity
by print, is further intensified by the computer, which maximizes commitwiethe word to
space and to (electronic) local motion and optimizes analytic sequeriiahtaking it virtually
instantaneous” (133). In a similar vein, electronic technologies do not make printed books—
along with the analytical reflection induced by them—obsolescent but praditien. In
hypertext fiction composed of numerous lexias (the electronic equivalent of pagies)ianm
links, readers are expected to collect bits of writing dispersed in cyberspéioking lexias into
a meaningful narrative of their oW feedback loop generated by the self-organizing, self-
evolving mechanism of hypertext allows readers to perceive different Sgrsbgliences each
time they read. As there are multiple, often recurrent, reading paths clyosauérs and
programmed by the computer, hypertext not only literally disseminates\aad narrative but
also institutes a sense of space and time distinct from the linear progrefspages in printed
narratives. Digital environments foster the spatial organization and limguistial materialism
inherited from postmodern (print) literature; therefore, Marie Laure Ryan cnelectronic
narratives to the formal experiments of postmodern literature. The playgwhekectronic
narratives is forecasted in the mid-twentieth century’s “linguigtic”t+—when linguistic
formality emphasizes “puns, intertextual allusion, parody, and selergfality” (Narrative as

Virtual Reality 4-5), while the postmodern tendency toward unstable meanings and playful

8 See Shelley JacksorPatchwork Girlin Chapter 3 for a specific example of hypertéotidn.
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readings is the outcome of plot experimentation and structural permutation. efhe “s
renewable” and reader-activating electronic text subsequently inhergegtraodernist
challenge to totalizing interpretations and self-coherent narrativesratiogevith Modernity’s
logocentricism.

George Landow, a founding scholar of hypertext literature, sheds light on itsgdtant
liberating reading practices from the chronological rigidity in linedlofving in pages of print
narrative. Landow defines “computer hypertext” as: “[T]ext composed of blockerafs (or
images) linked electronically by multiple paths, chains, or trails in an apgdeperpetually
unfinished textuality described by the teriin&, node network wehy andpath’ (2). Despite later
criticisms, Landow’s early study is a fruitful point for departure inuBsmg the originality of
hypertext as a narrative form. Like other pioneers who theorized hypgntexof them is Jay
David Bolter), Landow regards Barthes’s ideal text as prescribingteyp@rinciples—“the
plurality of paths, the multiplicity of approaches, the infinity of codes, dwepitinciple of
randomization” (Chaouli, 603-4). Jane Yellowlees Douglas cites Umberto Eco’s
“indeterminacy” and inexhaustible performance of “opera aperta (the operi teoexplain
hypertext (183). Hypertext's open-endedness is reminiscent of Eco’s “opetal dfiarery
[textual] performancexplainsthe composition but does nethausit. Every performance
makes the work an actuality, but is itself only complementary to all the otlierrpances of the
work” (15-6).

However, Landow’s association of hypertext with the poststructualist tloéteytuality
has been contested as reductive and misleading. Michel Chaouli argues thneg’8adncept
originates from his concern with print technology. He says, “Metaphorical descist [in

understanding of a text] depends on literal stability [of the text its@f]0). This overturns the
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long-sustained claim that hypertext technology is a “vindication of postmditerary theory”
(Bolter) and an embodiment of poststructuralist ideas such as intertexamalitgtersubjectivity
(Landow).Espen Aarseth also concludes that it is a mistake for Bolter and Landownto alig
Wolfgang Iser’'s phenomenological reader response theory and Bartheskbgaal
poststructuralism with the “philological (material) concept of hyp&@3), as Barthes’s and
Iser’s theories are not so much “a normative attack on the limits of a spestrimunication
technology (printing)” as general “descriptive, epistemological invasig of signification.”

The coronation of hypertext as a technology incarnating or fulfilling postiséiist
literary theory is unfair to both sides, as each has sprung from differentr@dmbs of socio-
historical climate, technological development, and ideological milieu. ¥at wwoubles me in
Landow’s theorization is not his employment of theory to justify the nasadntdegy of
hypertext and explain its aesthetical and cultural significancessstireg our idea of narrative
and knowledge system; it is, rather, the absence of critical reflection ertéwifs connections
to that theory. In his enthusiasm for hypertext, Landow stops short of delving into a deepe
critical assessment of the relationship between postmodernism and hyfssti@ology, such as
that Jameson considers for electronic media. What sociopolitical networks chistonces, and
ideological frameworks engender technologies fostering recombination anplisityt and vice
versa? In accepting the technology as natural, Landow’s conception of Ri/pamtes to
authorize contemporary cultural and theoretical dominants without addressingregiabbut
the nexus of technology, ideology, and politics. Likewise, he could further stisstdxt’s

fundamental unsettling of definitions for narrative and literature, positingra&oecept such as
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Hayles’s inception of “electronic literature,” Aarseth's “cybetiteand Ciccoricco’s “networked
fiction.”®
Nonetheless, when Landow cites Paul Ricceur to indicate how hypertexisntyric
“dechronologize[s] narrative” (225), he not only calls attention to hypestextitimodal, lyrical
nature but implicitly places hypertext technology in the larger cultaratiext of
postmodernism’s spatial turn. Robert Coover accordingly remarks that fifhednal narrative
time line vanishes into a geographical landscape or exitless maze, withibgg, middles and
ends being no longer part of the immediate display” (“The End of Books,” no pagination),
voicing a similar tendency in hypertext's spatialization of narrative.

As Landow and Coover suggest, one of hypertext’s critical challenges tootradit
narrative is its destabilization of Aristotelian temporal organization ofaghé#ction through
plot!? In hisPoetics Aristotle defines plot as “a probable or necessary sequence of events.”
Aligning an aesthetic object and a living organism, he says, “Well-coredrptiits should
therefore not begin or end at any arbitrary point, but should employ the stated fgxms”
beautiful object, whether living organism or any other entity composed of pagsnot only
possess those parts in proper order, bum@gnitudealso should not be arbitrary; beauty
consists in magnitude as well as order" (14). If so, the labyrinthine and lessdtructure of

hypertext does not conform to Aristotle’s definition of beauty in an object as an ongasie

° Derived from the Greeketgort (work) and ‘hodo$ (path), ergodic literature is a work in which ‘mtoivial effort
is required to allow to reader to traverse the"téXt Ergodic text (also called cybertext) is cesed a literary
machine in which built-in textual devices modifthselves by controlling production and consumptibsigns.
Despite “structural kinships,” cybertexts such ggdrtext fiction and adventure games differ froragxisting
literature. As Aarseth writes, “the cybertext reaide player, a gambler; the cybertéxt game-world or world-
game; itis possible to explore, get lost, and discover squa#is in these texts, not metaphorically, butugiothe
topological structures of the textual machinery (4)

19 Narrative, here meaning the story in generalediffrom Aristotle, where narrative is a meansvéerbal delivery
of information by a narrator and which is diffefieteéd from the dramatic mode.
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made up of well-arranged parts in a definite form and limited magnitude. dypgction
conversely calls into question his conception of plot and disputes his aesthetic rules

Furthermore, given that one of narrative’s main functions is transmisskomosedge,
hypertext’s formal transgression implies a possible change in the wayatfon is organized
and transmitted into meaningful communication. This transformation leads to a shbiidier
our cultural value system and the nature of humanity beyond aesthetics. Inilegriga
assumption that historical narration should be value-neutral and strictlyifsciétdyden White
famously demonstrates how the representation of events in storytellingtpsomoral value
systems: “narrative is a metacode, a human universal on the basis of whichltuasls
messages about the nature of a shared reality can be transmitted” (6). Emglasimoral
impulse for unity, coherence, and closure in the traditional narrative act, Whiteues, “[the]
value attached to narrativity in the representation of real events awiseta desire to have real
events display the coherence, integrity, fullness, and closure of an imagelddtlidand can
only be imaginary” (27). Given White’s Aristotelian view of narrative as aatuog unity and
wholeness not only in representing events but also in imagining of human life, doagptiis i
that hypertext, which facilitates the proliferation of knowledge that is not uailynerganized
or hierarchically transmitted, lacks beauty and morality? Does Michel Glsamuhmentary on
hypertext’s “semantic laxness,” excessive gaps in the text, addijieugdest corresponding
moral laxness? Electronic media often faces such questioning not only listi@ediut its
ethics, exemplified by Vivian Sobchack’s criticism of electronic mediatsman lack of
physical—and presumably moral—gravity, although her case concerns vislialaomparing

cinema versus video and television.
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Interchangeably, can we say that hypertext as a narrative formdigtteg era signals a
transformation of our aesthetic judgment? Does it then indicate changes in alvahogs as
well as our sense of humanity? First, two considerations must be addresséuehegsefulness
of Aristotelian plot in reading hypertext and the issue of redundancy in his theqsrtekt
does not abandon all the components existing in Aristotle’s plot. Many hypertexrschol
continue to discuss narratives written in the new medium within those boundaries, sising hi
concepts such as sequence, closure, and redundancy. Instead of dispensingdeighathe i
sequence, hypertext narrative can be seen as multi-sequential, wheresptresibility of
organizing events shifts to the reader. With respect to narrative closure,elmvdeés Douglas
and Espen Aarseth work with Aristotelian tension and discharge in narrative coilasumpt
Douglas argues that what produces a sense of closure in hypertext isgpati@mor temporal
limits of the text, but readers’ psychological satisfaction and exhaustiotinggtdm their
adoption of a storyline from among many possibilities. Aarseth likewisa€ldiat an
experience of “aporia” and “epiphany” exists in hypertext not by accluérds a result of
textual constructions (91).

Furthermore, Aristotle himself acknowledges redundancy in plot whereby asiamis
addition, or exchange of story’s components does not repudiate its entire strucpendexty
foregrounds this redundancy as a pathway to meaning emerging from oapatdi variations of
a theme rather than strict sequential unilinearity. The cognitive prosedged in reading and
sense-making in the hypertext is recursive; aggregation of information aapetgion
engender a breakthrough, in turn revealing what haphensg the reading. The apparently
linear process of reading and interpretation of a text—data input and its outcomajrizegnd

end—disguises the actual recursive process wherein the text is revigltgdienimes during
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reading and cognitive processing. For instance, as Douglas and Aarsetie olisenael Joyce’s
Afternoonallegorically presents the recursive process of cognition. Readg&ftewrfoon
experience traumatic aporia, stuck in a vicious circle of reading paths wigms® af
progression, until reaching the node; this “white afternoon” intimates the protégonis
culpability in a fatal car crash involving his ex-wife and son. The breakthrough ipasdible
through experiencing mandatory journeys to designated pages describin@heapy
session triggered by the node “I call,” the key to unlocking the main mystéry aeart of the
fiction. The implication is that the therapeutic dialogue relieves both thegprosé's guilty
conscience and the blockage in the readers’ hermeneutic progress. In Joytextiyp@Eon
involves multi-sequential reading paths by which breakthrough or Aarsetiksollit” is
rendered possible, dramatizing repetition as a theme used for formalystrétes, this
hypertext fiction revolves around a structural redundancy of plot.

In turn, repetition is the dominant mode of electronic narrative in theme aad styl
Accordingly, in his study of “network fiction,” David Ciccoricco maintains that needia
writing is deeply immersed in repetition for not only content but also techniquessaiitcs.
He defines network fiction as a genre of interactive narrative, “[whiclefgas gradually
through a recombination of elements” t6)Ciccoricco’s claim is based on Deleuze’s distinction
between “bare” and “masked” repetition. Deleuze defines the formbe dsepetition of the
Same, explained by the identity of the concept or representation” (24). lastpttie latter

repeats itself with difference; it “includes itself in the alieat the Idea.” Deleuze writes, “One

! Ciccoricco classifies hypertext literature intoet groups: axial, arborescent, and networked tivrdollowing
Deleuze and Guattari. Deleuze and Guattari makeditinction between an arborescent and a rhizorfam:
“unlike trees or their roots, the rhizome connectg point to any other point, and its traits aremexessarily linked
to traits of the same nature; it brings into playywdifferent regimes of signs, and even nonsigtest @ Thousand
Plateaus 21). Ciccoricco borrows from Deleuze and Guatfagiidea of rhizomatic forms defined by “connectio
and “heterogeneity”; the rhizomatic forms are saetipowerful figures of thought and expressionsiabjects
caught in the flux of information society” (5).
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IS negative, occurring by default in the concept; the other affirmative,rotgtiy excess in the
Idea.” The former is “static” and called “bare repetition”; the othédynamic” and called “a
covered repetition, which forms itself in covering itself, in masking and disgutself.”
Whereas bare repetition re-inscribes the original, masked repetiti@s idgference consciously
and thus serves as a critique of Western metaphysics privileging iderditie unity of
mimetic representatioff.

In hypertext, repetition occurring from the rereading of lexias and regysfinodes
cannot be repetition of the same due to data accumulation and temporal interventroar(he
how it was/is/will be read). The “same” lexia is read differently esw,tinfluenced by the
varying connections it makes to other lexias in the network of information. Thakeggahen,
change the overall structure and the meaning of the text; in this contextjoepetpacts both
the temporality and spatiality of narrative. Hypertext reveals spaityf serial repetition wherein
unfulfilled desire leads to further narrative consumption. Because time is insiisigeto any
reading act, this serialization does not bring forth the cancellation pbtaiity, but implies the
dependence of hypertext upon a different temporal order than unilinearity. Robert’'€oove
lament of the hype and shapelessness of the Net, which he reads as hostileatvenadd
slow-paced literature, is partially incorrect; electronic narraingly entails a different
temporal order from that of the conventional printed novel. Hypertext also prwilege
“connection over locatighnavigation over representation, topology over topography
(Ciccoricco 46). Thus, Carolyn Guyer refers to this: “The differencedsst reading

hyperfiction and reading traditional printed fiction may be the differentvecaa sailing the

2 Freud has featured those two repetitions as falldke perversion of schizophrenic phobia (astiied by the
Schreber case); and repetition with positive traresfce, as elaboratedBeyond the Pleasure PrincipldHe
presents them as two distinct forms of repetitmourning and melancholia, life instinct and deaikieal
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islands and standing on the dock watching the sea” (ho pagination). Consequently, the
topological space of hypertext and its modular navigation expose the limitsprethesting
aesthetic paradigm founded upon representation and linear chronology. The different
spatiotemporality initiated by hypertext thus has larger implicationthétransformation of
both aesthetics and epistemology; this is how we observe theiwavldchwe live, not from

outside.

Japanese Digital Animation and the Construction of Modernity

While hypertext literature shows the postmodern spatialization of @écinedia
through its dispersed narrative form, Japanese digital animation illusicatethe new media
logic of remediation complicates the way the question of Modernity is franeegnRcriticism
on Japanese animation (anime) demonstrates how repetition working in visual ameloiéa ¢
aligned with one of the main concerns of the area: the construction of modernpamaial
East Asia. Under the rubric of new media’s popularized principle of remediatiorgtaomirand
cinema are regarded as entangled in their common origins. Animation’sio@petits
cinematic origins— undoing the linear development from cinema to digital animatalogao
digital—unsurprisingly resonates with modernity’s shifting ground and itsgkw origins as
theorized by scholars such as Karatani Kojin. Japanese digital animation b la@carena
where digital media theory, postmodern cultural phenomena, and East Asian higtoificises
intersect. Animation forecasts backward the digital mode of expressionti@mematic

beginning, just as “premodern” Edo Japan is an already perfected form of the postmoder
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advance of Japan’s nineteenth-century modernizatidhis view of multiple modernities
liberates us from the rhetoric of fixed origins and teleological progress,as the argument
retains the problem of positing its own discursive exterior, the same predicaoned in
Modernity’s totalization.

Recent anime criticism considers digital anime films as repeatiteg preexisting media
technologies and simulating earlier media such as manga, cel-animation, amal dihes claim
contests the sense of chronological development in visual media, from old analog tgitedw di
The novelty of new media in the postmodern era such as digital animation paragexicatjs
from the perpetual “end” of older media such as cinema, pointing to its simultebreakidrom,
and fulfillment of, the parental medium. Thomas Lamarre claims thereforeevanedia has
abandoned the rhetoric of progressive evolution—from beginning to end, from old to new—
when its hyperrealism captures previous media forms to produce a sense df thseteaa of
indexical records of reality per se. Following Lev Manovich, Lamarreesthat “Cinema
repeats in advance all new media,” as “animation best expresses theepetiaon of cinema
that lies at the heart of new media.” He concludes that seriality operisitinél, festival, and
fetish” (176). For example, digital anime such as Rintavesropolis(2001) employs the
dialectical tensions and chaotic citations among manga, cel animation, and cihema. T
phenomenon echoes Walter Benjamin’s dialectical image: “an expeaétiee coexistence of

incommensurable temporalities or spatialities that defies dialecgaution or mediation”

13 Although critics such as Yvonne Spielmann distisbetween electronic and digital media, in anihee
distinction between electronic (anime made fontisien and video) and digital (feature films) issemportant than
that between electronic/digital and the cinemapigaaatus.
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(184). Thus, Lamarre coins the term “cinemation” to designate hybrid formsnoht@om and
live-action film*

Nonetheless, the temporal loops and serial repetition of digital media carohbleg
sign of postmodern self-reflexivity—reproduction of the self without delimiimpoundaries.
Digital media’s solipsism and self-reproductive logic are obstaclpesimodernism even as
they repeat modernity’s blind self-referentiality. Expanding on Lagrsapremise, Thomas
Looser defines the cinematic mode as being analogic against the ardigiail, although the
relationship between these two modes is supplementary and co-existenhia@thmppositional.
Modernism is preoccupied with the analogous correspondence between realjip@aciace,
interior and exterior; it adopts visual technologies such as cinema to emperspzectival
depth and spatiotemporal coherence. In its reaction, postmodernism features ariggs and
absolute dimension, manifesting non-mimetic “anime-ic” technologies toagermmplexity
emerging from relations among surface visual elements (“From Edoga®&), This is
characteristic of digital simulation; anime often moves in zigzag betweerirtematic and
anime-ic modes, straddling the analog strategy of modernism and degithéaic of
postmodernism. Looser’s criticism is most productive for exploring the caratdinits of the
recursive temporal logic of postmodernism—the common ground for both digital meaia the

and the cultural criticism influenced by scholars such as Karatani Kojin in.Japa

4 Analyzing Sakaguchi HironobuRinal Fantasy: The Spirits Withi(2001), Livia Monnet further develops
Lamarre’s cinemation to explain cinematic hyperaetrtificial life or a-life. The phantom’s persst return in the
film as uncanny life-effects resonates with diggalmation’s obsessive simulation of cinematic asmm The
phantom “a-life” can be considered “manifestationactualized life that dwell in pure virtuality @nhat represent
life for a living” (206). Monnet connects cinematie desire for artificial resurrection, which repeeaarly cinema’s
animism, to contemporary theories of artificiaélif the field of information-based life scienckfe'as a sovereign
entity disappears, leaving instead various formgvefiness, or life effects, as criteria for det@ning what is
alive.”
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In “One Spirit, Two Nineteenth Centuries,” Karatani maintains that “Japas” wa
“discovered” by the West in the nineteenth century as representing ti®etyt¢éo overcome
modernity. Japan embodies that exterior as the negative of the Heidegges@nfsepirit
through the two Japans of the Edo era: the amodern Edo Japan seen by the West as #me Other
empire of signs lacking interiority and meaning (261-2); and the Japan ofttdedasle of the
nineteenth century that confronts the inevitable struggle with its own modemiZEte
foundation of Japanese modernity is not a belated feudal society but the alreadegerf
formation of Edo urbanity as exemplified by a culturékbo{seduction); likewise, Japan repeats
the postmodern mode of existence of consumer society prior to modernism. WhilanKar
argument destabilizes the Western chronological fixation authorizing theemtietcentury as
Modernity’s culmination, it invites other questions. Karatani’'s concern, to whiawmrigheory
of two Edo-Japans ironically contributes, is that Japan is always reduced ndiarsid the
postmodern as opposed to Western modernity. “Japan,” prefiguring the postmodern as the non-
chronological, eternal present, is rendered as a space excluded from mderogness.
Subsequently, with the present return of Edo popular culture, Japan’s struggle for modernit
through a laborious process of internalizing objectivity and self-reflectiomsuisctoo easily to
uncritical acceptance of postmodern cultural flattening and the effoctilapse of
subjectivity®

More importantly, although intended as a criticism of postmodernism, Karatani's
postulation of multiple beginnings for Japanese modernity entails the r@dsofption by the

postmodern logic of looping temporality. In rejecting the linear historical pssgn of Western

15 Brett de Bary criticizes other logical loopholeskiaratani’s rejection of a linear history, for exale his
assumption of non-existing interiority in Japaniéseature prior to the Edo era. She adds, “Thus|ewon the one
hand he uses the concept of history and originefamiliarize the natural and commonsensical imdape
modernity, Karatani on the other must insist onrtical unknowability of the other-than-modern=16
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modernism, he theorizes the amodern Edo, but this paradoxically solidifies therg@d@pan
with the non-modern or post-modern; it also leads to cultural narcissism relinguestipgral
borders and spatial limits, while inviting the historical exclusion wherapgdremains outside
history. The impasse for Karatani’s premise of looping temporality andnessibility of
modernism in Japan is shared by the digital media theory engendered bydaptios such as
Azuma Hiroki. Japanese contemporary media products including manga and anieae ae
repeating (in advance) the effects and techniques of Edo-era artifelctassthe woodblock
print.*® This view of contemporary media culture erases the border between new and old media
as well as the historical boundaries of premodern, modern, and postmodern.

Like Karatani, Azuma confronts the dilemma of problematic reception of pdstmism
in Japan through his superflat theory. As an alternative vision to the illusibyyand singularity
of Modernity, Azuma particularly challenges Renaissance perspémtivalong with the
Western conceptualization of the modern subject. By foregrounding imagessifylasuperflat
envisions non-perspectival spatiotemporal relations supplementing thetgedhree-
dimensional space and unified viewpoint of Renaissance dptiast only does superflat theory
interrogate the single vision of Modernity, it also reconsiders the postmodernaoodithe
flattening affect through consumer behavior toward the visual narrativiérésponding to

Manovich’s inquiry on “how to merge database and narrative into a new form” fxoaziima

18 Taking Yoshimoto Nara’skiyo painting “Cup Kid” as an example, Thomas Loosessttates superflat art in
relation to the Edo-era art (“Superflat,” 99). @up Kid,” there is an overlap between the foundwtiddo-era
woodblock print and the overwriting upper layemotdiku kitsch art. This image reveals the layerauthorship,
style, media, and dominant ideology from dispatiae periods. Looser further explains the “aniniesigperflat as
follows: “...the ground (or background surface) oflaital’ pictorial image no longer serves to frathe figures
within the pictureasbackground, but, rather, the background becomegopthe figure”; “[r]elations between
images or figures are therefore more those of @m apontage, in which each figure or element findgfarent
identity depending on which of the other elements lbrought into relation with, and there is nogdé correct
perspective by which to orient these relations ketwthe figures” (“From Edogawa,” 308).

17 See Chapter 4 for a detailed discussion of Azurtegery of superflat visual arts.
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formulates the double-layer structureof narrative consumption (31). This consists of both the
deep inner layer of the database of grand non-narrative and the surface sigal$ rdirsatives.
Otaku(obsessive collectors of manga and anime) serially consume the storiesages,
infinitely generated from combining elements of characters as waettirsgs of the databas@.
Consequently, postmodern individuals aglesSociative’ and need to learn “the technique of
living without connecting the deeply emotional experience of a work (a smaltinajrto a
worldview (a grand narrative)” (84). Thus, the two levels coexist separait@ljaiSo the
concept of schizophrenia formulated by Deleuze and Guattari, the animalizabiakwf
manifests the annihilation of intersubjective desire and variations of laskastabn circuits.
Database animals consume image and fiction instead of reality, whiletimgjieir affect onto
the spectral eyes of manga and anime characters.

Azuma’s conception of database animals offers a snapshot of postmodern individuals in
the posthuman world, but it also raises its own questions. First, his assessment of the
animalization of postmodern personhood does not provide an obvious alternative to the
increasingly dehumanizing consumer society of Japan. It is unclear whetlieedmy ofotaku
intends to criticize or justify this phenomenon. Furthermore, while Azuma regfailds
consumerism as a hybrid condition of Western influences combined with the reaoeeaf
“amodern Edo Japan,” his idea of “database animals” is indebted to Alexandre Kojéve’
conjecture of the post-national and post-historical world, dividing the world intaiéane
animality and Japanese snobbery. Azuma denounces the cultural narcissism of @®80s Ja

wherein “modernity equals the West, [and] postmodernity equals Japan” (17) a@obfting

18 Jonathan Abel and Shion Kono define otaku asvalldOtaku are those Japanese, usually males aretally
between the ages of 18 and 40, who fanaticallywmnes produce, and collect comic bookgfgg, animated films
(anim@g, and other products related to these forms ofifgwprisual culture and who participate in the pretibn
and sales of derivative fan merchandigetaky xv).
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Kojeve’'s worldview of Japanese cultural snobbery, Azuma reiterates theNVeriented
historical vision. The evolutionary perspective viewing history as stages in ggagraso
reflected by his chronological distinctions dividing the phenomenatesiiinto three
generations. He envisions Japanese postmodernity as defiant of the Westertuatodel
simultaneously homogenizes Japanese cultures within it. This contradictiantisahloophole
in comparative studies towards deconstructing modernism. Harry Harootunig&hecetisis the
“denial of coevalness,” which dismisses the uneven temporalities within Jagamésmporary
cultures (42). Azuma’s re-territorializing gesture thus contradictevmsview on the manifold
origins ofotakuconsumerism springing from tii@ of Edo-era Japan.

Azuma’s plight poses a central dilemma for other critics, as demonstratéehioy
Toshiya’s take on techno-orientalism and Tatsumi Takayuki’s “Japanoidsfastani25).
Techno-orientalism, a phrase coined by David Morley and Kevin Robins, desitimate
phenomenon whereby Japan and East Asia in general have become a sign of timee Wester
projection of the Other. This “Other” signifies the obsolete past and atrtieetsae the
postapocalyptic future. Ueno Toshiya, Oda Masanori, Hara Makiko, and TatsunguKiekia
point to (often self-imposed) robotic images of Japanoids in cyberpunk, eitheawitbnc
(Ueno and Oda) or enthusiasm (Hara and Tatsumi). Self-chosen Othernesss-ddeible
consciousness (230) and Tatsumi’s “creative masochism ” (3)—as expredsgpanese cultural
products such as anime results from the bizarre combination of global manestiatel a
unique national psyche which has experienced colonialism (both as colonizer of other Asia
nations and as the colonized by Western capitalism) and post-nuclear traumatinttevdis

history and geopolitics of Japan and East Asia begets a historical schizophrenighithenhi
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nation straddles two temporalities, a modernist ideology and postmodern nimtseiahnd the
ensuing self-alienation and self-imposed otherness.

These issues posed by Japanese animation and the media theory of the superflat rai
certain questions. How do we imagine temporality, which does not fall into eittggepsive
modernity or looping postmodernity? What alternative theories can we producentogice
media and modernity as envisioning space outside its own discursive formation and
homogenized, empty time? The effort to recontextualize the present histayioaintis a
daunting task, but it is indispensable. In this context, Harootunian’s “uneven temgstiti
useful. Simply positing the “specters” of modernity of non-Western regiomssagfae \West
may authorize the West-oriented, Eurocentric models of modernity. Referiirgdt Bloch,
Harootunian instead proposes “the contemporaneity of the non-contemporaneousness” and
“non-synchronous contemporaneity,” wherein past and present are not neceasaebss/e
but simultaneously produced..., or coexist as uneven temporalities,” as amagisolution to
the impasse of Modernity” (47). This concept of temporality is found in everydayaEne
learning, and growth, acting against the world time of capitalism and its csineul
reproductionGroundhog Daysuggests a similar utopian redemption achieved by the conscious
reliving of the everyday.

Despite the risk it entails, the superflat theory also offers a possattedifor thinking
of the present in relation to other historical moments without positing a determigiecoor
being incorporated by limitless spatiotemporal loops. Evaluating its potéetia¢orization of
possibilities in the present,” Looser holds that “the Superflat image shdwswihe Edo era
was a truly different world—a kind of limit to our own—even while it can also be verjimuc

part of the definition of our time” (108). In this regard, Japanese animation and the sungoundi
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media criticism provide ways to define our present historical moment. Thus, rdievime
practice and theory enables us to frame the question of repetition and tem pottailit the
historical context of modernity and post/modernism.

Theodor Adorno’s analysis of the significance of film against the backdrop of socia
changes in late-nineteenth and early-twentieth century Europe illgdti@atewe reconfigure the
guestion of new media within the dialectics of art and cultural industry. Art hashavedent
relationship to cultural dominants, with its representation simultaneoustingsand reiterating
reality when it becomes a commodity entering the empirical world of priodusmd
consumption of the capitalist system and political networks (6-7). Subsequemlsrt form
always returns to the “past” art form, illuminating the blindness of the préd@atnegativity in
art pushes society to resist surrendering to the totality of the barbarcers syst compulsive
reproductive cycle of capitalism. New media as art and cultural indgstot free from this
relation between artistic representation and empirical reality;rrathprovide that newness
which awakens the mind and refreshes perception, new media should maintairathviydat

is the basis with which true newness works.
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Chapter Two

From Representation to Immersion: Richard Powers’$Plowing the Dark

But poetry, as the authentic gauging of the dimension of dwelling, is the pammabf building.
Poetry first of all admits man’s dwelling into its very nature, its prasgrieing. Poetry is the
original admission of dwelling... Man is capable of such building only if he alreadyshithe
sense of the poetic taking of measure. Authentic building occurs so far ag¢heoets, such
poets as take the measure for architecture, the structure of dwelling.

—Martin Heidegger, *“...Poetically Man Dwells...”” (224-5)
New Media have to date suffered not frosuafeit of virtuality but from not beingirtual
enough

—Richard Powers, “Being and Seeming” (no pagination)

Richard Powers’®lowing the Darlk(2000) is set simultaneously in a research lab in
Seattle and a prison cell in Beirut. The novel consists of two narrative stresidsy af the
creation of immersive virtual environments by a group of researchelgwesi Seattle, and that
of a young Iranian-American hostage in Beirut. The uncanny convergence wbthktylines
at the end signifies Powers’s challenge to mimetic realism. Neithkstneovel nor conventional
science fiction, Powers’s work holds a unique position among contemporary Améacatne.
The novel’s unusual second-person singular narrative, inducing readers’ ionmersi
problematizes the distinction between old and new media, while the juxtaposition gfgraktr
virtual reality intimates that language is the ultimate medium througthwhumanity builds
other artifacts and brings itself into existence.

Evaluating the novel's dual structure, Daniel Zalewski writes, “‘PlownegRark’ is a

novel of brute juxtaposition, a work that cross-cuts between these two disparateineatder
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to draw connections between the virtual reality of cyberspace and the \edligl of the human
mind” (no pagination). His praise stops short of complete acclamation; héheatisvel’s
surreal ending “an empty sort of razzle-dazzle,” which “feels like arsental feint.” In
response to this criticism, Charles Harris and Trey Strecker rega@htiastic ending as
Powers’s attempt to contest conventional mimetic realism. Although not cousigeieal
speculative fictionPlowing the Darknonetheless can be seen as Powers’s exploration of the
margins of representational realism. His challenge to realism caatevithin the context of
postmodernism, which in general interrogates modernity’s totalizing iepogard mastery via
complete literary representation.

Neither realist nor metafictionist, Powers is distinct among postmodanvistists. He
has often been criticized for his essayist fiction and apparent disinteoéstracter
development,leading to critical dissatisfaction with the lack of traditional realisinis novels.
However, as Powers says, “focalized informat®character.” His characters are depicted as
embodied forms of information rather than full-blown realist personages with psgaadl
depth. He defines his novel as a hybrid “generating new terrain by passirgmieald
‘metafiction’ through relational processes” (“Making,” 308). Accordindlgm LeClair calls
Powers’s work a “prodigious novel,” along with the fiction of William Vollmann and David
Foster Wallace. Influenced by Thomas Pynchon and other 1970s and 1980s’ novelists absorbing
the cultural impact of cybernetics, Powers, Vollmann, and Foster Wallacst ‘omsi
transforming the synecdochic scale of traditional realism, ‘overloattiag stories to reflect the

accessibility and relevance of technical information in the lives of contenyprraracters

! Michiko Kakutani evaluateBlowing the Darkas a “highly schematic novel of ideas, a statftién provocative
book that reads like a series of essays...” JaltheBand considers the novel “intellectually disive...to expound
complex topics.” He says, “[Powers is] not too botcharacter development” (20).
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(“Prodigious Fiction,” 16). Joseph Tabbi considers Powers’s aesthetic “c@graglism,”
pointing to “an essayistic aesthetic whose truths are primarily cogrdtiver than
representational”Gognitive Fictions76). Consequently, Powers is considered in the lineage of
John Barth’s “maximalist fiction,” Thomas Pynchon’s “encyclopedic hagdtand Don
Delillo’s “systems novel,” in exploring the “worldness” overreaching ouliteds of cognitive
mapping and aesthetic representation.

As in his novelGalatea 2.21995), Powers’'®lowing the Darkexplores the potential
and limits of human language in visualizing and creating reality, converskhgaato question
what constitutes the human and the réallatea 2.2 a novel about “teaching a human to tell”
(318), revisits humanism as a specific condition and ideological product of postdRenais
Europe Plowing the Darksuggests that realism is not a timeless and universal mode of thought
and expression but a particular historical and philosophical construction of the post-
Enlightenment modernity. Thus, Powers’s indictment of dreams of perfestmeakemplified
by the aspirations of new media technologies, can be regarded as a britigderadfr
modernity’s desire to conquer and objectify the world as a controllable picture.

The aforementioned ending exemplifies Powers’s interrogation of minealism. The
mise-en-abyme structure in which Adie’s story is incorporated in Tasnmarration and
Taimur’s in Adie’s goes beyond a metafictional moment disrupting totalsemiaion of reality
and complete immersion into story. This unusual structure demonstrates howenarat
reshuffled and characters’ and readers’ observations are reformedreeding circles back on
itself like a feedback loop. Powers’s use of a “projective” technology asigirtual reality,
which exists in the real world but has not been developed to the extent described in the novel, is

also a strategy for questioning of the real. Thus, the blurred boundaries betweed rea
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imaginary recall Tzvetan Todorov’s concept of the fantastic on the one hand, anctconne
Powers'’s fiction to cyberpunk on the other.

As art enables the interrogation of reality, Powers further compareseh& words and
symbols—humanity’s prime artifacts for expression and creation ofyreddiy poetry and
virtual reality. Subsequently, the distinction between old and new media becomesedonf
language as material builds both poetry and virtual reality art and makasdieace’s
immersion into the work possible. The novel’s “stereoscoping” of past and present, nagahory
imagination, poetry and virtual reality, illuminates the creative powkmngfuage in the
Heideggerian sense: language is not a simple tool but the space for humanity endvdelfine
reality; it is the “ultimate medium.” On the other hand, complete immersicgpoesentation is
impossible due to the dual nature of language as technology, which in essence aiasdts ag
itself. Language’s issues with visualization and its supplementatioredhips with other
modalities—image, sound, smell, and texture, which new media art directly repsedimave
become negative proofs revealing the inescapable limits. This failnométheless a proof of
not the impotence but the redemption of language as an artistic medium and technology.
Language’s proximity to and distance from reality—“the gap betweerasigjthing” Plowing
the Dark 400)—creates a mediating space for counteracting the tendency towenithe
aestheticization of modernity. It also suggests the possibility of imienyevith the rapid
compression of spatiotemporal distance, induced by contemporary media technolicies
conspire with the interests of global capitalism and military impenabf the transnational,

neoliberal era.
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The Fantastic: Powers’s Challenge to Mimetic Realism

Typical of Powers’s novels, two storylines intertwind’iowing the Dark The novel is
set in the Realization Lab of the corporation Terasys, located in the mifiavest of the
United States. Adie Klarpol, a painter turned commercial illustrator, joinsotiege friend
Steve Spiegel and a group of researchers, engineers, and computer meEgrémcreate
immersive virtual environments. A three-walled space they build is calledatrer 1
reminiscent of Plato’s allegory of the cave as well as the Uniyakltlinois’s CAVE
technology launched in 1992. Through their own imagination assisted by virtual régl)ty (
technology, the lab workers transform an empty projection cubicle into virtuabements
simulating the paintings of Henri Rousseadigamsand Vincent van GoghBedroom in Arles
as well as the Hagia Sophia, the Byzantine cathedral in Istanbul. Adie findgevubéat their
work is marketed to military and corporate buyers; however, out of despair and hagae] ofst
destroying everything she has built, Adie creates another room repnggetdestruction and
regeneration of civilization. The second narrative strand tells of the kidnappurfgua-year
imprisonment of an Iranian-American teacher, Taimur Martin, in Beirig.imiplied that the
small cell in which Taimur is held is analogous to the Cavern. Both are “saqygenims” where
the human mind projects memory and imagination. The two narrative stream#ysoreege at
the end: when Adie enters the Cavern one last time and soars to the dome of hell cathedra
installment, she sees a ghostly figure of a man, suggested to be Tamutgreeously in Beirut,
Taimur mentally projects himself inside the Hagia Sophia, watching an@ogeture dropping
from the sky.

Plowing the Darlkbegins with two epigraphs illuminating the meaning of the novel. One

proclaims art’s autonomy from its surroundings, while the other suggests thetarfiower of
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worldly creation and destruction. The first epigraph expresses W. H. Auden’s ctbed of
modernist aesthete: “Poetry makes nothing happen.” The second comes from thre point i
Gertrude Stein’s autobiography where she catches the moment of Pablo’®adistic
epiphany as he watches a camouflaged cannon on the boulevard Raspail in Ratiaoi({s qui
avons fait ¢a...it is we that have created that.” Picasso implicitly ackdgedehat the
techniques of color and light used by modern painting since post-Impressionisninghyvitt
contributed to the development of weapons technology. Throughout the novel, Powerssscillate
between these two apparently opposite views on art as an autonomous object trandeending t
material world and a powerful technology for creation and destruction. Yelegisthat the
novel tips the scale toward the latter. Picasso’s astonishment is echoed byhAdiar as she
realizes the unlikely connections between her crayon dreams of “[makinggthing beautiful”
and smart bombs, SCUDs and Patriot missiles—technologies of military bomlding a
surveillance Watching the first Gulf War unfold—the first globally televised war-as-
spectacle—she asks her colleague Karl Ebe$id,We do thi®” (397). The naive aestheticism
regarding art as merely “the mirror of nature” and “the thing that matteng happen” falls into
its own trap when employed by “the world machine...to bring itself into exist€B68). Here,
Powers indicates that atbesresult in destruction when it is merely instrumental.

The novel provides a snapshot of the state of VR (virtual reality) in relation to the
technology of visual representation and real-time surveillance used farynVarfare and
capitalist interest. Exemplified by the development of ARPANET (the yqmeatbf the Internet),

state military cooperation with virtual technology has a long histolgatefd in Steve's

2 Carl Scholz says, “In 1995, exclusive manufacand marketing rights to UIUC’s CAVE technologyreve
acquired by the Canadian company Fakespace Systgnits has among its clients the U.S. Army, Wright-
Patterson Air Force Base, General Motors’s Def@rsip, and the nuclear-weapon national laboratati¢é®s
Alamos, Livermore, and Argonne” (298).
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comment: Tf you want to know the truth, we’re stealing their code. The whole runaway century,
living off military spin-off$ (396). Ryan Bishop and John Philips have observed the novel's
reference to the link between technologies of visual representation andymili€ab projects
in the context of the repeated history of the Cold War in the post-Cold War world. The “New
World Order” shaped by the Tiananmen Square protests (1989) and the first Gulf War (1990)
the novel's background, and the War on Terrorism, anticipated by the novel, repeats Cold War
rhetoric of the preemptive strike and “projectile identificatfatiitough advanced satellite
simulation technology. It aims at “creating targets, targeting ®rgeitching targets, and
striking targets” (Bishop and Philips 281). The goal and logic operating in both VR ataatymil
technology is the elimination of mediating spaces between sign and (galffg) and the
perceiver and target objects (in combat missions). Virtual reality drebftie final interface”
and “the ultimate display” which would erase the gap between symbols and things (400)

However, the military mission and technological dream of erasing theaicgéettirough
virtual reality is impossible due to the technology’s ambivalence workingsges own
impulse for absolute representation and mastery. Along these lines, Bishop gsldeimit to
the common ground on which Cold War rhetoric and Powers’s novel are based—*[tjheepromis
of the technical sciences and representation...found in their operating ‘a® ifdaks were
possible..converging with the impossibility of this completion in the undesirability of both

positions” (284Y They conclude that, like Adie’s VR and Taimur's mental projection upon a

% Bishop and Philips’s term “projectile identificatti” is derived from Sigmund Freud’s “projective idiication”
which in itself is “an extension of Nietzsche’s adef action at a distance.” Projectile identifioati‘invests the
object relation with a ballistics that increasinglyickly closes the gap between distance and piigXif277). The
term recalls Paul Virilio’s study of the symbiosiscinematic technology and military warfareWwar and Cinema
Indicating the eye (later replaced by a sight maelsiuch as intelligent satellites) being a weap/filjo writes “A
war of pictures and sounds is replacing the warbpécts (projectiles and missiles)” (4).

“ Bishop and Philips write, “The fictional that ishilized out of the impossibility of completion & grounds for
its own emergence becomes in Powers’s novel thesnafafor making not only representation possihlefbr
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blank wall, Powers’s storytelling can be seen as a projectile technigiepading in Cold War
escapism which, through the duplicating power of representation, aims to desttegror of
reality and the unknown future rather than the “enemy” apparent. While hagheBishop and
Philips’s double logic of the promise and impossibility of technologies and espaéion, they
incorrectly equate what the characters say and how the novelist frargasiiing the novel’s
outer structure critical of the very aesthetic escapism evinced bydlectérs’ conversation and
narration. Powers’s narrative goes beyond mere self-reflection on Cold Waraleet which it
is found; it emerges as a powerful self-criticism of the impulse of linguististery and aesthetic
realism.

Plowing the Darkdeals with VR in the two realms of the technology of cyberspace and
virtual reality of human imagination, asking fundamental questions about whaatiearsd
how we experience and represent that reality. As Bradley Smith arguasytidoregrounds
the “perception-based” phenomenological real founded upon St. Augustine’s “livetitime
opposition to Newtonian mathematical time. Rather than reality objectivisiyngxoutside us,
the real from a phenomenological perspective is “the things that help us createseacp” in
the world (97). As “the passage of time and the presence of space extendstfionusyi
Bradley states, “reality’ occurs when the time-spaces of two or morevalsseseem to
coincide” (99). Reality then is defined by the experiences shared by multipleiss
connected to one another in a space, whether real space or cyberspace. Tt detalls
William Gibson’s “consensual hallucination” describing cyberspace (5). Otne ohost crucial

occurrences iPlowing the Darlis the uncanny encounter of Adie and Taimur inside the Hagia

making fiction, especially in the past century andalf, also possibl€lowing the Darkexplores how the novel
itself participates in the processes that emem®a the historical grounds of the Cold War, and dooeinds the
implications... Several key passages in the novelteghaprojectile identificationof ideas with that of narrative
itself” (284-5).
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Sophia (one in cyberspace, the other in human imagination) at the novel’s climaxis the
characters live in the same time-space momentarily, the convergenceéved hletlines blurs
the distinction between reality and virtuality, creating an experients®pfething more than
allegory” and “less than real,” “more than representation, but not yet stefrding to the
unnamed narrator in Chapter 43 (400).

The novel’s fantastic climax of “stereoscoping” uriecentral to Powers’s questioning
of reality and mimetic realism. Near the novel's end, agonizing over her unidteochplicity
with military development of weapons, Adie decides to destroy all her loondms. When she
enters the Cavern one last time and soars to the dome of the virtual Hagia Soph@a/&vew,
she sees the figure of a man:

She twisted and looked down into the breach below. The God’s-eye view: in
simulation, but not of it. And deep beneath her, where there should have been stillness,
something moved.

She dropped her finger, shocked. The winch of code unthreaded. She fell like a
startled fledging, back into the world’s snare. The mad thing swarm into fomamn,a
staring up at her fall, his face an awed bitmap no artist could have animated. (399)

Adie’s shock in finding the ghostly man inside her virtual Hagia Sophia is juxtapaged w
Taimur’s vision of an angelic figure in his mental projection. A dozen pagesTaierur, upon
his release, narrates to the authorities how his hallucinatory visit to the $tgghéa rescued him

from collapse into madness during his final days as a hostage:

® Stereoscopy is a technique for creating illusaptt and three-dimensional visual space in an itrlagée novel,
Jack Acquerelli, “Jackdaw,” explains to AdidHe stereoscoping effect comes from the glassetie8d lenses.
We've settled on a hundred-and-twenty-hertz ogitihia Alternate left-eye and right-eye views, efiabhing sixty
times a second. We sync the projected images htlitéer rate. Your eyes put the two back togethieat's where
you get the sense of depth. The stered &0D).
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You'll have to say, someday: how the walls of your cell dissolved. How you soft-
landed in a measureless room, one so detailed that you must have visited it once. But just
as clearly a hallucination, the dementia of four years in solitary. A mesqueemongrel
than your own split life, where all you memorized Qur’an and Bible veasegimbled
together...

The walls bore the wounds of a protracted battle... Strange flickers led you deepe
into the light, until you stood dead center, under the stone crown. Then you heard it,
above your head: a noise that passed all understanding. You looked up at the sound, and
saw the thing that would save you. A hundred feet above, in the awful dome, an angel
dropped out of the air. An angel whose face filled not with good news but with all the
horror of her coming impact. A creature dropping from out of the sky, its bewilderme
outstripping your own. That angel terror lay beyond decoding. It left you no choite but
live long enough to learn what it needed from you. (413-4)

Daniel Zalewski dismissively considers this passage as “a sendinf@nt.” While this
assessment takes into account the passage’s placement in the traditiatigenahole, it
ignores Powers’s deliberate narrative technique of defamiliarizingméitisde in art and
disrupting representational realiSrithe passage’s un-realism or surrealism momentarily
shatters the novel’'s smooth representational frame and awakens readdistiniddity.
Charles Harris recognizes “a dual schizophrenic meltdown,” as demangfativers’s
postmodern metafictional mode: “...‘a sudden jump-shift in epistemic levelD{&ogue” n.

p.) ruptures the novel’s referential dimension, making clear that, despitalisticesurface,

® Among notable contemporary criticisms of realigmdrew Gibson’s comment is worth mentioning. Gibson
writes, “At all event, it is time for postmodemtiio think mimesis and anti-mimesis together, #ésrtwined parts of
a puzzle that we shall possibility solve” (103)cinema criticism, Teresa de Lauretis also regards
representationalism as ideological constructiod. (gt Harris 110).
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Plowing the Darlparticipates in the ongoing postmodernist critique of representational
thinking”(110).

What further differentiates Powers from earlier generations of postmadegelists such
as Don DelLillo and Curtis White is his targeting of the Platonic aspiration td~punes and
disembodied information, manifested in the virtual technologies in the Cavern. itiqueaf
total representation, the above passage defies the realism inducing' rastd#ge immersion
into the text, erasing the distance between fiction and reality. In so doingg$t @oeubt on
VR’s metaphysical dream of bypassing the interface eliminatingapdetween symbols and
realities. Whereas Powers’s use of the second-person singular in Taimiatsreaimulates the
immersive mode, the final breakdown of plotline boundaries disrupts that total imme+tsairis
holds that “Adie uses the technology of virtual reality to undermine VR’s technoticrdaeam,
just as Powers uses the codes of realism to problematize the adequacy of tienelatien to
the real” (123). Adie’s involvement with VR awakens her from blind aestheticism awavhe
dream of absolute representation, allowing her to resurface to the woekshedr just as the
demonstration of her final installment ensures for the audience that “no one walks waly he
came” (410). Likewise, Powers’s troubled relationship with mimeticsrmabffers the
experience of “not a closed aesthetic loop, but [it] spirals us back into the worldarris#22).
Similarly, Powers notes that the essential value of story is “denudihg;hws “laying the
reader bare.” He writes:

...the force of that denuding lies not in our entering into a perfect representatian, but i
our coming back out. It lies in that moment, palpable even before we head into the final

pages, when we come to remember how finely narrated is the life outside thiscteds
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frame, a story needing only some other minds pale analogies to reserssttze
everything in it that [we’ve] grown habituated to.

(“Being and Seeming,” no pagination)

Powers’s comment implies that the reading experience is analogous to wirattodhe
audience’s mind as it leaves the Cavern in the novel. Every art, including that of story
defamiliarizes reality to allow for rediscovery of the world.

The surrealism surfacing at the novel’s climax can also be consideredsRaweguiry
into rationalism. Not only does the passage’s metafictional instance pitdreureader’s
complete immersion into fiction, it also momentarily suspends the reader’'sgatigased on
distinctions between the real and the imaginary. Given the spatial distahtagoral gap
between them, Adie and Taimur’s rendezvous is unaccountable with currentiscientif
knowledge. Yet the textual logatmostconvinces readers of the space of the probable—if not
intellectually, then emotionally. Zalewski's “sentimental feint” unestpdly illuminates this
overloading of feeling as opposed to knowing, exhibiting the power of the litergiyadnng
from the questioning of what is accepted as “fact” and “truth.” There can belkseenom
plausible explanations for Adie and Taimur’s virtual encounter. Both Adie and Taimar hav
hallucinations; the ghostly man in Adie’s VR installment and the angelic figuraimur’s
vision inside the Hagia Sophia might be the products of each character’s moagi®a, Adie’s
virtual reality machine has indeed successfully incorporated the realigiotur's captivity
within the system (in which cagdowing the Darkis speculative fiction). Or, the merging of two
different timespaces across the spatiotemporal gap can be explained througlytapdlog

systems theory, to which | will return later. Or, there is no rational exjarfar this fantastic
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resolution; we accept it as the author’s allegory or poetic metaphor connoting #regbow
imagination’

These (im)possibilities for making sense of the passage result in the rézslargs of
ambiguity and hesitation, recalling Tzvetan Todorov’s theorization of “thestamtaAccording
to Todorov, in the genre of the fantastic dealing with the experience of limitsute iaaitd
humanity, a hesitation is common for the reader and character “who must deciderwheiot
what they perceive derived from ‘reality’ as it exists in the common opinid)’ The fantastic
is adjacent to two other genres: the uncanny, if the puzzling circumstaa@egkained by
existing laws of reality; and the marvelous, if new laws are required taiextpe phenomena,
as in science fictiofi Moreover, as the fantastic calls into question “the existence of an
irreducible opposition between real and unreal,” it moves beyond genre to represdotdita
general; “[by] its very definition, literature bypasses the distnstof the real and the imaginary,
of what is and of what is not” (167-8). Todorov’s analysis of the fantastic is bagely lan
eighteenth- and nineteenth-century European gothic, an expression of the prenmadantse
and “bad conscience” of the rationalist era established on the metaphysication between
reason and superstition. Indeed, gothic is not so much a genre in the strict sensedoutifey
moment within the history of modernity” from the eighteenth century on, accoraling t
Christopher Keep (paragraph 12). The fantastic ending suspending the reaalgéchdelief
in the distinction between the real and the imaginaBlawing the Darkhus revisits the neo-
rationalism of contemporary post-humanist dreams of transcendence, iltibydte

Realization Lab’s building of the Cavern in the novel.

" Ursula K. Heise interprets the encounter as “aaptear for global connectedness” (226).
8 Todorov particularly calls science fiction the $trumental marvelous.” In science fiction, “the supatural is
explained in a rational manner, but according teslavhich contemporary science does not acknowle (.
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Plowing the Darkeven unsettles Todorov’s classification within the fantastic—that is, the

distinction between the uncanny and the marvelous. The novel belongs to neither the uncanny
nor the marvelous, and the hesitation from the climatic scene is not quite resolvgtl throu
suggestion of a single reasonable ansRkwing the Darkis not a typical science fiction
depicting alternative universes with different sets of rules operatih@xplaining things, nor is
it an entirely realist novel; the description of VR derails actuaityess it exceeds the degree of
the current status of that technology in the real world. In this context, Cahnt@z $ompares
Powers’s quasi-realist use of “projective” technology with the speculativatiy and
“counterfactuality of ‘what if’” in conventional science fiction. The virtoahlity inPlowing the
Dark and the Artificial Intelligence iGalatea 2.2can be misleading in that they exist in the real
world and thus are not entirely fictional, but have not developed to the extent that the novels
describe. Therefore, Scholz states, “Powers steps us sideways, not intg, fotaiito a false
alterity, a world exactly like ours, except that a nascent technology haplaesibly amplified
and extended” (295-6). Powers’s prose, loaded with scientific information in thiedetssayist
descriptions characteristic of his style, contributes to the plausibilibeqgirojective technology
and the uncanny proximity of a “false alterity” to our world. The technologyedgtin use such
as UI-UC’s CAVE, upon which the revolutionary VRRtowing the Darkis modeled, “faded
into...a shadow existence” in reality due to its lack of commercial value and tecicablog
incapability. Powers’s “rhetoric of exposition,” with its meticulous techrdesils, leads the
reader to believe in the technology’s existence. The strangeness of Banamsrse is different
from that of conventional science fiction in which our world is often deliberatgiadisd or

estranged for allegorical purposelis universe as set in our contemporary world feels strange in

° Darko Suvin defines science fiction as “a litergenre whose necessary and sufficient conditiomsher presence
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part because it is founded upon real technology but tweaked with a false gicretate,
resulting in Powers’s unique “jump-shift of epistemic levels” from redditrction, from
contemporaneity to alterity.

This shift between contemporaneity and alterity, and the blurred boundariestgfaneal
fiction, relate Powers to cyberpunk within the larger context of postmodernism agehtigeof
science fiction. As Istvan Csicsery-Ronay, Veronica Hollinger, Briahide, and J. P. Telotte
propose, cyberpunk’s originality as a subgenre of science fiction springshieacir¢ulation of
common motifs between 1960s/70s New Wave science fiction and the mainstreamdaostm
fiction of Thomas Pynchon and William Burroughs. Brian McHale suggests that, through
cyberpunk, science fiction has become postmodernized and the postmodern novel science-
fictionalized, by relying on thematic and stylistic materials frooo@mon intertextual reservoir
(Constructing 229; 233). Cyberpunk’s achievements can be summed up as the literalization of
postmodern metaphors: consider for example Gibson’s coinage of “cyberspabe’ for
allegorical representation of the unrepresentable “worldness” of the waddh@ metaphor of
“simstim” for the out-of-body experiences and multiple perspectives takey thie lnlecentered
postmodern subject (“Elements,” 150).

Cyberpunk’s stock characters and settings such as cyborgs and cyberspace a
particularly troubling categories, problematizing the barrier betweagimation and reality.
These fictional speculations have their equivalents in the real world; the Watel\Wiéb offers
a parallel to cyberspace. Though not used allegorically, the virtuayregitowing in the Dark

which is ambiguously factual and imaginative, makes Powers’s work a mamstoeaterpart

and interaction of estrangement and cognition,vaimoise main formal device is an imaginative framdwor
alternative to the author's empirical environmé@t8). Carl Malmgren argues that by using a scidint®n
framework a writer provides the reader with anasjed or alternative social order (5). Accordingt@mgren, the
typical plot of science-fiction often includes thtagonist’s visit to a utopian or dystopian sbgiduring which
the visitor and in some sense the reader are tht@teompare that society with their own.
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of cyberpunk. The projective technology of the Cavern’s virtual environments is not totall
factual but nonetheless based on real scientific developments. Powers’sl ditsdieption of
technology, the knowledge of which he obtained both firsthand as a former computer
programmer and secondhand as a layman researcher, also contributes tofedselgaviction
of the make-believe of the projective technology. Rather than the allalgasbion in science
fiction, Powers’s essayist writing provides specific disciplinary imfation; this element
contributes to his deconstruction of Todorov’s generic categories of the uncanny and the

marvelous.

Tales of a Painting: From Representation to Immersion

The uncanny encounter of Adie and Taimur at the clim@&@fing the Darkexposes
the influence of contemporary scientific theories on Powers’s work. Thegeadsmonstrates
the moment of “reentry” defined by systems theory, described by Niklas luhasaoccurring

“whenever a system makes the difference between system and environthepiasthat

difference in the system to be able to use it@istanctiori (36). This is a recursive procedure in

which the observer makes “a new distinction, which then enters into the systeniliedeand
alters it” (Tabbi xxii). Thus, according to Trey Strecker, the misalgme structure where

Taimur is located within Adie’s VR machine and Adie within Taimur’s imagon illustrates

the second-order observation which “observes ‘the observer in the world observinglttie wor

(190). Fiction (and art in general) divides the world into the real and the imagpnaryvide
this opportunity for self-observation and location of its blind spotBldwing the Darkthat
distinction between reality (the unmarked environment) and the world of fichem{arked

system) is copied within the novel as the distinction between the novel’s erdithe virtual
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reality of the Cavern. Adie’s entrance into Taimur’s world and TaimurssAwlie’s mirror the
process in which the observer enters the world of their creation and observaticenit al
while being altered by it. The two characters’ virtual interaction and #érging of the two
plotlines showcase the recursive structure of the novel. The result of thismgaeycthat the
meaning of the novel is constantly reshuffled, as the characters’ mingslaped. The
information is likewise restructured as the reading process moves baclkwaatdf and circles
back.

The Cavern in the novel represents the timespace founded upon these principles of
recursivity and feedback, illustrating Powers’s conception of the universellaasvthe reading
process suggested by the novel. The Crayon Room—the Realization Lab’s detioa arghthe
first virtual environment which Adie experiences—prefigures the topologieaped space of
the Cavern, and further anticipates the novel’s textual space in which the tWoasoupnfold
and interconnect across the spatiotemporal gap between Adie and Taimur sBemioi the
Garden of Eden, the Crayon Room is dimensionless, unpopulated, and “prelapsarian” (19). The
anonymous narrator explains, “The Crayon World feels bigger than it is. ¢is ispeurved. It
wraps back onto itself.” With looping trails and recycled scenes providing obseitiees w
certain sense of déja-vu, in the Crayon World “the path is past preserving, and ¢ime cray
adventure knows no goals except itself (20).” The Crayon Room, synabaliankind’s infancy,
ultimately connects Adie’s childhood of crayon dreams and the final scene of thstchil
drawing in which Taimur’s daughter sketches her father—“a crayon man, rettorarggayon
home” (415). This motif of circling reiterates the novel’s recursive &tracthe novel’s
characters cannot “[walk] out the way [they] came” from the demonstradimm (410), despite

the initial design of the Crayon Room as “[t]he test of how to enter it, and walk backamit’int
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Due to his comprehensive use of scientific discourses such as systems thplmty fo
development, and his incorporation of encyclopedic knowledge into story, Powers has been
linked to authors such as Thomas Pynchon and Don DelLillo in the traditions of “encyclopedic
narrative” and “systems novel.” lllustrating Melvillekoby-Dick Joyce’sUlyssesand
Pynchon'sGravity’s Rainbowas examples, Edward Mendelson defines encyclopedic narrative
as follows: “Each major national culture in the west...producesnhayclopedic authgone
whose work attends to the whole social and linguistic range of his nation, who makésalls
the literary styles and conventions known to his countrymen, whose dialect often fecome
established as the national languag€1268-9). Encyclopedic narratives “attempt to render the
full range of knowledge and beliefs of a national culture, while identifyiegdeological
perspectives from which that culture shapes and interprets its knowleétge,imaking
extensive use of synecdoche.

In reference to Mendelson’s definition of encyclopedic narrative, Tregl&dr also
writes: “these massive fictions must originate during periods of cultwrabil, articulate an
emerging culture’s sense of its existence, catalogue a rangearfylistyles and narrative forms,
and represent the current state of knowledge through a synecdochal accountaddtgs
science, art, or sociopolitical vision (“Ecologies,” 68). The new generatiamcgtpedic
writers such as Powers differs from their predecessors, whose worksiimgledly attempts to
represent the cultural dominant of their era. Contemporary noviekifitsling Powers, Vollmann,
and Foster Wallace do not follow the “hard-wired and solitary geniusesditiadn” (LeClair 15).
While showing how individual consciousness processes information, these authors déenonstra
how the consciousness is integrated with informational networks and shaped byamatural

technological environments. There is no sense of a totalizing picture of ulteaditg presented
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by an external observer independent from the world which s/he observes; rather, ther abser
incorporated as part of the system that they are obséfRixarordingly, for Trey Strecker,
Powers’s novels—particularlijhe Gold Bug VariationEL991)—have a cross-referential system,
“not a totalizing ‘literary monument’ butrzarrative ecology (“Self-Organization,” 230-1).
Through the “complex, hybrid networks of information systems linked by narraBesyéers
invents the ecologies of signification. Strecker writes, “As readere®fGold Bug Variations
move through the text’'s multiple cross-referenced narrative trajesténgy notice nonlinear
feedback where earlier ‘states’ of the system’s (novel’s) iteratnegterated in proliferating
narrative variations.”

Relating Powers to earlier generations of systems novelists, Joseph Tatils Regaers
against the backdrops of cognitive science, cybernetic theory, and media ecologrs’®
novel resides a marginal space “not of representatiorebaimblance(Cognitive Fictions76).
Neither realism nor metafiction, his aesthetic of “likethisness” is degnitstead of
representational: it is “an aesthetic like realism, but not; like postmodeafictien, but
not... .” Tabbi terms Powers’s aesthetic “cognitive realism,” shared by otfiersasuch as
Thomas Pynchon, Paul Auster, and David Markson. Deriving from systems theory and other
cognitive models, cognitive realism originates out of “the narrative intebgtweerfirst- and
third-person accounts, as the reading mind fluctuates between concrete aptuebnce
discourses” (xxi). The journal-like narratives of these authors represerthtugiht as such but
its systems ofotation material marks on a material page written by a particular thinker in the

course of her thinking.” In these author’s works, the character as well asdee i€not so

2 Tom LeClair explicates the term “systems novellie term refers to postmodernist novels charaeeériz the
theme of modern individuals rendered as part dfrtelogical environment. These novels also use skeeselling
and narrative feedback. See LeClalrighe Loopwith respect to the systems novel as exemplifie®éLillo’s
work. The systems novel is often associated wittnIarth’s “maximalist fiction,” Bruno Latour’s “sentifiction,”
and James Wood’s “hysterical realism.”
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much an interpreter of a text as an observer of a system constantly restrbgteedback of
information as the self-conscious mind reenters into the system. Theirvesriam at
momentary self-observation rather than either a full presentation @ r@atiomplete character
development. Thus, Tabbi concludes, moving beyond “the suspension of disbelief required of a
conventional, representational realism,” Powers’s fiction “challengesdeduronceptions of the
mind in favor of a mind able to reflect back on itself and reengage the environmettiafte
accumulation of (previously indistinct) information,” Tabbi concludes (76).

Many of Powers’s novels unfold the “worldness” exceeding individual cognition of the
world beyond representational limits. As with the earlier postmodern noveigtsas Barth,
Pynchon, and DeLillo, Powers’s work presents an ontological probation, the distinguishi
factor Brian McHale finds between postmodern literature and modernist fiooetsng on
epistemological exploratioiPbstmodernist Fiction9-11). Additionally, Powers’s posthumanist
characters as embodied forms of information are a kind of closed system, aetanter
simultaneously interconnected to the broader network of information and the natural a
technological surroundings.

As Powers’s novel employs cognitive realism influenced by systems thesry,
characters are often rendered as focalized units of information, unlikeltb®fah human
characters of conventional realist novels. James Wood bemoans this postmodearchish#rein
“information has become the new character,” maintaining that many contegnpovaists
have stopped inquiring into “language and the representation of consciousnesg&{43)
whereas Powers’s characters act in part as embodied information unitsgagdahe
consciousness remain the focal pointRliowing the Dark.Adie can still be read as part of the

bildungsroman tradition, in her development from a naive aesthete to a more mature arti
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conscious of the surrounding politics and technological changes of the world to which she
belongs. The difference between Powers and his predecessors is that helegards t
consciousness as overreaching individual boundaries. The consciousness of modern individuals
emerges from their interactions with environments and connections to historitadalol
cultural, and technological networks exceeding the horizons of individual minds. Hence, a
Powers himself remarks, the systems novelists who have influenced his wederggnot
elementf character or milieu, but compl@xocesse®sf reciprocity in which selves and
environments come together to bring about and shape each other” (“Making,” 306).

Furthermore, as in his other novels, language is Powers’s main con&owing the
Dark. Suggesting the potential and limits of verbal representation in relation to the neav medi
mode of immersiorRlowing the Darkdelves into the power of poetic language as humanity’s
most characteristic artifact and a prime resource to build other technolbge® coincidence
that “Sailing to Byzantium,” a poem by William Butler Yeats, is the novwelderlying theme,
continually invoked by Steve Spiegel and other researchers working at theaf@alab to
reach their Platonic dream. With Yeats’s “Meditations in the Time of Ciait,¥\the poetic
prerogative looms large throughout the novel. Steve, once an aspiring poet who desires t
“[program] golden mechanical birds,” in a line appropriated from “Sailing” (216)ywithe
Cavern as “a life-sized poem that [they] can live inside” (159); “a good, polishgthpr was
everything [he] thought poetry was supposed to be” (215). Adie and Steve’s virtual building of
imaginary spaces—the jungle of Rousse@rsams van Gogh’s bedroom, and the Hagia
Sophia—insinuates that the poetics of VR is founded upon the resourcefulness of artistic

medium of language.
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Chapter 26 specifically juxtaposes poetry and VR art with respect to thi artis
materiality making the reader/user’s phenomenological immersion intokapessible. The
chapter contains of Powers’s stereoscoping of past and present as well asyainub¥R, and,
as in many of Powers’s novels, character-doubling governs character relgsotishipast love
triangle of the “Mahler Haus’—Adie, Steve, and Ted Zimmerman, a music pragigyvas
Adie’s lover and Steve’s mentor—is juxtaposed with the “new nuclear familytdd, Steve,
and Jackdaw at the present-day Cavern. Narrated from Steve’s perspectiiaptle presents
a thread of the narrative relating the virtual building of van Gogattroom in Arlesblended
with Steve’s flashbacks to his college days including the pivotal scene of Ash@ation of
Yeats's “Sailing to Byzantium.” The two narrative threads harmoniously each other,
foregrounding the theme of art-making and its embodied experience—the common ground
shared by poetry and VR.

The chapter is a crucial turning point with regards to the emergence of Adie as a
character of embodied information and the emphasizing of language’s powghtkineu
convergence of poetry and VR. Bruno Latour analyzes Steve’s flashback te Asdigation of
“Sailing” by focusing on Adie's sudden incarnation as a person to Steve anthsgous
thickening as a character for readers at roughly the midpoint of the novel.rAeliges as “a
temporal character” through the words she speaks and with which Powers déderiles
flashback, Steve sees Adie reciting Yeats’s “Sailing to ByzantinmahiEnglish class: “Once
out of nature | shall never take/ My bodily form from any natural thing” (Il.2326)vers
conveys the wonder of Steve, “the boy engineer,” who is mesmerized by the dietiaty

language spoken by Adie:



68
Once out of nature. The train of syllables struck the boy engineer [Stevehassthe
inconsolably bizarre thing that the universe had ever come up with. And this female
mammal uttered the words as if they were so many fearsome, ornate dyakeiiose
existence depended upon their having no discernible purpose under heaven. The words
would not feed the speaker, nor clothe her, nor shelter her from the elements... ,And yet
they were among the most elaborate artifacts ever made. What wasntf?eHmw did
evolution justify the colossal expenditure of energy? Once upon a time, rhytlonais w
might have cast some protecting spell. But that spell had broken long ago. Arne still t
words issued from her mouth, mechanical birds mimicking living things. Sound with
meaning, but meaning to no end. (199-200)
“But such a form as Grecian goldsmiths make.” The girl’s lips wereaa yauf
ethereal phonemes. “Of hammered gold and gold enameling.” Spiegel had never heard
words pronounced that way—alloys of confusion and astonishment. Her mouth became
the metal-worked machine its sounds describe. Whole sentences of hammered gold
tumbled out of it. (200)
For Latour, through such moments, the novel revisits the conceptual categoriea df “ide
“character,” “fact,” and “realistic psychology,” raising the question bathappens if we dare to
“produceflesh and bloodealistic characters out of idea, signs, symbols, calculations”
(“Powers,” 266-7). This premise of making a realistic image fronihnemaatic calculations (as in
VR) and verbal articulation (in poetry) invokes the prohibition in the Second Commandment
against image-making. The instantiation of the “humanoid character” in thisiBastrates the
precariousness of artistic creation producing the effect of life via wordsyamigbls, assuming

the godly act. Latour connects this to Powers’s character compositionjwihleeanriting itself
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produces the pixelization” and “continuity of agency is a literary effectfi adificial and
ephemeral (267).

This leads to the nature of language as material as illuminated irctfa¢ioa passage. It
is ironic that, whereas Yeats's lines express the aspiration to disembodietemal life
through artifact, Powers’s passage foregrounds the materiality of vanlalkige; words are “the
most elaborate artifacts ever made.” Not only does Adie become personifiedrtitanguage,
she embodies the things she says—the mechanical bird whose mouth turns intoyadadtor
“the metal-worked machine” that pours into the world “the whole sentence of hathgodde
tumbled out of it.” Powers’s appropriation of Yeats's poem here subverts the contentioas of
original poem. Writing of the mind’s aspiration to transcend the aging body thewtjgreats
dismisses the materiality of words through which “the artifice of dtérfli24) is invented and
with which he writes. This blindness to matter in art is echoed by Steve’sééraif
immediate knowledge and the disappearance of the interface, modeled upon da ether
aestheticism expressed by “Sailing.” Powers puts his doubts in Adie’s mashk asbuffs
Steve: ‘All the arts, all the technologies in the world have failed to placate people. Why should it
be any different this time arount]? The problem is inside us. In our bodi€es.. We habituate.
Something in us doesn’t want to stay sublime for very’ I#&p).

The parallel between poetry and VR emphasizes how each of thesesaditatearthly
product created by man striving for the transcendence of nature and humanitytshatiéac
human crafts built with bricks of words and numbers, and artists assume the gadijfec
giving that goes beyond the human prerogative. In the same chapter, Yeatstatithedin the
Time of Civil War,” cited by Steve, mirrors Adie, Steve, and Jackdaw'sicreaf van Gogh'’s

Bedroom in ArlesPowers juxtaposes Yeats’s lines, “We have fed the heart on fantasies, / The
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heart’s grown brutal from the fare; / More substance in our enmities / Than mveu honey-
bees, / Come build in the empty house of the stare,” against the buildingBefdteom The
words gradually substantiate the room—Adie, Steve, and Jackdaw’s workshop and the virtual
Bedroomwhich they build: “The room filled in. It materialized, up through the oils of half-
finished underpainting, the penned cartoon here and there still showing through... And week by
week, Jackdaw, the unlikeliest of Geppettos, labored away at the code thanguaaatbring
these woody constructs to life—to a life that life would accredit” (211428.living algorithm
of the bedroom consists of words and numbers based on human imagination. The result recreate
van Gogh’sBedroom “a life-size poem” and livable space; rather than a mere reproduction of
the original painting’s image, the room is alive, surprising its makers wittpantedly realistic
responses. Steve states earlier that VR is not a mere image of a thihgythgat to create; the
makers conjure the thing’s description as made up of words and codes, and they program the
genetic algorithms in the way a real thing is created, so that it ultlyngrtavs itself (37).

Thus, the novel intimates that all artistic creation, including poetry and VR Igee
Adie is incarnated into a person via the words that she utters. Her bedroom doeenleg aiay
of the code and symbols that she and her colleagues generate. “Spider” Lim, one of the
Realization Lab employees, says, fife. is not just some outside thing that happens to us. It's
something we come into and remai80). What the Realization Lab dares to do through
decoding and recoding images of cultural monuments is not a simple visual imitation but
recreation of the idea of life dependent upon the power of words and symbols. This moiges Adie
half-mockingly allusion to the Biblical Savior-tHe word made fleSland the ultimate
medium—with regard to what the technicians attempt to do (215). Art plays with lifdazsd t

the artist assumes the role of the Creator. This motif of artistic reproduictChapter 26 and
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throughout the novel, from the Realization Lab’s virtual creation to Taimuidsngaf the
Q’uran to the symbol of idolatry and iconoclasm that is the Hagia Sophia, acts trcdiréict
with the injunction against playing God that drives the Second Commandment’s poahibiti
against image-making.

Powers’s relation of art and language is reminiscent of Martin Heidsggarimentary
on art and technology. Another painting by van GégRair of Shoe$1886), is Heidegger's
departure point for the controversy regarding art and technology and the debate onglod limi
representationalisit. Delineating how van Gogh'’s painting reveals the essence of shoes as well
as the peasant’s world and her mode of being, Heidegger argues that “[t]he artwarkppe
its own way the Being of beings" (“The Origin,” 165). The artwork’s self-featation, through
which it comes into presence and “erects” a world, is analogous to the positiom afstrut
revelation. Thus, Heidegger sayéyt'then is a becoming and happening of tf(t86). Poetry
has a unique place in art as “language alone brings beings as beings into the opdirdor th
time” (198), due to its projective power of naming. For Heidegger, poetry is “thalgorm of
building,” enabling “man’s dwelling into its very nature, its presencingdigf”...Poetically
Man Dwells...,” 225); thus, through language, poetry brings things into existenlceir true
form and opens mankind to its authentic presence in the world.

Heidegger’s conception of art and poetry’s power of worlding is echdeldbwing the
Dark. The idea of life comes into existence through words, numbers and symbols, in poetry and
VR. As in Heidegger, language as technology is not merely a tool; it is a spaiceh

mankind dwells and defines its existence. In this sense, it is significaRidanhg the Darks

1 Jacques Derrida’Bruth in Paintingis in part a critique of Heidegger's representalism. Fredric Jameson
analyses van Gogh/A Pair of Shoe juxtaposition with Andy Warhol'®iamond Dust Shods illustrate
postmodernism (10). In contrast to the “realishpat in Heidegger’s reading of van Gogh, WarhoBingting
showcases postmodernism'’s superficiality and fl@asignifiers.



72
essentially about two rooms, Adie’s Cavern and Taimur’s white-walled pr&bnvbere human
memory and imagination is projected. The two tales of Adie and Taimur meoge tnce
through their encounter inside the Hagia Sophia—Adie in cyberspace and Taimur in his
hallucination—and earlier in van GogtBgedroom The chamber which the famous painter once
occupied, the bedroom in Arles (the room as well as the artwork), combines Athgination
of the artist’'s mindscape and Taimur's memory of home. This convergencduwaBatis the
characters’ and readers’ immersion; they walk into an art work insteadesi/oigsthe text from
a distance.

The building of van Gogh'’s painting is a pivotal moment for Adie’s growth as at artis
and it signals a shift in focus within the novel as well, from representation tasomeAdie’s
first work as a Realization Lab employee, the creation of Henri Rousd@@ams is a failure,
deemed a mere imitative patchwork of visual quotations clipped from the masésrpf
Western paintings. Adie'Breamsdoes not realize the potential within VR, an environment in
which the user can make things happen in the work. Launching into the production of van
Gogh’sBedroom Adie finally recognizes what the new medium provides its makers and users
with in principle—the possibility of interaction with and immersion into the work. Thedesss
not “walk througli but “walk intd’ the space, at which point “the room [comes] to life” (167). In
the virtualBedroom the floorboards creaks when someone steps on them; the table drawer opens
when touched; and the bed remembers visitors by retaining the impression of thairalftedie
their departure.

However, as his use of the second-person pronoun in Taimur’s narrative implies, Powers
also suggests that “old media,” including poetry, story, music, and painting, hays alwa

provided those possibilities of immersion. As Spider Lim salse‘mind is the first virtual
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reality” (130). It is ultimately human imagination that makes virtual immersion Iplessi
Chapter 38 delineates the virtual tour of Chicago—including the exhibit of van G&gireom
at the Art Institute—pictured by Taimur in his solitary cell. The chageenonstrates how
memory and imagination creates the world on its own, emphasizing the role ofgangha
unusual second-person singular narrative, directly addressing reatiga,asmduces readers’
immersion into Taimur’s projection. The use of the second-person pronoun and active verbs
resembles the command mode of early textual computer games, whose comaruwitati
users in second-person address is earlier seen in the game played by Jackdgieinl®. This
connection between speaking and action suggests the central function of language smmmer
both in VR and narrative. This provides another stereoscopic union wherein Bedzzom
merges with Taimur’s vision of the same painting; after several futdenpts, Taimur finally
succeeds in evoking the painting in his head:

One night you walk clean to the goal. You come right up ®edlifoom in Arlels and
nothing breaks the spell. You stop in the archway, suffused by the Provencal sun pouring
from the gallery beyond. You step across into this straw-colored guess, tihabomade
Gwen cry to look on. The peace that the two of you fought so hard to reach. Everything
here has waited for you, the look of thought.

Soap and water and towel, a spare shirt, a wall of tilted pictures: what moreitoes a |
need to live? The bed is a little narrow for two. But in such a room, she will wantpo slee
close. Here you can sit still until she finds you. (354)

This chapter parallels the narration of Adie and Steve’s buildiBgdfoomin chapter 26. Both
chapters jumble past memories and present creations, whether through technologyor huma

imagination. One man’s solitary imagination “inside a similar hive” eonssfor readers the
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Chicago cityscape and its people in “[flull-color, high resolution,” not unlike VR (35@nan
memory has already realized VR’s dream, immediate, untouchable, and “dimé&es.”
Taimur says, “Nothing human can harm a single pane of this illusion”; “[fliene is caught in
the thinnest frozen section, sliced off and held to the light” (351-2). It is verizpldge that
enables readers’ immersion in Taimur’s illusory dreamworld.

Samuel Delany’s “paraspace” can be useful for framing the naturegofdge in the
conceptualization of the dream space of Taimur’s imagination in the aforeneghpassage as
well as the cyberspace of the Cavern. The term represents the conceptualfspaease
fiction—a supplementary space questioning the ordinary, including outer space aispaybe
It is doubly technological because we enter this world with the aid of technologg, apdiiely
verbal construction. Language to describe paraspace is always “shiftad{ed,” and “aspiring
toward the lyric,” in imitation of the space that it depicts (168). The function dfytical
language, or paralanguage, is similar to paraspace; it calls into questiandparency of
rhetoric and the naturalness of ordinary language, foregrounding its tethin®abtt Bukatman
notes that the meaning of a sentence such as “her world exploded” in scieoceintbe both
literal and figurative Terminal Identity 12; 157). Through erasing the distinction between
literal and figurative, the paralanguage of science fiction drawgtiatteto the fundamental
construction of language itself.

In Plowing the Darkthe Cavern’s cyberspace and Taimur’'s white room resemble
Delany’s paraspace, an alternative dream space in which realities it question and the
limits of verbal language manifest. Early in the novel, Adie takes Stevecom af the jungle of
Dreams “They walked on, through the clipping gallery” (129). Here, the meaning ok™wsal

ambiguous because of the virtuality of the very space the two charactgpy.dteneans that
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they enter the Cavern and walk through the gallery of the Jungle room wadatotigction of
bits of art that Adie have clipped from the existing paintings. Yet, since thay e
cyberspace of the Cavern, their bodies are immobile and thus cannot walk in theeinsal
They walk virtually in cyberspace, but not in reality. This ambiguity of Sggtion due to the
lyrical language describing a paraspace questions not only the sensepzEdédabituated but
also the meaning of the “real,” recalling Todorov’s idea of the fantastic. dodegards the
nature of literature as “to go beyond.” Subsequently, the vocation of literapudse is “to say
more than language,” and “destroys the metaphysics inherent in all langliégyiture
embraces the antithesis between the verbal and transverbal, betweenahd tkalunreal”
(175). Powers’s paraspace and his language moving towards the lyric depietingsgrace
exposes the impossibility of language as the condition of literary discoungeah the border
between the literal and figurative is broken down.

Thus, while Powers illuminates words’ power to visualize, he also interratyates
conditions of aesthetic representatiBfowing the Darkportrays the current status of
multimedia and its impact on humanity to intimate the limits of linguistic semtation and the
word’s supplementary relations to other medial and sensory modatitigs as image and sound.
Ronan O’Reilly, an economist at the Realization Lab, contends that the dilehmealia
technology is the problem of visualization, the same predicament faced by “@nthetentury
neurologist stymied by how to study human thought without slicing into the living iz
As the Realization Lab researchers discover, other modalities such as sduexitare are also
essential to our sense of spatiality and reality. Not only the visual stepeagdout also the
synchronization of image and sound, is crucial to users’ geometrical irnmerghe virtual

environment (257). The synchronizing “3-D trick” provides users with the phenomenblogica
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experience of depth and perspective essential to our sense of realityminating this problem
in media technologies of visualization and the supplementary relations amorjyerce
modalities, Powers’s novel interrogates the conditions of artistic @neattireality. Nonetheless,
the dilemma confronted by both “old” and “new” media based on language does not imply
powerlessness. Rather, the issues regarding representation in langliaggda redeem us

from the impulse toward total aestheticization and instrumentalizationtofdiegy.

The “White Male Novelist” and New Media

Kathleen Fitzpatrick observes the fear expressed by postwar Americdistsauech as
Thomas Pynchon and Don DeLillo of the passing of the printed novel in the age mfetect
media’? She maintains that the “obsolescence” of print medium is a discourse gengréteseb
novelists’ representation of culture. Pynchon and DelLillo represented technokbgge
ways—as machine, spectacle, and network: “technologies of mechanization havegroduc
concerns about dehumanization; technologies of image production have been greeted with
concerns about illusion and ideology; and technologies of interconnection have confronted
concerns about the loss of the individudihé Anxiety27). This reflects the anxiety of
marginalization felt by white hetero-normative males whose sensdigidual autonomy is
threatened by the indistinctive mass of racial and sexed others in assogigti new
technologies. This “exhaustion” rhetoric, glorifying that marginalizationirdoutes to the
sustention and rejuvenation of their cultural hegemony conspiring with print medium and the
novelistic form. Patriarchal dominance subsists on logic perpetuating tita tde¢be novel”

and angst about the impending demise (or, at least, subversion) of book-centereidmsstitut

12 30hn Barth's “The Literature of Exhaustion” and Rrts Coover’s “The End of the Book” also express t
writers’ anxieties over the obsolescence of priftedks and traditional novels.
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Fitzpatrick considers PowerdZalatea 2.2he latest variation on this theme, as the computer as
man’s other disrupts our sense of the human by its performative simulation of humhaity
novel’s representation of the writing machine redraws the boundaries of the urfiuensal for
the autobiographical male protagonist, “Powers,” at the expense of his unmametjects, A
and C, and the feminized computer Helen (“The Exhaustion,” 556).

Nonetheless, Powers differs from other white male novelists promotingxhau'gion”
rhetoric.Plowing the Darkshows that language as common ground for both poetry and VR
effectively erases the conventional distinction between old and new mediaageanis
humanity’s primal artifact, whose materiality is the resource fotiageather technologies; its
dual power creates the world and destroys what it creates. The boundaries bie¢vwee and
the new are additionally blurred by Powers’s use of the second-person sirzgtdéive
simulating computer games, generating an immersive effect usuallyasdagith new media.
Instead of one replacing the other, the convergence of verbal narrative and new media
technology such as VR highlights their shared foundation in art and creatioguatge and
imagination—responsible for bringing man’s existence into the world.

Finally, the virtual Hagia Sophia, the Realization Lab’s ultimate arctutal creation,
mounts a critique of individualism and universalism, the ideological products of themdlge
centered Enlightenment. A work of human collaboration exceeding human capaditggibe
Sophia realizes Steve’s dream of building of a life-size poem incarnagiais’s Byzantium. It
is also an embodiment of the confluence of human civilization—old and new, East and West,
and Christian and Islam—whose scale vastly outreaches human capabilitiebufidieas the

site of the convergence of the two storylines suggests that the experiendityofeaires
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community and communication among human befigsquestion remains: Plowing the Dark
is a novel simulating new media’s immersion, how does readers’ immersion imovitle
change in the textual environment and make something happen in the novel? Facing the
challenges which new media technologies pose to the traditional novel formsRetuens to

the virtual space of literature, engendering new meaning each timsitve

13 See Sue-Im Lee’s Body of Individual$or Powers’s portrayal of individual and commuriitycomparison to that
in other contemporary novels.
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Chapter Three

Lyrical Novel, Novelistic Hypertext: Remediation inFrankenstein and Patchwork Girl
In this ideal text, the networks are many and interact, without any one of thenmablksng
surpass the rest; this text is a galaxy of signifiers, not a structugnoiesls; it has no
beginning; it is reversible; we gain access to it by several entrancesyfnghieh can be
authoritatively declared to be the main one; the codes it mobilizes eagdadas the eye can
reach they are indeterminable...; the systems of meaning can take over this apghlusd

text, but their number is never closed, cased as it is on the infinity of language.

—Roland Barthes$/Z(5-6)

This chapter focuses on electronic narrative’s uniqueness as a form ofllgtgrgted its
relationships with printed literature. | compare Shelley Jackson’s leypé&rtion Patchwork
Girl with its “sibling” Frankensteinthe Mary Shelley novel Jackson rewrites. My analysis
concentrates on the texts’ shared concerns of textual materiality aratibg of femininity, and
on both fictions’ transgression and reformation of the generic boundaries of lyristd)api
novelistic, and hypertextual mode of discourse. An epistolary novel remedletipg\ate letter
format, Frankensteifs lyricism resonates with Romantic poetry, wHiatchwork Gir| a
hypertext transmediating the printed novel, exhibits archival narrativitynealiated orality. My
comparison betwedfrankensteirmndPatchwork Girlultimately aims to demystify the novelty
of “new media” and contest linearity in media development by exploring thaatbastics of
electronic narrative, which both connects to and breaks from printed narrative.

The term “hypertext” was coined in 1963 by Theodore H. Nelson, who described it as
“non-sequential writing—text that branches and allows choices to the readegdukat
interactive screen.” Anticipating hypertext's reader-orientedneagsereen environment, Nelson

posited basic rules for reading and writing hypertext by depicting'# ssries of text chunks
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connected by links which offer the reader different pathways” (0/2). Georgwamore
recently delineates “computer hypertext” as “[T]ext composed of blocks afswor images)
linked electronically by multiple paths, chains, or trails in an open-ended, yehpemnfinished
textuality described by the terrisk, node network wely andpath’ (2). Landow emphasizes
hypertext's multisequentiality and open-endedness, which he sees agethéémbodiment” of
theories of textuality—Barthes’s writerly text, Jacques Derrid&tual openness, and Mikhail
Bakhtin’s heteroglossia (53). N. Katherine Hayles has further developed therbroadept of
“electronic literature” encompassing a variety of new medialiyegenres. Networked and
programmable, electronic literature is a “digital-born,” a firshgmtion digital object created
on a computer and (usually) meant to be read on a comphtectronic Literature 3). She
divides electronic literature into several categories: hypertdidrfimetwork fiction, interactive
fiction, locative narratives, installation pieces, “codework,” generativeagt the Flash poem.
Despite the differences between Landow’s theory-based definition andsiEayedium-
oriented definition, these critics have been the foremost proponents of computatechedi
literature.

In contrast, some critics are doubtful of electronic literature’s potdatraldically

transform our practice of reading, writing, and meaning-making. Michel Chagulicism

! Hypertextual nodes and links are the most conspistieatures of classical hypertext fictions sucAfgernoon
Victory Garden andPatchwork Girlwritten by so-called the Storyspace school. P&8GEInetwork fictions
including Califia, Twelve BlueThe Jew’'s DaughteandLexia to Perplexiaitilize multimodal schemes and
navigation functions of the Web, while Interacthietion (IF), such aSavoir-Faire, All RoadsandDeviant
borrows computer-game components. While locatareative combines virtual reality and actual movataen
three-dimensional spaces, multimedia installatiecgs authored by Cayley, Memmott, Gillespie, arardtip-
Fruin introduce kinetic and haptic reading in whigbrds as moving objects interact with the readeogy.
Wardrip-Fruin’sRegime Chang#lustrates generative art “whereby an algorittsnused either to generate texts
according to a randomized scheme or to scrambleesndange preexisting texts” (Hayles 18). Steph&tiickland
and M. D. Coverley, Brian Kim Stefan and Young-Hateang Heavy Industries (YHCHI) are among the awthor
who have written notable Flash poems. Hayles aafditly includes a few print novels suchiadremely Loud and
Incredibly CloseThe People of PapeandHouse of Leavess they “[mitate] electronic textuality”— layered,
fractured, and multimodal—andifitensify} the specific traditions of print” (162).
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specifically targets hypertext fiction wherein stories take shapleoyetider’s choices in linking
fragmentary textual units called nodes or lexias. In discussing whattatessa fiction, Chaouli
disputes the value of hypertextual “interactivity.” Because intetiactinterferes with the
unfolding of literature” (607), it is incompatible with fiction, where hierarchndispensible to
both literature and transmission of knowledge. While narrative demands uneven conigrunicat
between reader and writer, interpretation requires a fixed text endidimgader's freedom to
explore the ambiguous moments and silent blanks within the text. Hypertext fi¢demiantic
laxness’—additional gaps imposed by the machine and its programmer—aggtheateader’s
interpretative burdens and hinders readers’ imaginary projections pyrdmmsause of the
overload of choices offered by the technology. Chaouli further calls Landosvisg® into
guestion by suggesting that poststructuralist theories of textuaityased on their problems
with printed texts, demanding that we reexamine their validity in discusgicmamic medi&.

A thorough discussion of the legitimacy of hypertext as fiction or a complgteimgeof
the trajectories of electronic narrative is beyond the scope of my intendetigaties here.
However, the aforementioned criticisms help locate a branch of the curremrshipbn new
media narrative. What particularly interests me in this debate on hyplesten is its apparent
“failure” to qualify as narrative, which conversely calls into question the definition of
“narrative” or “fiction.” Rather than simply condemning it as invalid, | sstj¢feat the
abnormality of hypertext fiction in turn creates a space for probingrlitess and narrativity
foreclosed by existing literary and critical paradigms. In this vein, tiratoéogist Espen

Aarseth has proposed a new conceptual genealogy of “ergodic” literatuMaard_aure Ryan

2 Chaouli puts, “metaphorical deconstruction [in erstanding of a text] depends on literal stabltifythe text
itself]” (610). His objection overturns the longssained claims that hypertext technology is “a i¢aton of
postmodern literary theory” (J. David Bolter) amdeambodiment of poststructuralist concepts sudhtasgtextuality
and intersubjectivity (George Landow). Espen Adrsd$o points out Landow’s and Bolter’'s misreadifi@@arthes
and Iser in theorizing hypertext literature (84).
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has posited narrative as “virtual reality.” My interest lies in a hgpéral mode of
communication, leading to my exploration of hypertext’s literariness throughsenafiShelley
Jackson'$atchwork Girl Given its remediation of a novel, to what extent deashwork Girl
envision the possibility of storytelling in a form other than the printed novel, thendomi
literary institution since its birth in the modern era? As an epistolary rénaglkensteirblurs
genre distinctions due to its remediation of letter format as well as thatihenfluence of
Romantic poetry. The formalistic mishmash exhibited by Battthwork GirlandFrankenstein
consequently leads to an interrogation of the boundaries of the lyrical, the tmvaatid the
hypertextual mode of literature. Thus, wHiatchwork Girlreveals that Shelley Jackson shares
with Mary Shelley an impulse for formal transgression breaking genre-boesydamanifests
two distinctive characteristics of hypertextuality: mediated tyrédir Walter Ong’s “secondary
orality”) and archival narrativity.

Furthermore, hypertextual orality draws attention to the issue of gendetealityg.
Feminists have studied the conceptual usefulness of electronic textualggtimigethe triad of
sexuality, textuality, and subjectivity. For example, linking hypertkétriture feminine
(gendered women'’s writing), Ann McClellan notes that nonhierarchical, coltalerand
accretive hypertext bears similarity to traditional feminine labor ssateaving (1025.
Hypertext can produce an alternative epistemology to the patriarchapoiatéizing the

hierarchy, linearity and rationality often associated with the codex tmfmaodern books. | do

% Héléne CixousharacterizeBécriture féminineas corporeal, excessive, cyclical and recursiuest like woman’s
unbounded libido, “[woman’s] writing can only kegping, without ever inscribing or discerning contu. She
lets the other language speak-the language of 1ddifues which knows neither enclosure nor dea@ral drive,
anal drive, vocal drive-all these drives are owergjths, and among them is the gestation drivelijfesthe desire to
write (New French Feminism&59-60). Unlike McClellan, Diane Greco, Michelendrick, and Kathleen Sullivan
express their suspicion of hypertext being “codedasculine.” Hypertext represents the disembodiied, which
is privileged over the codex book, the body. Tha#iecs maintain that hypertext has lost its potnwhen it
becomes a tool for male critics who “[replace] ploaver of author with that of the reader” withoutaing the
structure of knowledge and power based on the iptanof the male gaze and logocentricism (McClellé).
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not assert that electronic narrative is a literary panacea to éhesdtom the alleged
phallocentricism and logocentricism of printed books, as it would merely be ansgkatialism
to claim that hypertext is a feminine medium and print masculine. Howeegpatticular case
of Patchwork Girlreveals how hypertext's open-endedness and mediated orality voicing
feminine sexuality can assure feminist utopian traditions opening up not onlygvepace but
also the biological realm of nature. Indeed, women’s writing is Jacks@ifsagenda in
composingPatchwork Girl Through its corporeal imagination of an open space in writing that
simulates the oral style of collaborative communicatiRkatchwork Girlnavigates life’s
indeterminacy and narrative’s nonhierarchical open-endedness. In this manneksas d@aims
in her essay titled “Stitch Bitch,” “Hypertext is everything that fentaries has been damned by
its association with the feminine” (no pagination).

The questions | would ask then are: what media logic works for a novel's reiorediat
other genres of writing and hypertext’'s transmediation of the printed novel? Whaheoes
generic mixture and discursive hybridityfefankensteinmply about Shelley’s feminist poetics?
How does electronic narrative help formulbéeriture féminineand feminist narratology? Does
it produce alternative literary and sexual paradigms? What does Jaclksontisg of
Frankensteirsuggest with respect to new media’s serial repetition? How do we canfigur
hypertext fiction—in which “[t]he traditional narrative time line vanishee angeographical
landscape or exitless maze” (Coover, “The End,” no pagination)—into the debate on
postmodernist spatialization? Probing these issues, | examine the kinsheefieatrchwork
Girl andFrankensteirwith focus on their common ground of gendered writing as well as their

different media modalities. A subsequent close readifatdthwork Girl,in particular the
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section titled “Crazy Quilt,” specifically illuminates hypertextpen-endedness and mediated

orality.

Frankenstein’s Sibling

As a rewriting ofFrankensteinPatchwork Girltells a story of the transatlantic
adventures of the female monster. In Shelley’s novel, Victor Frankengenmpéd to create a
female companion for the Creature upon its request, but destroys it for fear etuhé s
reproductivity that would lead to an inevitable war between species, mankind agaiestiant
creations. IrPatchwork Gir| after being completed by Mary Shelley, the female monster travels
to America to live 175 years before disintegrating in Death Valley. Winglenain plot follows
her various excursions in Britain and America, numerous nodes (also calle fle&ia
hypertextual equivalent of pages in print) tell stories of other characteligling the lives of
the women whose body parts are used to assemble the female monster.

The fiction consists of five parts: “Body of Text (philosophical reflections qehgxt
and the human body); “Graveyard” (the stories of people whose body partsesndlasisto
create the female monster); “Journal” (Mary Shelley’s diary recgridan relationship with her
creature); “Story” (the female monster's modern adventures, incorgpeataerpts from
Frankensteiy and “Crazy Quilt” (a collection of quotes frafatchwork Girl of Oz
Frankensteinand other theoretical treatises). Each part is composed of small segntests tha
linkable to each other across the part divisions. Compared to other hypertersfigtitten in

the Storyspace software program such as Michael JoAéte'sioonand Stuart Moulthrop’s



85
Victory GardenPatchwork Girlhas more linearity of pldtJackson retains hypertext's freedom
of exploration in multiple directions and divergent paths revealing the stoayigatiness, as
readers can take different routes to compose variable stories; however, asadése guided by
the system-generated cognitive map and other external maps—a tree map, an owtlisedvee
chart view—which help locate the readers’ place within the text.

Portrayed by Robert Coover as the quintessential text of the “golden aggieofext
literature (“Literary Hypertext,” no paginatiorBatchwork Girlhas been enthusiastically
received by feminists as embodying new gender coding. Interestinglyjoaity of criticism
relatingFrankensteimndPatchwork Girlreacts negatively toward the former, which can be
understood as a strategic move to foreground the significance of the latter irtioppAsirid
Ensslin emphasizes the power shifts that hypertext facilitates, fratocte creature, author to
reader: “Self-sufficiency of [hypertext]” indicates “an evéranging, essentially indefinite ‘live’
organism” (213). Laura Schackelford’s comparisofm@nkensteimndPatchwork Girlbrings
attention to combinatory sexual relations and accretive textual compositidnypleatext
endorses. Using Niklas Luhmann’s “structural coupling”™—*"the interrelagongng cognition,
the nervous system, and social systems as relations of non-identity omanseuarability’—
Schackelford inquires into the fluid subject boundaries catalyzed by humanitgasing
dependence upon technological prostheses amid the ongoing transition to new media (67).
Patchwork Girlconceives interdependent relationships between subjects and technological
prostheses, between author and text, between meaning and medium. They ard structura
couplings, not unlike a hypertext link and “a stitch in sewing, or scar—both ‘mark a cut and

commemorate a joining’ (Journal/Scatd).” In contrast to the hierarchical heterosexual

* For further discussions of the Storyspace softygee N. Katherine Hayles\dy Mother Was a Computépp.
152-3) and the fourth chapter of Matthew Kirschemba Mechanisms
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relations evinced bifrankensteifrs codex formPatchwork Girldigitally configures
combinational sexual and textual mechanisms that “reproduce rules of diffeoenta
morphology that guides the production of meaningful bodies and guides their possible
combination or interrelations” (92-3).

Yet Schackelford’s otherwise brilliant analysis ignores the complex geexiahl
dynamics ofFrankensteinDespite her insight, her take Brankensteiras a printed novel lacks
a substantial reading of the text, dismissing Shelley’s dilemma ohifeenauthorship revealed
in the novel. In addition, while Schackelford’s juxtaposition between “heterosgxuratl”
narrative and “combinatory” digital hypertext repudiates normative §igxuaunfortunately
posits another binary opposition of printed literature versus electronic wardatopposition to
Schackelford’s observation, my readingroédnkensteirandPatchwork Girlhere, underlines the
sibling, if not parental, relation between the two texts, alluding to the ambiguougpkinshi
between print and electronic narrative. Jackson’s strategic use of kyhelies her express the
ideas of textual materialism and figuration of femininity at the hearhefl&/’s Frankenstein
However, Jackson’s guilt-free incorporation of passages fi@nkensteirand other sources
shows thaPatchwork Girlis not a product embodying the author’s Oedipal struggle and attempt
to overcome Shelley’s influence. It rather evinces digital combinatgry &nd electronic
media’s remedial principle as proclaimed by Marshall McLuhan in his famotusygi“the
‘content’ of any medium is always another medium” (23).

Frankensteirdisplays Shelley’s dilemma regarding feminine authorship, sprung from a
conflict between Romantic (male) creativity and the fixed gender rolesragime. Mary

Poovey, Barbara Johnson, and Anne Mellor consider the monstrous self-figuration of thee novel
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symptom of Shelley’s modification of Romantic self-assertiGhelley’s introduction to the
1831 edition reveals her dual sense of authorship: a Romantic self-fashioningliefrtbevision
on one hand, and a materialist notion of collaborative authorship on the other. She affirms her
visual insemination of the novel, saying “I saw—with shut eyes, but acute mermgalssaw
the pale student of unhallowed arts kneeling beside the thing he had put together” E27-8).
as Clayton Koelb notes, there is verbal impregnation involved in that creation (12By She
acknowledges that a storytelling competition and conversations among the nqefribzd
Byron’s circle contributed to her composition, just as Frankenstein’s (nmdg)geaf scientific
and philosophical texts leads to his creation of the monster in the novel. Shellsy write
“Invention, it must be humbly admitted, does not consist in creating out of void, but out of chaos;
the materials must, in the first place, beafforded” (226). This resonateEnaitkenstein’s
begetting of the Creature as animating not an individual but a collection of basiyiaput
coherent organizing principles.

If Shelley, with her materialist view of creation, calls the novel her “hidpoageny,”
the text is a living organism emerging independently from the author’s cossmntrol, like
the Creature at large. The textual fragmentation and contradicti@oithal manifestation of the
material conditions of the industrial era. Mark Hansen €alfiekensteirfa machinic text—a
text constructed from materials (most centrally language, but also afigteoncrete social
institutions like the law, the family, and indeed technology itself)” (“Nbu3,” 578).

Indicating the plot's dependence upon chance and “strange coincidences,” Haimsamsriaat

® In response to the view Bfankensteiras a weaker twin of male poets’ high Romanticistary Poovey has
shown Shelley’'s accommodation of Romantic self+dissebalanced with a strategic gesture of femirsak-
effacing. Barbara Johnson’s reading suggestsltkeaeixt is an allegory of the feminine predicamenepresent the
self as nothing but a monster, as “the very notiba self...has always...been modeled on the man” @Me
Mellor's biography examines both the novel andahthor’s life focusing on issues of scientific ade@ament, the
division of gender roles, and male fear of uncamdifemininity.
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Frankensteircan be read as a testimony to realities of the industrial society, the wptdeof
machinery uncontrollable by either scientific knowledge or poetic cred&mth the Creature
and the text are less an allegory of self-referential literary iraethian an d-signifying
performanceof a technological machine” (603). Shelley’s vision is in sharp contrast to the idea
of high Romanticism that poetry would negate technology’s monstrous impact. Thehusvel t
brings into question the ideological reinvigoration whereby technology’s effedtmaterial
forces can be overcome by the power of literature.

While the contingency and contradiction of the textual logic reflects the kadtori
condition of the Industrial Revolutiofrankensteiralso criticizes the idealist figuration of
humanity in high Romanticism. The novel critiques asexual male birth, the fatikns at
proper parenting, and the imperialist enterprise and scientific advanceitieatndustrial age,
all of which cause Frankenstein’s Promethean fall. The Creature’s binthrdtefRstein’s lab—
the “workshop of filthy creation”—marks the historical juncture of post-Endigitent and post-
Revolution hope and despair. Frankenstein’s totalizing dream of the “Universal shapedte
the masculine figure of humanity, in Cynthia Pon’s words (38), only materiatizee creator’'s
replica; his technoscientific enterprise fails to govern “nature.tri@ other hand, as Pon claims,
the abortion of the female creature is Shelley’s paradoxical gestueatiborof negative
feminist figures of humanity which “resist representation, resistlliigaation, and still erupt
in powerful new tropes, new figures of, and new turns of historical possibility,” asnneD
Haraway’s definition (quoted in Pon, 42%3Jhe dismembered female creature is reincarnated as

the novel instead. Shelley’s Penelopean poetics of weaving and unweavingustdaes

® The novel’'s description of the abortion sceneodlswss: “I thought with a sensation of madness onpromise of
creating another like to him, and, trembling witspion, tore to pieces the thing on which | wasagad” (164).
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Frankenstein’s egotistical quest for knowledge as told in Walton’s monaldeiters to his
silent sister.

The partial reincarnation of the female monstdPatchwork Girlcan thus be considered
Jackson’s appropriation of Shelley’s negative feminist figure resisgpgsentation. Stillborn in
Frankensteinthe female monster is always in the state of becomifRgichwork Gir| not only
as a figure but also as the textual condition. Jackson adopts Shelley’s theextgabf
machinery and feminist figures to criticize patriarchal idealismnat@yard” and “Body of
Text"—the sections contemplating the processes of biological and acbstigosition—display
the shifting boundaries of the body, both physical and textual, to imagine the pérferma
subjectivity which Hayles calls “subjectivity-as-assemblage.” fEn@ale monster’s organs and
limbs (each as a lexia) are linked to one another as the reading progresSkedifecan only
be per-formed by the virtual linking of autonomous body parts into the unrepresentabl®fvhole
the “body,” just as the meaning of the text is produced by connecting lexias iftootke’

Thus, a full-figure body and textual unityatchwork Girlexist merely as an idea whose
complete representation cannot be achieved. Her physical frameaigsaiwthe process of being
assembled as the textual body, illustrating the body as becoming. Thesrealllag act of

clicking on and linking of hypertextual units creates the female monstdyacsivity and the
text's meaning, both of which are always in the process of being made and unmaaeethiod

of reversible, divergent signification in hypertext literalizes a reaplingess implicit in
understanding of Shelleyfsrankensteirand other printed novels. Jackson’s use of hypertext, a
technology actualizing the kind of knowledge independent of linear temporal loglitates

her conceptualization of fluid bodies assembled and reassembled out of matter. Bgingderl
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the value of the labor of weaving, conventionally associated with women, it alsozes the
creative processes of signification and subject formation.

Patchwork Girls story depends on readers’ active plotting; it also builds upon the
contingency originating from the collaboration between human author(s), stitingwoftware,
and the computer. The text is a material wherein meaning is generatedttirelgilding
blocks of words and linking textual units of lexi@atchwork Girlis an allegory of performative
signification in which meaning can be made and unmade when the reader follovesemtiff
path by choosing an alternative link at a forking point. Yet instead of a passivetoltjec
arranged by readers, the hypertext fiction is an autogenetic text corarexistence by
organizing itself. Christopher Keep claims that “[The text has] a robustyatteat persistently
draws attention to itself,...[and] compels [the reader’s] awareness oktlesta productive
force in its own right, calling itself into being...” (paragraph 4). TherefoegingPatchwork
Girl involves more than interpretation through choosing and arranging narrative ;abjed@s
somatic effort of gathering body parts, digging up the (un)dead and resurrectimgrineate.
Keep concludes that the formative grounds of subjectivity and signification sugggsiackbon
are corporeal and technologicBhatchwork Girlis gothic, not in terms of genre but as “a
recurring moment within the history of modernity” haunting both eighteenth-gemtiionalism
and the contemporary posthuman dream of transcendence (paragraph 12).

Jackson’s rendering of the text as material, a living thing, is more\cldastrated by
the dual resurrection and insurrection of the body, both as a text and figure. Tleerfemster
says in “graveyard”: “I am buried here. You can resurrect me, but only pieceéhyaal want to
see the whole, you will have to sew me together yourself.” There is that\we fior bodies to

not only “resurrect” but also “in-surrect” as disparate limbs and fragnn@mégiCarazo and
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Jimenez 122), indicating not merely a simple regression but life/narrabpersess and
potentiality. “Diaspora” describes the spectacular disintegratiwh daticipated regeneration) of
the female monster’s limbs and body parts: “...limbs ejected like sprungsdsdearing only
a raw beginning, the place to start a story from, and the thing ending no longen¢hthise at
all in the ending, so not ending, not beginning either...” This passage suggests taatehe s
principle of simultaneous dismemberment and assemblage applies to the mechanism of
hypertext. The textual condition of hypertext’s insurrection is return to thmakifragmentary
state, working both with and against readers’ effort to gather the limlas/lemd shape them
into the body/story; it counteracts the constructive desire of a coherenivearfaerefore, the
“story” section where the female monster finds herself breaking integpisthe ambiguous
“ending” to her journey, as not only does the ending circle back to the beginning, it pligs im
the endless feedback and digital recombination resulting in monstrous bodies and amorphous
texts.

The dynamics of resurrection and insurrection of body parts as well as the
in(ter)dependence among textual fragments (lexias) connects to theekiymdrinode of
narrative consumption and serial repetition. In “graveyard,” each organ andluadilvmb
presented by a discrete lexia provides a biography of every organ/donor: S gybhall,
Margaret’s lips, Susannah’s tongue, Flora’s ears, Geneva'’s nose, Judith's, @bkmfotte’s
nipple, Aspasia’s breast, Helen’s veins, Roderick’s liver, Bella's stom&dmadsina’s lung,
Mistress Anne’s guts, Tristessa’s arm, Jennifer’'s leg, and BronwgwoitsEach tells us a story
of a lived experience whose (body) parts are used to create the femalerrdonstdividual
organ/lexia is part of the larger whole, and yet independent from the others andgfudami

itself. A single organ/lexia is simultaneously autonomous and connectible to oitiengtw
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subordinating to the whole, defying the organizing principle of part-to-whole uretycey
Patchwork Gir| a prosthetic text in content and form, deconstructs the opposition between
dependence and autonomy. If each lexia is seen as a self-contained episodalinealse
narrative Patchwork Girlis not only a spin-off fronkrankensteirbut also a serial, further
complicating its narrative genealogy. As a spin-offtankensteinit feeds upon the original
novel for story, character, theme, and image; as a serial subsistinglbgédhl-contained
lexias/episodes can either be consumed independently or combined with other lexiesitiate
a larger narrative. This prosthetic structure expresses the biologieasedfcthe body. The
textual condition manifests life’s overflowing energy through the links ‘@Hatv the reader to
traverse the text from point to point” (Keep, paragraph 11), the transmedial onigratn novel
to electronic narrative, and the internal movement of serial consumption.

Thus, going against the Aristotle’s rule of plot, Jackson holds that the storgtetlieris
not creating a seamless account of beginning, middle and end, but assembly & aisarents
of history. Jackson’s textual materialism leads to her celebratoegtiefh on her “myopic”
authorship of electronic space in contrast to the traditional authorship of litevantion:
Assembling these patched words in an electronic space, | feel half-blihthegntire
text is within reach, but because of some myopic condition | am only familiafrerh
dreams, | can see only that part most immediately before me, and have no sense of how
that part relates to the rest. When | open a book | know where | am, which is Msgtful
reading is spatial and even volumetric. | tell myself, | am a third of tlyedean through
a rectangular solid, | am a quarter of the way down the page, | am here on theepage, h
on this line, here, here, here. But where am | now? | am in a here and a present moment

that has no history and no expectations for the future. (“this writing”)



93
In lieu of a poet’s insight achieved through Oedipal struggle with an artistiel, Jackson’s
“half-blindness” and her dependence upon machinic contingency make the tex™sjpeti
“volumetric” in denial of textual totalityPatchwork Girls title page attributes the text to
“Mary/Shelley & Herself;” Shelley is not just Jackson’s source but theutioor. As the writer
composes hypertext with myopic authorship, its reading demands the “modulargmnerfrary”
gaze (Carazo and Jimenez 116) in place of the totalizing male gaze. “A cgadegship”
likewise requires the reader’s prosthetic relationship with the text.

Therefore, as Carazo and Jimenez argu&gaihkensteinllustrates “the exacerbated
Romantic expression of the [solipsistic and Promethean] self” and its f&tktdywork Girl
comes out of a postmodernist thought “where identity is defined...in terms of theefragm
the composite, and the hybrid” (122) Fifankensteirreflects upon the radical exteriority of
technology’s inhumanness in the industrial era in hoRatchwork Girlmirrors a willingness to
accept ongoing technological change with humor. Jackson’s postmodern agenda is not to
humanize technology’s effects or attempt to synthesize matter and mind, btdrtaie the
possibility of human-machine co-evolution building of a “cognisphere”™—"“a co-ewpland
densely interconnected complex system” of “dynamic cognitive flowsdsgtwuman, animal
and machine (Hayles, “Unfinished Work,” 165). This move signals another shift in fabus w
postmodernism and posthumanism: from figure to sphere, from the Harawayan cyborg to the

system and environment.

From Lyrical to Epistolary to Novelistic: Remediation in Frankenstein
The previous section discussed textual materialism and feminist figuratones that

FrankensteimmndPatchwork Girlshare despite the different historical periods in which these
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works were produced. Another common element is each author’s impulse toward migration i
terms of genre formation. Critics have argued Erankensteifs fragmented form and Shelley’s
decision to become a novelist are due to her paradoxical social position as a womathand
Considering~rankensteirautobiography, Barbara Johnson maintains that the novel betrays
Shelley’s “unresolvable contradictions inherent in being female” who writ@si@biography,
the genre of man’s education from St. Augustine to Freud (9-10). The outcome is a “hideous
progeny,” the Creature as well as the novel itself. The Creature is adigau®biographical
self-reproduction in both creation and writing representing “feminine aboti@n from the
point of view of its repressidh

In contrast to Shelley’s agony, JacksoRatchwork Girlopenly celebrates the
monstrosity of femininity through the figure of female monster still emingdgberrant writing.
Jackson’s willful choice of the hypertext medium serves precisely this pugba®agining the
feminine figure throughiécriture féminine which hypertext's fragmentation and accretive
writing flesh out. Thus, each author’'s engagement with the respective lii@margf her choice
is critical in determining the gender politics and feminine epistemologessed by their
works. In addition, each of their works reveals traces of other genres and dismode® lyric
poetry and epistle fdfrankensteirand novel and nonfiction fétatchwork Girl What results
from both authors’ appropriation of diverse genres and writing formats is avschydridity
and heterogeneous voices. The cacophony and discursive heterogeneity inherent in the novel
becomes intensified in hypertext remediating the novel.

Although the relation ofFrankensteifs lyricism to Romantic poetry is recognized, the
genre question is often ignored. The influence of Romantic poeffyamkensteins

undeniable; in addition to Shelley’s literary background and her incorporation ofdgefsrand
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P. B. Shelley’s poem in her writing, the novel's theme and structure connect tofRopoetry.
As in Romantic lyric, philosophical self-probing through psychological/geogrdpxcarsions
to the edge of reason/civilization is delivered by a lyrical voice of “I.” Tits¢-person
protagonist relates his journeys in the liminal space of the earth and the untegidarof the
mind, resulting in uncanny encounters with the alienated self, the monstrouson, r&ad the
inhuman of the human. Critics such as Ralph Freedman, Eugene Goodheart, and Bert Bendner
define the “lyrical novel” as showing man's internalization of the world (ffn@@), assertion of
individual personality and feelings (Goodheart), and exhibition of the chaspetaker/author’s
surrender to the higher order of Nature/God (Bendnatthough none of these scholars
mentionFrankensteinthe novel qualifies as lyrical according to their criteria.

What interests me in regardEoankensteiis lyricism is not the genre determination per
se but the motive for Shelley’s formal migration from poetry to epistle to novehandsulting
transgeneric palimpsesirankensteiris a novel affecting the forms of other genres and
simulating their discursive modes. While the power dynamics between speakistearat In
the characters’ dialogues illustrates Shelley’s remediation of tisallyoice from Romantic
poetry, the novel’s epistolary frame and dialogic form neutralize thengielef Romantic
egotism represented by Frankenstein’s Promethean enterprise and falltwidri oé voices,
including the voice of the other (the Creature), transforms lyrical solipaisnthe communal

and social cacophony, characteristic of Mikhail Bakhtin’s novelistic dialogism.

" Eugene Goodheart characterizes the lyrical navédiefiant affirmation of the individual personglin a
threatening social world,” with Thomas Hardy’s exden(217). Selectinyloby Dickas his example, Bert Bendner
points out that the organization of the lyrical abgierives from the “psychological attitude” of tlyeic poet: a turn-
away from the audience and voluntary surrenderdd. Ralph Freedman'’s notion of lyrical narrativéimes it as

“a mood, a type of literary sensibility, a way @jaoaching knowledge.” In lyrical narrative, “[t]lveorld is

reduced to &yrical point of view the equivalent of the poet’s ‘I': the lyrical £¢(8).
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Consisting of such dialogudstankensteinis a novel about telling. A series of dialogues

amongst the characters shape the novel: those between Frankenstein and Ruabert Wal
Frankenstein and the Creature; Walton and his sister Margaret Saville thetiagd) And
perhaps between author and reader through the author’s famous 1831 introduction. The nature of
utterance and the relationship between speaker and listener in each didloguati the
dynamics and interaction among characters. Although the novel employs asetionat form,
there is a clear hierarchy between listener and speaker. With one speakkeribtein to
Walton, the Creature to Frankenstein, Walton to Margaret) dominating each ediovensth
the other, he demands not so much response as one-sided reception. These conversations pres
not verbal intercourse but imperative moral action, such as Frankenstegpsaaoe of the
Creature’s request for a companion and Walton’s withdrawal from the seffictest
expedition. Each dialogue is monological, demanding a certain action, saveltmn’saal
encounter with the Creature. In the pivotal confrontation between FrankemstehreeCreature
at Montanvert, the Creature “demand[s]” that his creator to “hear [his) 8 it frantically
places its hands before Frankenstein’s eyes, taking away the listengsgééasight.
Frankenstein’s tale, fixating Walton, diverts the latter from an inhuman pofduibwledge.
The conversation between Frankenstein and Walton, whose relationship is comparabla to tha
the mariner and the wedding guest in Coleridge’s “The Ancient Maripeyides a model of
knowledge transmission dependent upon a hierarchy. Finally, the novel's outer gpistohay,
consisting of Walton’s letters to his sister Margaret, resembles theuséref a verse letter from
“conversation poems,” such as Coleridge’s “The Eolian Harp” and Wordswortim it

Abbey.” The male speaker addresses an absent, often female, listener wposseaés logically
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excluded as her silence is the guarantee evoking his poetic utt®idacgaret’s voice is never
heard inFrankenstein

In this sense, Shelley’'s adoption of the epistolary forframkensteins crucial for her
reworking of the poetic utterance and monological conversation into novelistgidral As in
lyrical poems, the epistle is premised on the speaker’s physical isolatiowh&eas lyric
poetry, Romantic lyric poetry in particular, privileges the internal faamsation within the
speaker’s mind instigated by the outer scene, the epistle assumes a sensawfity and
human connections. William Dowling points to the rejuvenation of epistolary form in the
eighteenth century as a solution to the post-Enlightenment solipsism and the question of
audience. Likewise, scrutinizing Samuel Richardson’s epistolary @agssa G. Gabrielle
Starr links the verse and the novel of the eighteenth-century Britain througshtued
connections to the epistle: “the epistolary writer is isolated as a fealjgcs imprisoned at the
very least by the force and uniqueness of emotion, and attempts to use the dettel &s build
a true consensus and community” (11). The isolation that summons speech and the need for
communication apply equally to the speaker in a verse epistle and the netneatoter of an

epistolary novel, exemplified by Walton KrankensteinWhile agreeing with Starr’s argument

8 M. H. Abrams describes the “Greater Romantic Lynichich include Coleridge’s conversation poems and
Wordsworth’s “Tintern Abbey,” as follows: “They @ent a determinate speaker in a particularizedpandlly a
localized, outdoor setting, whom we overhear asanges on, in a fluent vernacular which riseslgasia more
formal speech, a sustained colloquy, sometimes hiitiself or with the outer scene, but more freglyanith a
silent human auditor, present or absent. The spdmgins with a description of the landscape; aeetsor change
of aspect in the landscape evokes a varied bugraterocess of memory, thought, anticipation, ading which
remains closely intervolved with the outer scenghk course of this meditation the lyric speakdieves an
insight, faces up to a tragic loss, comes to a ha@eision, or resolves an emotional problem. Oftenpoem
rounds upon itself to end where it began, at therascene, but with an altered mood and deepergetstanding
which is the result of the intervening meditatigh27-8). Sara Guyer studies Shelley’s parody of $tiiucture of
Romantic lyric, exemplified by Frankenstein’s “apoghic solicitations” of spirits, mockingly fulfiéd by the
monster’s appearance. Walton’s final encounteh wie Creature—in which, reminded of his “dutids"“called
on [the monster] to stay” (216)—is in contrast tarkenstein. Guyer maintains that Walton’s utteediassumes
the monster’s face and is a response to the véiteecmon-human, a response that does not humhimigebut
allows for the words of this human less-than-anitnaound” (110).



98
of the generic contamination among ballad, epistle, lyric and novel, | suggedte¢hay’S use
of the epistolary form achieves more than mere simulation of lyrical gfféctemploying the
epistolary frame for writing a novel, Shelley foregrounds the multivocalitgrient in the genre,
ultimately distinguishing her from the poetic tradition of the Romantic era.

Shelley’s appropriation of the letter form also sheds fresh light on her 188dudation
addressing the reader. The introduction includes the envoi “I bid my hideous progenygo fort
and prosper” (229). Borrowed from ballads, the envoi is “an appendage to a former production”
accounting “the origin of the story” (222), also implying that the novel is the atjfirto
readers. If the novel’s frame of dialogues and letters provides the moral simehs
storytelling, a la Coleridge’s “The Ancient Mariner,” Shelley’s intrditutis yet another level
voicing what is excluded from the novel: woman’s response. Claiming her authorshyp, Mar
Wollstonecraft Shelley (M. W. S.) addresses her audience on behalf of BtaNmton Saville
(M. W. S.), the silent recipient of Walton’s letters. While this narrative deamgbraces the
violent content of an egotistical male quest for knowledge, it also gives voicedihéne

Shelley’s migration from the lyrical to the epistolary to the novelistic nmad@nly
achieves Bakhtinian heteroglossia emancipating women from compulsoigedilet also
envisions an open-ended, accretive narrative form prefiguring hypettgxtunathis light, Mary
Favret describeBrankensteira hypertextual, “interactive combination of tales” (180). While
Walton’s fractured letter deviates from the convention whereby letiéngvproduces a sense of
community, it nonetheless assumes the “epistolary movement” via genrecshifetter to
journal to confessional autobiography. The outcome of this generic transtornisatine
intersection of disparate discourses and dissonance among competing voiesyiag,

“This novel works to show the limits of that individuality and to replace the individual voice
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with a network of voices”; this mirrors Frankenstein’s monster, whose lifeeéalscthe
dimensions of any one individual” (178). Therefore, the novel weaves the vocal netwak whil
also visualizing an open narrative whose form is prosthetically extendedHeoCreature’s tale
to Frankenstein’s confession to Walton’s letter to Shelley’s autobiograjticaduction. The
introduction, “an appendage” to her novel, suggests composition by assembling vedsabpiec
information, prefiguring the way the Creature is stitched. The web of voicab@ndtwork of
narrative apparatuses, therefore, project a sense of collectivity asimsteveaving.

The multimediation employing telescoping structure ambiguously dilutes and
reverberates the content of violence and violation in the Creature’s talen&dihal letter is
open-ended, interrupted by the monster whose haunting presence lingers “in darfness a
distance” (221). Such institutionalizing of heterogeneous voices and hybrid tscucgles is
essential to Shelley’s intervention with the Romantic tradition, redirebBngoetic energy to
the newer literary form of novel. Her crossings of the formal boundaries wf pegistle and
novel provide her authorial voice and produce an original novel despite the social mores
restricting her from public pursuit of poetry. Her confinement thus ultimallelyed her

breakthrough in carving a space for her brand of Romanticism.

Recycling and Archival Narrative
In writing Patchwork Gir|] Shelley Jackson owes Mary Shelley the tale of a monster.

More importantly, Jackson inherits Shelley’s creative impulse to move from oretgenr

® See also Tony Jackson for discussion of the corigation technology of writing iffrankensteinNeither
oralistic nor novelisticFrankensteiris a hideous “postnovel folktale” because it shémenstrous effects of
writing in human life” (65). Shelley’s attempt tdapt the supernatural tale associated with epiciamcha to the
scientific, alphabetic form of the novel begets ‘thideous progeny.” The Creature is an instant nteation of
writing, an unnatural invention in the sense thatshborn to literacy; therefore, he “has no cdreamliterate sense
to return to” (74).
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anotherPatchwork Girls transmediation dFrankensteinas well as of other fiction and
nonfiction, intensifies the novelistic heteroglossia present in the origmefséctions of
disparate discourses heighten the incorporation of languages from diverse sodnasiicl
strata, characteristic of Bakhtin’s dialogism; these are intensifi¢kebadoption of various
literary genres, including fiction and nonfiction. While reinforcing hetiasgia,Patchwork
Girl’s interactive storytelling and its hypertextual collage of novel, childreook, journal
entry, and theoretical treatise insinuate possible forms of narrative loginethe novel it
recycles. Examining these possibilities, in this section | examiney@ailt,” presumably the
conclusion ofPatchwork Girl “Crazy Quilt” refers to its own electronic media logic—the
combination and feedback through cut, paste, and copy. While the recycling logiorcputst
eighteenth-century idea of originality, it also reveals the trauma oé¢endelf-reproduction and
perpetualization of an ending without an actual end.

Linking life creation and literary compositioRatchwork Girlilluminates life’s openness
and narrative’s retellability? Digital media’s combinational morphology formulates the
anatomical and literary organism produced from foreign connections and asssciatkewise,
Jackson’s medium of hypertext embodies the theme of the collective life opergingneith
other bodiesTextual plurality resulting from divergent reading paths and recombinable meaning
blocks, facilitated by lexias and links, offers us new possibilities in stbngelvhile an
incompleteness of narrative defying the Aristotelian plot and mimetic pdeigbecome a

productive area for hypertext criticism as it presents problems for convémtiratology™*

10 3o Alyson Parker focuses on the chronological tai®y of electronic narrative with non-linear plo
development, which challenges the unisequentiapteat logic of printed books. She illustrates hyprt's
reshaping of the triad of linearity, temporalitpdanarrativity based upon concepts such as PaokiRis “human
time” and Gérard Genette's “reading time” (42).

™ In lieu of a simple opposition of print and diditaedia, Marie Laure Ryan and Espen Aarseth rewaslernist
narratological paradigms to create a genealogyetsavg printed fiction and electronic narrativetwiiteir
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Espen Aarseth describes a hypertextual reading experience incduskmge of ending by using
the concepts of “aporia” and “epiphany.” In cybertext—narrative in which “ivoalteffort is
required to allow the reader to traverse the text” (1)—aporia is literaliypasse rather than
semantic ambiguity as in printed narrative, whereas epiphany is a textualicoms rather than
an accident (913? Jane Yellowlees Douglas claims that, with the absence of a physitiagje
(the last page) in a maze-like hypertext, the reader’s psychologiséhstan and feeling of
exhaustion constitutes closure. A sense of ending is perceived by “a [sd)jextblution of the
tensions” which “accounts for the greatest number of ambiguities in the wi(@%9-70).
Another possibility is that the reader reaches the end of a particular irdéyagretheme
constructed from among the many narrative models offered by the hypertext

Patchwork Girlforsakes the labyrinthine structure and endless reading loop explicit in

other Storyspace hypertext fictions suctA#ternoonandVictory Garden Mary Laure Ryan
believes that the reader reaches the conclusion and avoids “hidden tricks in the trakeuy's
such as guard fields. As a result, it “looks toward a narrative structuneilhfédurish under a
new generation of computers systems and authoring programs: the structuogeharchive”
(Avatars of Storyl47). Nonetheless, the structurally-embedded loop in “Crazy Quilt,” the
supposed conclusion &atchwork Gir| exhibits an interesting absence of the narrative dynamic

of tension and release. The traumatic looping and the virtual “link-out” provide a unique

respective concept of the “ergodic” text (Aarseth)l narrative as “virtual reality” (Ryan). Ryan ides narrative as
virtual reality wherein a union of immersion andeiractivity, sometimes at the expense of the otnekes possible
for readers to create a palpable three-dimensapwde through the act of readimgccording to Aarseth, cybertexts
add an additional level ergodics (the reader'sadms)ito the existing narrative structure of desicnipand narration.
21n Aarseth’s view, the guard-fields function oétBtoryspace software—which restricts readers’sxtea
specific portion of the text until they satisfy antlatory trip to another section intended—is cilfoiathe
experience of aporia and epiphany. For instancéoyee’sAfternoon after experiencing the aporia, being
“caught...[in] circular paths and [their] own impotettoices,” readers finally reach the node calletitev
afternoon,” which intimates the protagonist’s cuiitity for the fatal car crash involving his ex-witind son. This
breakthrough is only possible by an obligatory étawe the textual portion describing a psychothgrsgssion
triggered by the node “I call.” It implies that theerapeutic dialogue releases the protagonist frisnguilty
consciousness and the readers from their blockamearpretation.
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experience of “end” vis-a-vis Aarseth’s aporia/epiphany dialectid»ouglas’s hypertextual
closure. “Crazy Quilt,” in which twin lexias mirror each other, twists aesehgnding by adding
another open layer. While Ryan emphasizes the “goal-oriented navigation” #sc thature
of archival narratives such Batchwork Gir] | want to explore the trauma of the archive,
characterized by perpetuation of the ending and cross-dimensional openness.

The section’s title, “Crazy Quilt,” originates from L. Frank Baufachwork Girl of
OZ In Baum'’s story, Crazy Quilt is the nickname of the Patchwork Girl, theiiéepsippet
stitched together and animated by the magic powder of life. Jackson includesfiqui®©Z,
Frankensteinand the theoretical writings of Bolter, Cixous, Lyotard, and Deleuze anta@uat
in the twenty nine pairs of twin lexias comprising the chapter; each paiireotita same
content with different typographical presentation. The quotes in the firstfteriahe
subsection “Scrap Bag” are cited and presented with discrete typograbdhyitddic, or
underlined type); the quotes in the second lexia are seamlessly integhegdadlldwing
examples are two lexias, both titled “composition”:

Lacking sense and loving funit is with considerable difficulty that | remember the

original era of my being; all the events of that period appear confused and indistinct

Biological parcels moved across up and down as if they were endless lists without

copulas We will passical the classicalYou organize the writing spaces by grouping

them together on the screen, and by placing writing spaces inside other apadoes.

thing so presupposes another that whichever way you turn your patchwork, the figures
still seem ill-arranged. Who put noodles in the soup?A strange multiplicity of
sensations seized me; | saw, felt, heard, and smelt at the same time; andnitieed, a

long time before | learned to distinguish the operations between my varioas.sens
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This lexia also includes the bibliographical information of its sources: Maglley’'s
Frankensteinpresented in normal type), Barbara Staffoibgly Criticism(italic), Frank
Baum’sThe Patchwork Girl of OZbold), Jay Bolter and other&etting Started with Storyspace
(underlined), and Harriet Beecher Stow&tle Minister's Wooingbold italic).

Then, a simple click on the screen or follow-up of the embedded link transports the
reader to its twin lexia, a seamless version with no source indications butdilidetts the
bottom.

Lacking sense and loving fun, it is with considerable difficulty that | remethkee

original era of my being; all the events of that period appear confused and indistinct

Biological parcels moved across up and down as if they were endless lists without

copulas. We will passical the classical. You organize the writing spacesuping

them together on the screen, and by placing writing spaces inside other spaces, and one

thing so presupposes another that whichever way you turn your patchworkuthks fig

still seem ill-arranged. Who put noodles in the soup? A strange multiplicitysdtsens
seized me; | saw, felt, heard, and smelt at the same time; and it was, indegdiad
before | learned to distinguish the operations between my various senses.
These twin lexias in “Crazy Quilt” show the recycling logic—cut, copy, [@e&te—operating in
electronic narrative. The cuts and scars in electronic flesh are expadedrsl naked—"bare,”
to borrow from Deleuze—in the first lexia, while they are woven smoothly—Ketis—in the
second. Whereas the former is the exact copy of the original, the latter essiggedf by altering

typographies. The original texts of Shelley, Baum, and the above-noted theoysts)gover
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space, period, and genre, are patched into the network of meaning wherein rebdem’ |
making intertextual connections between eclectic sources geniatatpsetation.

Recycling as the compositional rule of electronic narrative is indicaged/kére in
Patchwork Girl In “basket,” Jackson writes, “Indeed, there were remains—unused lengths of
venous plumbing, fatty trimmings, deleted passages, a page that blew off a tablgarden
where a rock imperfectly anchored an untidy slew of manuscript pages whjiehstiey]
wandered in a reverie,...” The passage refers to the basket containing thenfiemstier’s
remains thrown into the ocean by Frankenstein in Shelley’s novel. The femad¢éemis created
out of chaotic remnants and “useless” patches from a recycle bin. “Crdtyifai
manifestation of this recreation of Patchwork Girl, both the monster and the textaoubpén
archive—the effect of postmodern pastiche. The work basket, a group of deletedgasgage
lost pages put together in writing spaces, visualizes the cacophony of thedsti#xts voicing
non-hierarchical multiplicities. It defies traditional notions of authorsbspiring with
eighteenth-century concepts of property ownership, cementing the fiiibredhips among
authors. Accordingly, Hayles maintains tRatchwork Girlchallenges the concept of literary
property by exhibiting “unceremonious appropriation.”

More importantly, the link between the seamed lexia (first) and its seawdeson
(second) brings the disparate temporalities of the original source and prgioon into the
zone of contact, through topological proximity across space and time. The dwtatthe
bottom of the second lexia hints at this Mobiusian structure—not of opposition but of
inversion—between raw material and finished work. Earlier, the femaletenatescribes the

dotted line as “[indicating] a difference without cleaving apart for good wh&ttinguishes.”
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It is a permeable membrane: some substance necessary to both can pass fdan one s
to another.

It is a potential line, an indication of the way out of two dimensions (fold along dotted
line): In three dimensions what is separate can be brought together wigpoog iapart
what is already joined, the two sides of a page flow moebiusly into one anothpes. Pa
become tunnels or towers, hats or airplanes, cranes, frogs, balloons, or nested boxes.
Because it is a potential line, it folds/unfolds the imagination in one move. It $sigges
action (fold here), a chance at change, yet it acknowledges the viesgedsih to do
nothing but imagine.

It is paradoxical: more innocent than the solid line (above which rises, on g sewin
pattern, half a pair of scissors, oddly askew)...

A dotted line demonstrates: even what is discontinuous and in pieces can blaze a
trail.” (“dotted line”)

A dotted line is a trace of Mdbiusian (dis)connection transforming a two-dimenp@agalinto a
three-dimensional virtual space, the figurative to the real. The two sidgsagfe (Iexia) seem
distinguishable, but they are one and continuous, able to cross over from each otherby a sim
click on the screen. The relations of the flat to the palpable, the possible to jlherneal
conceptual double. The reader’s clicking action triggers an imaginary foldthg pkge along

the dotted line; a two-dimensional page envelops a three-dimensional virtualrspateaen.

Ryan similarly notes the archival structurePaitchwork Girl “...one conjectures a shift from

the one-dimensional computer memory of ones and zeros to the two-dimensional map to the

three-dimensional space when the page is folded by the dottedHiarce, the dotted line in
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the seamless lexia in “Crazy Quilt” illustrates the cross-over legtwee original and its copy,
raw matter and artistry, and the virtual and the actual.

Thus, unlike the tree structure of other sections, “Crazy Quilt” resembleseaaniop.
The cognitive map generated by the Storyspace software displayshtiecure of the enclosed
sphere of “Crazy Quilt.” The lexias tend to connect to the other lexias ofyQnaiit” rather
than moving beyond the part boundaries, as the system-generated cognitive map shows. The
seamless lexia of each pair links only to its twin, forming an endless. @ahsequently, escape
from the claustrophobic loop and a break from interpretative impasse are achievable only
through the invisible link embedded in the text as a trace—the dotted line. This inteesd a
suggests cross-dimensional contact and continuity. Exit is possible notibyg egzart but by
folding along the dotted line. Aarseth’s tropes of aporia and epiphany, a sensesgnment
by circular paths and the ensuing “link out,” are evident, yet in place of coowahtarrative
tension and release we observe serial folding and unfolding simulated by theidettétie
virtual link-out of “Crazy Quilt” is thus comparable to Michael Joyce’s tirsas,” which
include a loop and “renewal’— “an escape inward and outward simultaneously” (135). Renewa
exemplifies “narrative origami,” as “linking itself—re-readingdalf—has discovered and opened
a new story dimension.”

Regarding the hypertextual sense of closBegchwork Girlprovides an alternative to
Douglas’s models, through both the traumatic looping and the implication of dimensional
crossings and the virtual spaces within. There is neither complete setrsfaeven
subjective—nor a feeling of exhaustion, but rather serialized consumption of namaitvede
by folds and unfolds. Instead of Aristotelian tension and discharge, the virtual openness

imagined by the dotted line points to the serial movement of intertextual, traaseledironic
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narrative; the folds and unfolds intimated by the dotted line suggest an openingeat theet

body, and life.

Mediated Orality and Gendered Textuality

With the advent of electronic media, Walter Ong predicted “the secondéity”osdich
follows the hegemonic culture of literacy dating back to the development of tlema@ceek
alphabet. Haunting oral-based rhetoric has resurfaced in electronic discarsarabiguous
return to oral culture. While permanently dependent on typographical compositiomegant
print press—its group-mindedness and spontaneity are self-consciously graatice
analytically reflected"® Feminist enthusiasm about electronic media can be understood in this
context of the return of orality as promotion of the maternal voice represseroitee by the
monopoly of writing. In addition to the sensorial shift from vision to sound, there are other
similarities between oral and electronic narratives. Both are “kal@gdmscstorytelling systems
in which a group of textual fragments are combined to generate new meatrigreathey are
put together. Janet Murray states, “what the computer would provide would be a onessnsg
formulaic patterning, in much the same way the oral bards did, as a systesadorbling
multiform plots” (212).

Patchwork Girlshowcases the electronic simulation of the oral conventions such as
recursive patterns, narrative redundancy, collective authorship, and interaciveerbet
speaker/writer and listener/reader. These characteristics stapgasition to the analytic

individual reflection, unisequential layout, and tight closure that printed books accoramodat

13 Ong asserts that electronic technologies do n&emanted books obsolescent but rather prolifetiaéen: “The
sequential processing and spatializing of the winitlated by writing and raised to a new ordeiraénsity by
print, is further intensified by the computer, whiimaximizes commitment of the word to space an@Hectronic)
local motion and optimizes analytic sequentialijynbaking it virtually instantaneous” (133).
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Against the Aristotelian convention of narrative tension and release, narratiegisal openness
promotes inexhaustible possibilities in storytelling; there is no limit toptiens for narratives
composed by combining words and meaning blocks. In addition, the idea of “stitching” khks or
discourse to the women'’s labor of weavifing writes, “Text,” from a root meaning ‘to weave’,
is...more compatible etymologically with oral utterance than is ‘liteeatu Oral discourse has
commonly been thought of even in oral milieus as weaving or stitchingpssidein, to
‘rhapsodize’, basically means in Greek ‘stitch songs together” (13edfrenic narrative
revives orality along with the group-mindedness and spontaneity, it faslitaé embodiment of
the feminine voice and presentation of women'’s lives through secondary oralitg;ahis
departure from the passive, voice-giving Mother theorized by Friedridlerit

Similarly, Jackson’s use of mediated orality by simulating conversatiomatfand
breaking down the pronoun barriers of “I,” “you,” and “we” serves the purpose ofogiect
narrative’s emphasis on community and spontanaychwork Girlbegins with the author's
(“Mary/Shelley & Herself") imperative statement: “| am buriedéherou can resurrect me, but
only piecemeal. If you want to see the whole, you will have to sew me togetirself”
(“graveyard”). The author summons readers to perform the collaborative fajmthering body
parts and building stories in direct address. Jackson uses the first-person plural pronoun to

formally bind readers into the text. In “bodies too,” she writes: “We are aldyiannexed to

14 Kittler holds that for German Romantics, the Mathé&louth assumes the position of the oral soufce o
discursive production and medium through which reaand spirits are unified in poetry. The “statstitaited
mother” came into being with universal alphabet@atind mandatory education circa 1800s¢ourse 27). The
monopoly of writing, “grammatology,” was then regda by the monopoly of fiber optics; subsequentig,same
process replaced memories and dreams with techinalagproduction of the dead and ghosts. Thus, th
simultaneous media development of typewriter (teirsigns, the symbolic), film (optic illusion,ghmaginary),
and phonograph (meaningless babble, the Real) nddyoman-scale storage and transmission around $Bg{&ls
the demise of the visible, audible world createxfwords (“Gramophone,” 114). Finally, with compstethe
storage function of writing is superseded by digition: “all data flows end in a stateof Turing’s universal
machine; numbers and figures become...the key wreditures” (118).
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other bodies: human bodies, and bodies of knowledge. We are coupled to constructions of
meaning; we are legible, partially; we are cooperative with meaningsrddicible to any
one.” The plural pronoun “we” crosses the boundaries of author and reader, humanity and the
nonhuman world of matter. From “it thinks”: “Matter thinks. Language thinks. When we have
business with language, we are possessed by its dreams and demons, we gatewirtiim
monsters. We become hybrids, chimeras, centaurs ourselves:...” The use of tlase plur
pronouns assuming the oral convention contributes to the theme of multiplicities and
communication.

The boundary-crossings of author/reader, fiction/reality, and I/you fuddmaonstrate
life’s unbounded potential and excess. In “universal,” the female monster’s dideesa to
readers as “you” calls readers into the text and stitches them into the tiestud'likewise |
shall fill the universe to bursting with flesh flesh if | want to. You will be ait pAme.” “You
already are,” she says, “your bodies are already claimed by futueeatjens, auctioned off
piecemeal to the authors of further monsters. These monsters move amongagyy bairged in
your flesh....” The networked and distributed bodies invoked by this passage are raudye cle
indicated by the metaphor of clouds, simultaneously singular and plural, both autonomous and
linkable to a broader entity: “Keep in mind, though, that on the microscopic level, you are all
clouds. There is no shrink-wrap preserving you from contamination: your skin is1agise
membrane... if you touch me, your flesh is mixed with mine, and if you pull away, yotakey
some of me with you, and leave a token behind” (*hazy whole”). Jackson’s use of metaphors
such as “bacteria” and “a swarm” also resonate with the theme of collextoretive, and
excessive life, embodied in hypertextual form; this collective 2ibg, exceeds the limits of

individual life/deathbio, in the human realm.
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Through its corporeal imagination of an open space in women’s wiRatghwork Girl
navigates life’s indeterminacy and narrative’s open-endedness. Jackson stegieiley’s
feminist poetics and creative impulse of generic migration. Her accidentialg is disorderly,
somatic, and addictive, overflowing the rational boundaries of individual consciousdess a
normative biology? In so doing, Jackson creates monsters and grotesque bodies, incarnated as

Patchwork Gir] related to Shelley’s hideous progeRyankenstein

15 For Jackson’s somatic writing, see also her mexstmt work—in collaboration with invited participgan-called
Incredible Stain: Skin Projeckhttp://ineradicablestain.com/skindex.html/
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Chapter Four

Anime Language and the Simulation of Life in Oshii Mamoru

“Blessed are those with a voice.”

—Kusanagi Motokolnnocence

“For now we see through a glass, darkly, but then face to face.”

—The Puppet Maste6host in the Shell

Sergei Eisenstein’s notion of “plasmaticness,” derived from his insight inteis
cartoons, is the focal point for defining the formal characteristics of animé#&tdicating the
ecstasy essential to animation spectatorship, Eisenstein writesas¥ st sensing and
experiencing of the primal ‘omnipotence’—the element of ‘coming into being'—the
‘plasmaticsness’ of existence, from which anything can arise. Antalysndany image,
withoutan imagebeyondtangibility—Iike a pure sensation” (46). According to Eisenstein,
animation stimulates viewers’ pre-logical sensuous thought—as opposed to conssietase
the eye moves along with the contoured motion of the animation. He regards Desnendsion
as “a rebirth of the animal epos” of French materialism as exemplified Bpntaine’s fables,
which sought to overcome the metaphysical distinction between exalted spinindynature

(33). As with La Fontaine’s promotion of universal animism, Disney’s animatiaoyleers’



112
lullaby of the modern era and postlogical return to primitive art, evokes the poumrest and
transformability dormant in the human mihd.

More recently, Vivian Sobchack discusses the aesthetic potential of animation, as
exemplified by Raimund Krumme’s line animation, in reference to Eisenstgasmaticness.
Sobchack’s analysis foregrounds animation’s uncanny power to generatethefkeff
movement—most particularly, an impression of an essential life on the verge afttbe’sn
collapse. As a genre of art, animation manifests the formal recursivityageinalmost
simultaneously creating and dissolving figures; thus the animated imageucnisly posits and
negates itself, embodying Derridean différance (“The Line,” 257-8). \®blathack terms the
“doubled ontology of the animated line” (254)—the near-simultaneous pose and movement,
figuration and disfiguration, of cartoon images—jpoints obliquely to the paradox of life’s
entwinement with death. Patricia Pisters similarly notes Eisersaaiticipation of the image’s
immanence as formulated by Deleuze. The famous quote, “If it mibnvgst’'s alive,” likewise
represents life as traced movement without reference to a model, illdsiyatiee image’s
immanence; thus the immanence allows for crossings of the thresholds betwesnl false
images, the actual and the virtual, life and death (3). Both Sobchack’s ang' $&tteties also
echo Keith Broadfoot and Rex Butler’s earlier observation of Muybridge&sehorages:
“Movement is not a series of forms or Ideas put into motion.... Instead, it is movers#nt its

which produces these forms or Ideas” (264-8yhat these critics commonly point to when

! Interestingly, Eisenstein’s commentary on aninmtiddresses Japanese Edo Era woodblock printsh whine
critics consider the precursor of Japanese animatitis emphasis on the “sensuous” (or prelogitaught
brought forth by animation also, in many sensesymates with Freud’s idea of the “omnipotence ofights” in
the animistic belief system. See Michael O’Prayt&ke in A Reader in Animation Studiés98).

The lllusion of Lifg1991), one of the first scholarly attempts to fringether animation and poststructuralist
theories of Derrida and Deleuze, contains a feiglast studying both the similarities and discrepasbetween
animation and Deleuze’s approach to cinema. See @holodenko, Keith Clancy, and Keith Broadfoot &tk
Butler in this book. Other notable publicationsaiting animation include Donald CraftoiBgfore Mickey(1982);



113
attempting to define animation as an art form, is its ironic gesture of aimeoltsly positing and
negating an idea in exploration of its own representational limits.

Japanese animation (anime) has developed its own aesthetics and techniquesgo expr
the image of life. In particular, anime addresses the meanings found in thetgaprbthe
stillness and motion of animated objects. In configuring anime as a dis¢retearcritics have
studied its connections to cinema, manga (Japanese comics), and Japditiesaltarts such as
ukiyo-e(woodblock print). Susan Napier’s foundational bodkime fromAkira to Howl's
Moving Castle, emphasizes East-West pop-culture confluence in anime, whatlshe
transpacific “cross-pollination” (22). Meanwhile, Thomas Looser, Daisukad/ignd Mark
Driscoll examine Edo era painting, Japanese “pure film” movement, and ImaaibeaJ
media theory, respectively, in an effort to trace anime’s origins andigeyé However, the
notion of limited animation elaborated by Thomas Lamarre and Marc Steishaagt directly
related to this chapter’s discussion of motion/stoppage dynamics in anime.

It is difficult to say that limited animation is a Japanese invention, as Stgifies
prototypes in American cartoons suchPapeyeandThe Jetsondoth of which aired in Japan in
the 1960s. Nonetheless, its unique visual and stylistic techniques have certainly tezed s
anime masterminds such as Tezuka Osamu and Miyazaki Hayao. As a way to otkecome
postwar lack of economic and technological resources, Japanese limitedanutibzed a
number of labor-conserving methods that ultimately shaped the formal as=stiethime:
three-frame shooting; stop-images; pull-cels; repetition and sectiahiaguse or cel bank; and

short shot length (Yamamoto quoted in Steinberg, 198-9). These devices result in anime’s

Norman Klein'sSeven Minutegl993);A Reader in Animation Studiésd. Jayne Pilling, 1998); and Paul Wells's
Understanding Animatio(iL998) andrhe lllusion of Life Il(ed. Cholodenko, 2007).
% See the special issue #pan Forum(14.2) for their essays on anime’s genealogy.
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stylistic character: jerky movements, reductive facial expressiod€xaggerated gestures, and
explicit ventriloquism. Given that each art form uses a unique structural meurerds
grammar to reconstruct reality, these formal features distinguistedrom Western animation.

Interestingly, whereas Lamarre and Steinberg agree that the fdraratteristics of
Japanese limited animation were produced by the historical conditions of pdapaaese
society, they differ in terms of its particular instances. Steinbergdrmssiezuka the founding
father of both manga and anime; he associates Miyazaki’'s Toei Studios produdtioDsney
full-length films by virtue of their shared aspiration to cinematic rea(s96). He regardastro
Boy(Tetsuwan Atomuas undermining Lyotard’s premise of “acinema:” in his view, the extreme
immobility exerted by the use of still shots and techniques of limited animatsolyvi
alternating poses and movements, nonetheless sustains, or is sustained lglish capitiation
of surplus ocular desire through the “media nfixi’ contrast, Lamarre’s take on media relations
among cinema, animation, and anime via Miyazaki’'s labor-saving craftsmparghphilosophy
ultimately leads to a critique of the “jitters” of information sociatg &echnological
advancement. According to Lamarre, by decoding and recoding live action cinema throegh t
tactics of “moving drawings,” combined with conventional drawing movements, J&pane

limited animation interrogates the minimal conditions of life (conceivedhégkngation of the

* Lyotard conceptualizes “acinema” as a possiblstasce to the libidinal economy of the cinematistitution. In
pursuit of either immobility or hypermobility, isehews a consummation of movement induced by ttkesn
production/consumption cycle of image-capital. @berg argues that, through the media mix, commexiti
embodied in Astro Boy’s still images were to pretidte through a series of media: from manga to fdivhation to
chocolate advertisements. This development bodktedostwar reconstruction of Japan’s financial syrdbolic
economy.

® Miyazaki film’s rendering of the flatness and wetigssness of images, as well as his characteetiriig and
gliding movements, are specific instances of anstyée representation accomplished with minimumafse
technology, offering an alternative to the baltistepth of cinematic realism. Lamarre’s notion mioving
drawings” can be juxtaposed with Norman McLaren&lsknown definition of animation: “not the art dfawings-
that-move, but rather the art of movements-thatdaasvn” (quoted in Solomon 11). Emphasizing thedigance
of the intervals between frames that generate menéand give the impression of life, McLaren statesat
happendetweereach frame is more important than what happereach frame.”
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interval between one image and another), and investigates the life-like nmivhateemerges
from repeated intervals (“From Animation,” 340).

In light of anime’s creation of the illusion of life, and its appropriation of otheranedi
(manga and cinema in particular), Oshii Mamoru’s animated@hust in the She(Kokaku
kidotai, The Shell Squad 995) provides a particularly interesting locus from which to explore
anime’s representational limits. Oshii’s artistic vision has tranmsfdrJapanese limited
animation and is distinct from Tezuka’s or Miyazaki’s. In this chaptercudshow
Eisenstein’s plasmatic coming-into-being in animation can be reconfigu@shii's anime. The
film’s theme of evolution, concurrent with a media revolution, is allegorized by thaganist
Kusanagi’'s media-networked cyborg body. Nevertheless, the viewer also thimksaafrk
along the continuum of poetic endeavors at representing the unrepresentable; higostem
Oshii’s envisioning of life forms as untimely and displaced traces of movement,satidital
remediation of analog media. In discussing the trope of vision in Oshii’'s animstopher
Bolton indicates how his mode of oscillation—between real and artificial, palpadlflat, adult
and childish, human and nonhuman—is the key opening the body’s virtual third space, through
feelings aroused by a mediated text. Following Bolton, but focusing on voice insteaof Vi
argue that, despite the distributed gaze and the absent filmic body in digiatiani it is the
presence of the protagonist’s “bodiless” voice that creates the illusion attdradentity, and
therefore the spectators’ psychological identification with the charddte digitally processed
human voice has two-fold significance: first, it is an extension of the chdaattess’'s body
and a persistent marker of humanity to which the audience can relate; negsrthelpresent-
ness can only be expressed as a disembodied echo, literally reverberatediyp goroduction

system called “spatializer,” without any visual reference to the bodyepétence Oshii’s film,
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using the trope of electronic-brain dialogue (“jacking-in”), foregroundsénéiloquism
inherent to the animation apparatus. Instead of fabricating conventional images@nformity,
the cybernetic dialogue scenes—where characters’ voices are heardrthddles are
motionless due to dimensional lapse—question the “naturalness” of body-mind unity. They
reveal, contra cinema, the artificiality of anime puppetry and that$fatsf unifications of
image and sound in traditional cinema.

Ghost in the Shed critique of Cartesian body-mind conformity extends as a challenge to
Renaissance optics, which assumes a unified viewing position for constructindithessional
realist space. Oshii’s remediation of other media—simulating manga’siredflatness,
cinema’s palpable depth, and computer-generated “superflat” images—scanaétged
perspectival spatial relations in appropriation of inorganic gazes andagges. Thus,
animation’s fatal repetition of its cinematic origipg¢eLamarre), or vice versa, complicates
the strict teleology of media revolution and human evolution, both of which stem from the myth
of novelty and progress of modern times. In this sense, Oshii’'s cyborg chacistas an
allegory for the self-organizing being who enacts the language of thd cgidea—which
autobiographically rewrites and erases itself by resurrecting tdért@dia. Like Deleuze’s
speculative mind, a thinking entity that puts its limits into play, the cyborg pixaisic the
antinomy of life’s own potentials and limits, thus expressing its author’s tsinedus desire for
perfection and anxiety of regression. Oshii’'s machinic dreams expressthgyasf a being in
animation as “capable of assuming any form and...skipping along the rungs wblingoeary

ladder” (Eisenstein 21); the difference lies in its attachment to celluldslidstead of animals.
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Presence of Voice, Absence of the Body

Alongside Otomo Katsuhiro’akira and Miyazaki’sSpirited AwaySen to Chihiro no
Kamikakush), Oshii’'sGhost in the Shels a contemporary work of anime that has gained
international fame for its artistry and stunning visuals. A cyberpunk musing on hymnaihie
digital age, the film is based on Shirow Masamune’s science-fiction manga. Klsanagi
Motoko is a cyborg agent in Section 9, a special government unit in charge of Japanes¢ nati
security in the near future. The plot unfolds as the Puppet Master, a cybernstibantiout of
the internet, infiltrates Section 9 in pursuit of Kusanagi, with whom it seeks toamciteeget
offspring in cyberspace. Kusanagi finally accepts the Puppet Mastaisi&ge” deal, leaving
behind her human agonies over origin, personhood, and freedom; her merger with the
information network is interpreted as the next step in human evolutiGholt in the Shelk a
posthumanist bildungsroman in which the mind grows by incorporating information beyond a
human scope, the cyborg Kusanagi becomes an allegory for the technologized selfgfahe
era. Many critics, such as Susan Napier and Wong Kin Yuen, rightfully note how tise film
theme of body-mind dualism and its techno-orientalist retrofuturistic miseére connect with
cyberpunk classics, William Gibsori&euromanceand Ridley Scott'8lade Runnef
According to Brian McHale, as a genre, cyberpunk explicitly visualizesnoastrn metaphors
such as schizophrenia and the proliferation of the body (“Elements,” 150). Lékees
alienation of body and mind @host in the Shels literal, rather than symbolic. Kusanagi’'s
“ghost” is represented by animation voice, traveling in and out of her “shellgbthputer-

generated image of a synthetic body. The ventriloquist junction and disjundireeebener

® See also Ueno Toshiya’s articlesTine Uncanny Cybor(002) for Oshii’s cyberpunk connection, and fomh
anime appropriated the Western projection of thlrielogical “other” onto Japan.
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metallic voice and de-spirited body graphically represents the virtuatesesand flickering
presence that N. Katherine Hayles thematizé$aw We Became Posthuman

Early scholarship ohost in the Shefbcused on the cyborg figure as postmodern icon
and the problem of reproductive sexuality, in addition to the cyberpunk confluence previously
noted. Based on the theories of Luce Irigaray, Elizabeth Grosz, Donna Harawaygdliémd J
Butler, Sharalyn Orbaugh asserts tBast in the Shefirovides a postmodern worldview
promoting multiplicity and hybrid subjectivities, as embodied by the cyborg, tostahee
modernist nexus of unified subjectivity, sexual binarism, and individual ideology (f&ketha
Single Cyborg,” 438-9). For Susan Napier, the film is about Kusanagi’sugpigiest through
the vehicle of her vulnerable and powerful body; Napier reads this narrativerasseos “falls”
intimating Kusanagi’s transcendence and transgression in the film, comp&tedndenesis
EvangelionandBlade Runnef107-8). Carl Silvio maintains that, despite Kusanagi’'s apparent
transgressions of human and gender boundaries, the film reiterates hegemonhjoatéixsand
fixed gender roles; this is illustrated by Kusanagi’s visual objediificand her cybernetic
marriage to the Puppet Master, indicating Reason’s union with, and dominion over,(B&tter
8).

In contrast, Christopher Bolton’s study of anime vis-a-vis Japanese puppet theat
(bunraky stresses the artificiality of highly-mediated anime bodies, whichs&ehamper the
audience’s emotional investment in the violence and sexuality experiencedneycaracters.
Bolton highlights the film’s oscillation between the theme of transcendencarafested by the
dialogue, and the visual fetish of the body. This points to multiple layers oficagiaif (body,
voice, and action) and a stratification of theatrical signs complicatingd¢hetdmy of the

unified or dispersed subject (“From Wooden Cyborgs,” 748-50). Bolton’s reading ohlassHr
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and its manifold signification—indebted to Roland Barthes'’s interpretatiborofiku
puppetry—defies the longstanding dialectical opposition of organic naturecimol@gical
artistry. Just as the Puppet Master who personifies information is Kusamaigisr image,” the
body and mind are relational but not necessarily analogical or oppositional. Bolton atl avoi
the pitfall of mechanical reductionism or total aestheticization of the bdule feregrounding
art's unusual power to evoke a semblance of the living organism, the Freudian uncanny of
animation. The life of the cyborg/puppet is created by the outside “pen,” amint@athnology—
despite the illusion of that life coming from the inside “ghost” (743).

Taking a cue from Bolton, | further examine “the networked self’ (74@xpeessed by
the disjunction between image and voicé&imost in the ShellExamples of body-voice
alienation include Kusanagi’s voice infiltrating the diplomat’s brain in th@iogesequence, and
the gender inversion in the climax scene where the Puppet Master’'s male voiseocbmiethe
female cyborg’s body. Bolton regards these scenes as graphic proofs of tesiBantmemise
of disembodied existence within a discursive network. However, unlike Bolton’s exmbhooé
Western reception of Japanese puppet theater, my investigation of Oshii’s ddmessas the
audio-visual hierarchy in Japanese limited animation, distinct from thegarattWestern
animation. My focus is to examine to what extent Kusanagi’'s image-less dajdally
recorded by the spatializer, can resonate with or alienate the audiearsE$ identification
with the animated character. Similarly to what Sobchack claims in heraftddyital sound
systems, Oshii’'s use of voice-echo is a way to test the extent to which ohgdal can be tuned
to the audience’s phenomenological experience and affect psychologicaledeatif as
compared to analog media’s perceptual coordination. Through this discussion of the swalio-vi

split and bodiless voice, | argue that this unique convention of Japanese limitedcamintiae
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deliberate use of still images combined with traveling voices—not only desenaotional
response from the audience but also stimulates economic and cultural inbeneiss fr
multilingual and transmedial circulation in the international market.

In Ghost in the Shelpresence and absence, being and non-being, and life and death are
envisioned not as fixed categories but as phenomenological matters of translaticahywihe
essence of being is registered as a constant migration through diffenpotdéties,
dimensions, scales, and media. The trope of being and visibility, in which a vision csh be |
and found during media transmission, is played out through the film. The iconic opening
sequence—a dizzy display of ones and zeros on screen (later appropriabedNdstriy—
exposes human illiteracy of computer language: the numbers on the scrirencagéal
translation of the cast creditdhe thermo-optic camouflage suit granting invisibility is another
motif destabilizing the connection between being and the visible. The scene whesa To
uncovers Section 6’'s scheme to steal the Puppet Master shows how machirgemnueltan
translate the ostensibly imperceptible into the perceptible, i.e. as an aatdomatsensor
perceiving micro-differences of weight and pressure. Here, Oshii highbgthnology’s ability
to capture traces of Being.

Addressing the chiasmic intertwining of presence and abséhost in the Shellso
reveals the cognitive dissonance between human knowledge and other reasoningsmegchani
positioning each as relational rather than hierarchical. The vivid repreésermtithe complete
alienation of body and mind ironically suggests that chiasmic relationshigeAsrs Kusanagi's
out-of-body virtual existence in cyberspace, neither is the visible body avéetiarker of one’s

presence, nor is invisibility ontological nothingness. Her ghost—the animation voaesistin

" See the DVD'’s supplementary material.
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and out of her shell, the cyborg body. It is, then, the voice rather than the bodytimeage
acoustic instead of the visual, that marks Kusanagi’s identity and bodily presence.

Sharalyn Orbaugh asks how the audience can identify with Kusanagoicencethe
sequel taGhost in the She('Emotional Infectivity,” 155). This Kusanagi has no anchoring body
image, a result of her total fusion with the Puppet Master. | suggesthatsit, is her voice,
more exactly the prosthetic voice-over of the actress, that enabled@seetifective response
to the character and sustains that identity. Second, Kusanagi is not totallpatigehif the
voice is considered an extension of the body. The question is whether Oshii’'s subverson of t
usual audio-visual hierarchy should be regarded as a critique of the dominant hegemony i
Cartesian optics, where vision corresponds to the reason, or whether it is asiexmethe
perpetual self-presence of voice/Word in Derrida’s sengghbst in the Shelthe voice, a
material sign of identity and human property, is an ambiguous vestige of disembediecer,

a simulacrum, an echo, an effect of life. “Bodiless” voice dispersed through themsttse
intimate the theological self-presence of a spirit, the Cartesiaroofyitd yet, it is the unique
property of “her” voice belonging to “Kusanagi” that is fetishized by audieneeigaly because
of its materiality as the body’s extension.

Sound and voice play a significant role in the development of Japanese limitedamimat
in regard to its distinctive ventriloquist convention, despite the lesser catteation given to

audio than visual components, which appears to be true of cinema criticism in.gehiéigal

® The idea of a spirit, arhi which animates a life, brings us back to the meguoif the “ghost” in the film. Ueno
Toshiya explains the ghost as follows: “Rather ttr@mind (seishin), a ‘ghost’ is more like a perscpirit
(tamashii), and logically it is also unconsciousgeneral it is made up of past experiences andamesn It's
something like water in a cup, premised upon thstence of some kind of shape (such as a metabsaitshell)”
(gtd. in Orbaugh “Sex and the Single Cyborg,” 44He idea of ghost here is complex. Endowed pddaitth, it is
further shaped by a person'’s life experience anchong. The ghost cannot exist separately from idlgthe body);
it is the shell that defines the ghost just ascthretainer determines the form of water it holdsthia film’'s Japanese
version, both the English word “ghost” and “tamdsttranslated as a “soul,” mostly of humans) ased, yet with
a slightly different nuance.
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Brophy'’s studies on animation and sound are thus crucial to any discussion of the ligic.
landmark work, “The Animation of Sound,” contends that, unlike cinema, the sound-image
fusion in the animatic apparatus pursues the perceptual model of dynamism--tteat is
sensation of movement internal to the image itself. The act of filming in aams. “itself
coming into life,” unlike the cinematic animism of “bringing something td ([f®). Brophy’s
observations in “Sonic—Atomic—Neumonic” of anime sound, in reference to East Asian
calligraphy and “Oriental” thoughts ai (energy or force), demonstrate anime’s capability for
audible graphic mapping and audio-visual manifestation of the invisible. Conventioral audi
visual hierarchy, where the sonar is subordinate to the graphic, is subvertethéyeadtito the
extent that there is a temporal split between sound and image. This “dimensidyiat/sjh
culminates inAkira’s climatic Big Bang scene where the visual explosion is dead silent lends
itself to a question of the fundamental operation of sound-image relationships wortkimg wi
“dimensional warps and shifts” (197). For instance, in Takayama Hida&fislering Kid: The
Legend of the Super Gddrotsukidji: Chgjin Densetsy psychic conversation occurring
through different spatiotemporal dimensions complicate the narrative. Irothiext, indicating
the acoustic event’s carryover of the past occurrences, Brophy notes thet=uthabiting
multiple locations—is the vehicle by which the soundtrack registers dimehsgiargs and
demonstrates the neumonic role of the dialogue” (204-5). This delocation or ratitihoof
voice contributes to the open-endedness of Eastern narrativity, recalliihgatad chi.

It is ironic, then, that anime’s acoustic disruption, exemplified\kiya’'s sound-image

dislocation andVandering Kid¢s dimension-crossing voice, becomes almost mundaGéast

? Juxtaposing the sound effects of pre-war Disneooas with that of post-war Warner Bros. produtsioBrophy
illustrates how the latter’s noisy “cacophony” hamlone Disney’s “symphony” of life, which synchroed the
graphic and the musical. His comparison betweetvtbestudio systems includes their production ctonds
(idyllicism versus pragmatism), thematic elementt|ral aesthetics versus urban mechanical sdtis#)il and
textuality (poetics of movement versus speed amptbsive effects) (89).



123
in the Shell This is due to its generic appropriation of cyberpunk. The cyberpunk narrative logic
legitimizes the spatiotemporal separation between voice and body and betweemsiaumaba
without violating any conceptual rules. Among many instances of cyber goitation, the
most vivid example of the audio-visual split is an early scene where Kusaakggitronic brain
communication with Chief Aramaki occurs in cyberspace, while her shell isigithe sanitary
department truck (Chapter 4). Kusanagi’'s echoed voice, a symptom of dimensignaswa
heard off from her corpse-like body. This scene frames the genre’s metapbysst@abn of
potentials and horrors, not only of disembodiment but also sensory estrangementheithin t
stunning graphic of Kusanagi’'s body emptied of her ghost. The spectator slednesianist
shock of Togusa—with no prosthesis attached, the most human character in the fi@ssivg
Kusanagi’s de-spirited torso and expressionless face while simultanestestyny to a synthetic
voice echo, the aural marker of cybernetic mediation. With her ghost out of the shaltiuaér
presence is instead (dis)figured as a moving arrow of digitized informatidme dlat computer
screen simulating the city’s geography.

Instead of audio-visual fusion and a harmonious relationship between the acoustic and the

graphic, no matching image is offered for the voice-echo except dead stillhess essentially
the reverse ofkira’'s silent explosion. The resulting sensory break between sound and image,
and the dimensional gap between space and time, illustrates animation’s hetaregene
representational regime, which reopens the chasm of unified sensory segyistelisrupts

coherent corporeal experient®The lifeless image of Kusanagi's body on the screen also

1% with regard to the division between the body dr&voice, Deleuze’s notion of “electronic imagelso
noteworthy. He writes, “...the regime of the ‘tearheve the division into body and the voice form®aesis of the
image as ‘non-representable by a single individuappearance divided in itself and in a non-psyotical way'.
The puppet and the reciter, the body and the voimastitute neither a whole nor an individual, the
automaton.... As in Kleist, or Japanese theatre,dhkis made from the ‘mechanical movement’ of thpget, in
so far as the latter appoints itself an ‘internaice’.... the visual and the sound do not reconstiéuténole, but
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intimates animation’s mechanism to reveal the paradox of life and death, sthtes
movement. The viewer experiences a series of dead images creatingthefdife whereas the
movement itself, the trace of time inscribed across space, is unseen.

Furthermore, as Brophy remarks about the neumonic role of voice in anime, Kusanagi’
cybernetic voice-echo can also be read as the reverberation of an event thadi©ear to
another space-time, and thus opens up multiple dimensions. Her “original” voice is logt duri
the cybernetic transmission; only the echo, the ripple-like effect of thus@csource, is heard.
In production notes included in the DVD, sound director Wakabayashi Kazuhiro comments on
the acoustic effects of the cybernetic voice, as created by the “eeatiad unique sound
processor:

[The spatializer] is something that creates a type of sound that actaa#g’t

exist in [the] real world. It makes an unusual reverberation which is diffescent

an echo, and it makes the sound seem bigger. For example, the sound source

might seem far away from camera, but in actuality, it's close by.dBas¢his

illusion, | tried to use a spatializer as much as possible to modify the voices

during the electronic brain conversations.

Wakabayashi’'s exploration of new spatial-temporal relations by maniputaturgl effects
suggests that animation’s sonic imagination indeed calls forth a life into beiradp, ihi
subjectively perceived by spectators in the absence of a matching image aedne idis
commentary resonates with Brophy’s definition of the animatic apparatusasnigm as

opposed to cinema’s animistic life. Not only does sound-image dislocation, the edfdatqul

enter into an ‘irrational’ relation according todwlissymmetrical trajectories. The audio-visual ge#s not a
whole, it is ‘afusionof the tear” (268).
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by the spatializer, indicate a being’s inhabitation of multiple dimensioalsatposits a
phantasmatic concept of life—or conceives a life that cannot exist in the rédl Musanagi’s
immobile but sonorous image acoustically visualizes invisible events and disembodied
communications.

The acoustic imagination of disembodied cyber-presence, and the sonar embodiment of
the absent body image @host in the Shelhttest that digital media’s envisioning of corporeal
experience is incompatible with the perceptual coordination of analog nred@utinizing
promotional trailers for Dolby Digital Sound, Sobchack states that Dolby's-aigion
embodies the “desire to maskund as visibleather than theisible as soundifg“*When the
Ear Dreams,” 4-5). Challenging Michael Chion’s condemnation of digital sound‘euraan
scale amplification, Sobchack emphasizes the kind of “poetic reverberatiodighak sound
makes, which is “not objectively inscribed in the sound but, rather, comes into existence
subjectively—Ilocating and amplifying its sonorous being in the listener’'seAdaily” (10).

Dolby’s hyperreal “here-ness” and amplified “present-ness” revatidevith spectators’ internal
temporality and quicken their liveliness into ecstdsithe reverberation of Kusanagi's voice as
processed by the spatializer makes an interesting case a la Sobchecldsiatic perception.”
The audience perceives Kusanagi’s virtual ghost as marked by the voice coimiegistence
despite the lack of movement seen on the screen. The ghost travels not only in and out of the

body but also on and off the screen. However, whereas Sobchack’s perception ofdbei¢adra

1 Sobchack says that the Dolby trailers provide‘4amlio-vision’ of...how that ‘acousmatic’ percepti¢in which
cinematic sound is heard without its originatings®being seen on screen) is rendered graphicalyvasible
appearance” (4-5). Comparing a Dolby trailer titf@dain” to the Lumiere BrothersArrival of a Train at La Ciota
(1895), she argues that Dolby’s “Ghost Train” negeite forms into a fixed image as it moves awayrfrus. It
arrives on the screen “too late” as the train imagmlled forth into being as an echoed respams$ieet sound. This
audio-visual inversion has become a testing graletimniting the horizons of digital imagination (13)he Dolby
trailer images’ internal echo of the digital sourat only punctuates the latter’'s power but alsgpents what it
lacks. Looking forward to new perceptive orders mgimg in cinema, they present us with the groundshich
“they dream [their own audio-visual] possibilitiasd test these limits withia digital horizon”
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here-ness and now-ness of Dolby trailers devoid of material time and spacaretetheir
subjective, non-referential (hyper)realism, the eventfulne&host in the Shelitresses the
impossibility of a being on time. The delayed arrival of Kusanagi's ghmse\as an echo
signifies the being’s untimeliness, always registered too soon or too lateofkeer art forms,
animation can present a hyperlife devoid of actual life. The ghostly vomehe&Ghost in the
Shellis an aural representation of an event that only comes into palpable being as a trace
visualized by the imagery of Kusanagi in the thermo-optic suit: barebtesisut leaving ripples
when she jumps across the water surface.

Marc Steinberg and Keith Clancy stress the heterogeneity of animagpnésentational
regime as compared to the relatively homogenic cinematic mechanamlofjous sensory
experience and coherent spatiotemporal relations. The audio-visual §ibstin the Shell
offers an instance in which sound and image cancel each other out, creating d@uspens
action and disrupting the seamless figuration which Brophy and Sobchack dieeaddhe
essence of animation’s plasmaticness. Yet despite its innovaibast in the Shelloes not
totally abandon the roots of Japanese limited animation. The minimalist convengioates in
part with the need to economize resources; the resulting diegetic excpssdadf ever image,
featuring psychic dialogue and internal monologues accompanying stigsmngigints anime its
signature contemplative mood and philosophical depth. Luca Raffaelli notes ammia‘slist
aesthetics in its use of still close-ups to draw emotional response from ae(tat). Another
characteristic technique is mouth-flapping in which nothing except the charaataith is
moving in the frame with the voice dubbed in. The electronic brain dialogbkast in the Shell
can be considered a twist of the mouth-flapping convention and psychic dialogustykzeis

speech without the mouth moving.
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Oshii's use of sound effects exposes his hybrid artistry, grounded in the convehtions
Japanese limited animation on the one hand and that of cinema on the other. Indeed, there is a
discrepancy between the film’s cyberpunkish indulgence in technology, aesteaiby its
theme, and the minimum use of techniques exemplified by the cyber-brain dsatbgtigssed
above. Oshii follows Tezuka and Miyazaki’'s anime tradition of self-conscious use of
technology; however, he is not as humanist or minimalist as Miyazaki. As todiméboth
anime and live-action film, Oshii works with a hybrid of Lamarre’s “cingomg’ which may
explain why he works with both the labor-saving technology of limited animation aital dig
software packages to simulate cinematic effects.

From a cinematic perspective, Oshii’'s experimentation with anime voice fartheof e-
brain conversation scenes complicates cinema’s voice-off conventions. Acaordfiagy Ann
Doane, the synchronization of sound and image is crucial to a full presentation of the unifi
organic body, where the voice is its own property (374Jhis provides the phantasmatic filmic
body with self-presence and coherence. With the advent of asynchronous soundnahmdy
film becomes a bodgf the film. The body is displaced or dispersed into the screen space, but the
voice as a physical extension is still anchored by the spatial body. The usesebffouthere we
hears a character but do not see him/her because s/he is off video, on the other hasd, create
virtual dimension of the diegetic space beyond the spatial limits of the visibEnsdr
additionally takes the risk of revealing the material heterogenetheafinematic body (378).

What is interesting about the psychic voice engaging in electronic brain cathv@ssn

Ghost in the Shels how the correlation between voice and body results neither in

2 poane’s illustrations of voice-off and voiceovaeclude: flashback (in which a temporal dislocai®followed
by the voice’s return to the body); interior morgue (in which voice expresses what is inaccessibimage);
disembodied documentary voice (which representsaiee of the Other).
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synchronization nor voice-off, due to the body’s double presence or fragmented@xishere
the de-spirited body is seen on the screen while the imageless voice is heaekaffreen
virtual cyberspace. We see Kusanagi’'s image on the screen, and yet thatdisdwned by the
voice; meanwhile, her virtual presence is unseen but acoustically imagmeaomplication of
the voice-off convention expresses not only a radical alienation between body ano @ils®
the unbounded desire of the body to extend beyond the screen space. Thus, the usual
conformation of sound to image is violated as the sonic cancels out the optical, wiihalt a
resolution between the two. In contrast to the filmic body, as phantasmatszatanized by
audio-visual conformity, the anime body exemplified by Oshii’'s animatiorstslalited to
multiple dimensions. Therefore the audio-visual split in the cybernetic dekgenes is Oshii’s
formalistic revolution, a technological breakthrough for both Japanese limitedtmmisna

minimalism and cinema’s voice-off convention.

Anime Eye and Spectral Gaze

The voice echo coming out of Kusanagi’s lifeless body is the aural sign oyler
presence registered as a belated effect of the virtual. Rather than treemimage, the off-
screen voice makes Kusanagi an identical character for the audiencegttize@nd enables
them to invest emotions in her. This section of the essay will discuss the fifm& encoding
of the distributed gaze and virtual subjectivity in tandem with its acoustic siorutd a life
analyzed in the previous section. Oshii’'s challenge to Cartesian op@t®st in the Shelk
two-fold. First, as the previous section has shown, by overturning the usual audio-visual
hierarchy, it undoes the vision’s dominion over the other senses. Second, the film'srvégual a

of manga, cinema, and superflat image envisions alternative spatiotengpatrahs to those of
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the Renaissance perspectival system which postulates a geometrdirtineasional space
established by a single viewpoint.

In his Optics using the trope of a blind man’s stick and a wine vat, René Descartes
explains that we perceive objects and feel their luminous bodies “not only Iog wigthe action
in them which is directed toward our eyes, but also by the action in our eyes whietsdir
towards them” (59). Privileging sight as the foremost sense, he posits thenafdrue
objective sensory awareness not in the body but in the soul; the soul conceives theiotaget’
as it is transmitted to the brain by optic nerve-fibers. Maurice Mefeaty, in denial of
Descartes’s rationalism and being’s transparency, restores thd oaetcd the body, which
senses itself both seeing and being seen, and which is woven into the texture dflthe/eril
(162-5). While acknowledging a third dimension as opened up by Renaissance perspective
techniques, he locates “a third eye” in the body; vision, unlike thought, does not try tibedessim
the object into itself but opens the seer up to the world. For Merleau-Ponty, seeingpres/i
with the presence of the world, in accordance with our perspective but essamiigigndent
from ourselves (187).

Regarding the phenomenological experience of film, in which vision is entwinled wi
existence, Sobchack holds that discontinuous time and heterogeneous spaces posedcom
into coherent spatiotemporal units by the cinematic apparatus. Electratis; mecontrast,
dissolves the viewer’s sensory coherence by frequently dissectingdnegvireplaying, and
flipping images (“Toward,” 56-7). Sobchack asserts that electronic medietused by
simulation of saturated information, renders “homogeneous experience of [tdmporal
discontinuity” and spatial dispersal, resulting in a lack of physical and masatygrReworking

Sobchack’s media paradigm, Bolton draws attention to anime’s oscillation betimeenatic
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and electronic vision (“The Mecha’s Blind Spot,” 1418)r instance, Oshii’'s 1993 film
Patlabor 2(Kido keisatsu patoreid?2) expresses diffused electronic presence as demonstrated
by “media’s eyesshots. On the other hand, the film’s simulation of cinematic embodiment in a
“virtual aliasing,” which is neither cinematic nor electronic, affliatself-criticism on the
electronic perceptual regime and allows a certain level of aesthetibatiément:*> Bolton,
alluding to Merleau-Ponty’s concept, further proposes a concept of “the otakd'sybiran eye
that ...allows the spectator to watch him or herself watching the [anime](t@xitne Horror,”
68). The opening of this third eye enables spectators, who are fully awarefitialdyt of
anime puppetry, to experience nonetheless emotional arousal even through hdjatgareand
stylized art forms such as anime.

In contrast, the Japanese critic Azuma Hiroki’s investigation of otaku postmadtnre c
sheds light on anime’s non-perspectival spatial relations and the virtualdjazeminated
through its visual plan¥' Instead of a perspective shot assuming the subjective position of a
central character, a superflat shot gazing from above draws equabatterforeground and
background in distributing visual information across the picture, thus dissemitraiagwer’'s

subjectivity. Azuma makes a similar claim of dispersed subjectivityépddices a single gaze of

13 Bolton’s example of “the media’s eyes” shoPatlabor 2is found in the looping sequence of multiple reroh
the Yokohama Bay Bridge attack on a TV screen. p&s lose a sense of reality due to the effecta mstant
replay and channel flipping. Another example of dimributed electronic presence places spectatdh® position
of the screen monitor, forcing them to take the ma&'s perspective—whose reasoning mechanisms are
incompatible with those of humans. On the othedh&shii evokes the older cinematic medium throtingh
“virtual aliasing,” in which animation simulateseticinematic effect of TV screen’s flicker as indlisction.

14 Otaku is a Japanese term referring to people \bisessively consume media products such as aninmgana
video games, and figurines. William Gibson say$)ébtaku, the passionate obsessive, the informaters
embodiment of the connoisseur, more concernedtivdtaccumulation of data than of objects, seenaaal
crossover figure in today's interface of Britisldalapanese cultures... Understanding otaku-hoodjK,tts one of
the keys to understanding the culture of the wéilerd@ is something profoundly post-national abquextra-
geographic” (“Modern Boys,” 8). Azuma views otakensumerism as the hybrid condition of Western grilces
combined with the reemergence of “amodern Edo Japae definition of otaku as “database animalsdésived
from Alexandre Kojéve’s “animalization” of the pdsistorical world divided between American “anintgliand
Japanese “snobberyOfakuy xvi-xvii).
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the camera-eye. His reference to Lacan’s analysis of Hans HdbieeYfouinger’'s “The
Ambassadors,” vis-a-vis Murakami Takashi’'s anime eyes, is particsigrificant, as Azuma
sees Holbein’s painting as a precursor of the superflat intagee(flaf 143). “The
Ambassadors” exhibits the co-existence of two different spaces and gabzese-dimensional
single space registered by the straight gaze of two Renaissandegunae, and a separate
topological space via the sidelong gaze represented by the oblique figure dfira thiaul
foreground. Compared to Holbein, Murakami’s otaku painting is the cultural product of “postal”
condition whereby neither the symbolic castration insinuated by the egkldsaor the
perspectival visual order constituted by excluding other possible gazeslidvatakami’s
anime eye implies the lack of an authorial gaze, a “world without the cametaegdhe
subsequent proliferation of diffuse eyes to supplement the void. According to Azuma, “Super
Flat, then, means not so much a physical flatness as a worldview lacking baze|inear
perspective is unrealized and castration dysfunctional” (149). He concluddsetotdku
postmodern subject can only project their emotions onto the “spectral” eyes of maagéaasnd
characters. Spectral eyes are neither alive nor dead; instead of agaatibetween the viewer
and the viewed, they endow the spectator with a kind of empathy and genfeiciecafesponse
despite a lack of completed human interaction. Azuma writes, “[It is an] aygrévents the
interaction of gaze, a mysterious gaze disrupting the spatial continuity betigaer and
viewed: Derrida would probably call this ‘spectral’ (since ghosts shiftdxst visibility and
invisibility), and In the Deep DOB [Murakami’s painting] ‘images’ justisacghost” (149).

Ghost in the Shebffers a testing ground for both Bolton’s otaku third eye and Azuma’s

superflat theory. The alleged absence of the body in electronic media makesaemmdevoid

of the subjective embodiment and psychological realism of cinema. Oshii anime, hdwever



132
simulating cinematic perspective and spatial depth, renders an experigheeealectronic nor
cinematic, as Bolton asserts. There is a dual movement in anime’s reamedfatinema:
animation’s longing for cinematic realism; and the self-critique aftedaic media and otaku
image culture. The use of multi-plane cameras in driving or flying saamekined with Dolby
digital surround-sound system provides audiences with the cinematic experibatiestt
depth. Yet Oshii’s signature remedial shots appropriating cinematic geesnare also
paradoxical reminders of the sorry state of a humanity highly mediated gg mmedia and
stripped of human substance, memory, family, or identity (which is charactefistiaku as
defined by Azuma)"® Superflat theory also revisits the postmodern condition of the flattening
affect. The emergent subjectivity and database otaku identity that Azuocsasss with digital
media herald not the disappearance but the proliferation of the body. Superflat doeamthteme
lack of a gaze but its multiplication, revealed by virtual gazes and affecnkssif on-screen
visual layers.

The question then is how issues of representation, embodied vision, self-mediation, and
subjective spatiotemporal relationships are once dissolved and reinscribeden\ahiah is
neither simply flat nor three-dimensional. If the networked self and the datahanal bring
humanity into a new dimension, what are the discursive limits of the superflat and otaky ide
suggested by Oshii’s film? Does the looping temporality in electronic aitdlaigedia expose
the traumatic solipsism criticized by Thomas Looser or show recognititneiofown blind

spots, as Christopher Bolton maintains? Two sequencesFhmst in the Shebffer useful

91 the scene where a de-spirited sanitary worketsfiout that his family life is a fiction manipddtby
photographs and memory distortion, Oshii createsmatic effects through “virtual aliasing” of a Be¢reen and
adopting a fish-eye lens shot for a photo of the@ mih his basset hound (Chapter 6). Whereas insfgérication
of reality and its manipulation of human memory esademned here, the viewer feels sympathetic thibe de-
spirited man’s crying face, which is in itself amraated image. The affective face effectively evoltee spectators’
emotional response.
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spaces in which to explore these questions. One scene revolves around a de-sintedchall
represents modernist amnesia; the other centers on Kusanagi’'s menfadrtraingn. These two
sequences reveal contrasting visions of humanity. In opposition to the traumaticddintitiee
ghost-hacked man, Kusanagi’'s waterway cruise sequence highlights bavaffesponse to the
surrounding city and her recognition of herself as a being in the world. The vopebf her
participatory gaze upon the cityscape symbolizes an opening up of the space beljestmsd
object and the creation of a mind’s landscape. The two sequences, through aroododtateen
flatness and depth of both visuals and characters’ psychology, also engade dithlt
movement of negation and legitimization due to anime’s potential for repregesdlity and
emotion. In contrast to flat shots capturing the ghost-hacked man’s dedsgiaite in the chase
sequence, the cruise sequence demonstrates digital animation’s appropfiaba-perspectival
sensory systems, used to forge ocular depth and psychological intensity in atdiffsinen
than that of perspectival realism. This waterway sequence also visulatizshiect’s
dissemination, graphically illustrated by Kusanagi’'s ripple image, vpindeiding the viewer
with a corresponding emotional experience by distributing the gaze acressdle surface.

The earlier chase sequence takes place in a traditional street amarkendown slums
where Kusanagi and Batou hunt down a ghost-hacked villain; the setting calls out the
postmodern, postcolonial metropolis (Chapter 4). The hybrid urban space on the screen,
saturated with street signs and wall posters, vendors and customers, and humashanttahe
noises, is ambiguously Eastern and Western, past and futuristic, overcrowded andaghma
and deteriorating and regenerating. Connecting Hong Kong'’s disorderly frectpbghy and
Kusanagi’s fragmentary cyborg identity, Wong Kin Yuen juxtaposes thalfi@esthetics of a

“large scale of global cultural flows (particularly of technoscape, asedpe, and ideoscape)”
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with that of the micro-level “idea of the fractured body of the humanoid hykt&™¢ Wong
specifically points out that water imagery is used as a symbol for the gatanstand
informational flood propagating the image of the metropolis, which in turn emph#sizes
cinema of urban dwelling. This chase sequence is also a complex amalgamasicayseli
serially invoking manga-like flatness, simulated depth of cinema, and fhigkeigital virtuality.
Just as Wong reads a hint of historicity in the architectural pastiches aiotespporal
hybridity, | regard this remediation of “old” media as Oshii’s re-remembeaf (media) history
rather than complete oblivion.

The ghost-hacked man’s traumatic forgetfulness in this scene seems to esinatt
Jameson indicates as the postmodern condition—flattening of affect, schizopbmgmocality,
historical amnesia, and dehumanization. Yet the scene is not so much total condemnation of
postmodernism as a critique of man’s particular blindness, symbolized by thesbleglasses
which also block the viewer’'s emotional investment. In contrast to the dialogsttssoitathe
villain’s mental limbo, the scene’s visual display of a media palimpsesaiegdithe haunting
presence of chaotic pasts and nonlinear histories. The man’s “lost” senseitf afeht
forgotten familial roots, as conveyed by the dialogue, are displaced within theviitual
layers to evoke a variety of spatiotemporal relations in past media geshgisal@rnates a 2-d
flat shot of the man standing against street signs, alluding to non-perspestinglarts such as
manga and Japanese landscape painting, and a 3-d perspective shot of the smoky downtown,

imitating cinematic realism. Meanwhile, Kusanagi’s ripple images andlibkering presence

% Wong's notion of “fractal geography” is indebterScott Bukatman’s study dlade Runneand Arjun
Appadurai’s on the global cultural economy.
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are digitally-morphed into 4-d virtual shots processed by the TIMA Softt{dteis sequence’s
alternation between depth and flatness, vertical falls and gliding movementatéasnultiple
visions of a history. By writing anime’s own genealogy as a serial ineocat past and present
media that influence anime’s stylistic development, the sequence dels@mseof fractal
history relying on recursive temporalities. Thus the scene of flattersst &ffnot entirely flat.

The chase sequence is haunted by the ghost of history as conjured up by digital
remediation of analog media; in contrast, the cruise scene (Chapter @8mthelbquent
turning point articulating the theme of evolution, manifests new media aesthetidigital
poetics. As perhaps the most slow-paced and meditative sequence, it illunhieatieg
labyrinthine grids and multifarious facades captured either from Kusanagipaeint or in
occasional objective shots. The water imagery of data streams and inforifedies&isualizes
the constant movement of the city, which is neither focalized nor completaliaci@shii uses
many reflective shots of things mirroring one another to capture the excessigy of life or
chi, which cannot be contained within the boundaries of the organic and inorganic, subject and
object. This energy, broken out from its agents, creates an image of the living pendsagher,
the varying directions and different velocities of flow and movement of thensabgects in this
scene distribute and proliferate the viewer's gaze to the entire visua| g@trex than zooming
in on a single vanishing point. In this sense, digital media’s articulation ofrieergexperience
outside of a single gaze and perceptual organization echoes the film’s themeafraental
convergence of man and machine.

In analyzing the film’s depiction of the city and bringing together the 8isintotion of

kami (spirit) and Spinoza’s ontology, Giorgio Curti posits tGast in the Sheuggests a new

" See Livia Monnet’s “Toward the Feminine Sublimethee Story of ‘a Twinkling Monad, Shape-Shiftingrass
the Dimension,’ ” for a detailed discussion of thdjimorphing inGhost in the Shell
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meaning of life which does not have any organizational principles. This defies notenl
traditional biological definition but also the dualist separation of nature amddiegy, as
humans and the earth are equally “relational modes with ‘a common origin’ iroShint
similar to the single substance of God and Nature in Spinoza®(®3trapolating from Curti’s
description of the “acting landscape” as “a relational living and endeavoring (8ing’l argue
that the movement, broken free from the distinctions between human and nonhuman, organic and
inorganic, is the very centerpiece of this sequence, which circles backpimtagonist’s
ontological state of being as a cyborg. What is most striking in this panoramiocegue
assembling the city’s various facades, sky, waterways, streetsginvaalys busily travelled by
an airplane, boats, cars, passers-by, and even discarded waste—is the iffere
directions and speeds of the travelers, as well as the variety in scale an@eghdry shifting
foci and angles. Although the whole sequence forms a kind of montage, each shot has its own
tiers of speeds and movements, embodying what Wong calls fractal geodvianyyshots have
a zigzagged visual structure, with the screen space divided by multiple diagamnahIsezies of
the oblique screen space makes spectators dizzy and mesmerizedngsoztes semblance of
order.

The movement discharged from the agent found here echoes Eisenstein’s notion of
plasmaticness, which points to animation’s postlogical turn to (infantilenaicistead of (adult)
character. Also of considerable significance is the absence of speeept(iex the diegetic

music score}? Seeing is central to Kusanagi's transformation. Her evolution has abeady

'8as Shirow, the original manga creator, assertsPilygpet Master is also a life form: the self camléned as “an
integration of information that has reached a dpelevel of complexity, shifted, and created a ghaalled ‘life’ ”
(author’s note, page 271).

1 Kawai Keniji's score sings of the descent of a &hijod. The lyrics written in the ancient Japarlasguage read:
“When you are dancing, a beautiful lady becomeskkn. When you are dancing, a shining moon ringgo&
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foreshadowed by a close-up of her startled face when she hears the Puppes Mase: “For
now we see through a glass, darkly, but then face to face.” As this quote from hi@orir&:12
(The Holy Bible: King James Version) suggests, Kusanagi’s transfiommato the being in the
world significantly involves seeing, while viewers also experience aatecgansport in
observing her change. The mirror image of the world and the self implied sethisnce is
indicative of the continual change and growth, simultaneous birth and death, of a lifeanithi
all-inclusive landscape. Accordingly, we also see a number of reflectionasttbisrages of
water and windows in which layers of imagery intersect with one another imgayeeds,
directions, and densities. These shots convey the mode of mutual reflection, in the betise
mirroring and contemplation, between Kusanagi and her surroundings, between and the viewe
and the screen world, in endless extension by image’s association. Théac#ges and the
walkers’ movement visually reverberate on the water, just as the mannequiess-pgsand
neon signs, combined with another layer of boat-riders and the sky, are refiettted i
transparent window glass.

If the pivotal cruise sequence legitimizes digital media logic, theomshots can be
regard as examples of superflat imagery. First, recalling Azumaarks on otaku image
culture, the scene’s priority is not character but surface movement and thef fidarmation
from which meaning emerges and disappears. Second, these mirror shots create an
unconventional sense of depth or flattened layers—what Thomas Lamarre calipl&wgré
images. All the visual elements in the picture are densely packed antekiyedty hover upon

one another. According to Lamarre, the superplanar image flattens thedjsiaoce between

descends for a wedding, and dawn approaches agilright bird sings. God bless you, God bless ¢md bless
you, God bless you.”
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the layers of background objects that the multi-planar composition creates;drpthis is
accomplished while retaining a lingering depth, as if the potentiality of degghniroduced by
layers and then crushédLinking Azuma’s superflat theory to the visual logic of digital media,
Lamarre claims, “Here you might think of ‘super’ literally as ‘over’ anab\ee’. For, as you
connect elements, there emerges a pattern that is not given directly iratfeg which hovers
above it, as it were—a set of shifting connections” (“The Multiplanar Image,” £37¢.
superplanar image transforms the screen into an informational space, the most otu/ltesaa
example inGhost in the Shelt the image of the computer monitor screen delivering an
electronic vision with grids, numbers, and moving dots on a pure green background. Similarly, in
the cruise sequence a viewer can visualize the constant information flow arstielam travel
not only in cyberspace but also on the level of streets and channels of the metiogretisre
the superflatness of the reflection shots underscore the theme of hauntingionaraext virtual
associations among people, nature, inanimate things, and the landscape.

Kusanagi’s evolution and her openness to the world as manifested in the cruise sequence
resonate with digital media’s non-perspectival projection of a nonhuman vision wtileout
camera-eye. The spectral gazes hover across the organic and inorganic fislids odnd the
depth created by digital software is neither simply flat nor perspeciikal“affective stacks” of

superplanar image educing emotion in a series of flat frames reldterrtb# modernist

% The multiplane camera was invented by Walt DisBaydios in the 1930s. It produced an illusory three
dimensional effect by moving a stack of drawingsaal sheets of backgrounds at varying speedsuttieef away
from the camera, the slower the speed. In defitiiegsuperplanar as a kind of multiplanar but norsypectival
image, Lamarre classifies the superplanar intogreaips. The first is created by “open composingiphasizing
the gap between layers as well as the lateral giesvossways speed instead of motion in depth;ighifustrated by
Miyazaki’'s manga films. The other is the superiilahge, created by flat compositing and seen in Hana
Yoshinori'sGalaxy Express 998nd Anno Hideaki’sNeon Genesis Evangeliofihe flat composition inducing
“pure animetism” is found in a scene of schoolatah with umbrellas frorshost in the She(IChapter 8). Oshii
pushes the boundaries of flattening aestheticignitield animation toward pure animetism by evokiagi@onist
impression of movement in lieu of human-like motion
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psychological depth nor the postmodern flattening affect. Azuma illustratesakhesoibject’s
animalistic behavior through their affective response to favored mangaiamel éharacters,
digital simulacra from the invisible database. Likewisé&host in the Shelbffect flows on the
image’s surface and over the screen space, forming virtual spatiotengbatiahs between the
spectator and the cyborg character (itself a fabricated image).Oshbiial experiment with
non-perspectival superflat images thus pushes the limits of mimetic nejateseto the point
where a unified viewer’s position becomes dysfunctional. This inorganic sigbé the film’s

motif of the cyborg as allegory of mankind’s ontological opening up to the environment.

Digital Media Logic and the Limits of Superflat

Lev Manovich’'sThe Language of New Medsad Jay David Bolter and Richard
Grusin’sRemediationtwo ground-breaking books on new media, equally maintain that the
newness of digital technologies originate precisely from its refasly@md simulation of earlier
art forms such as perspective paintings, photography, cinema, and television. Thorag®
and Livia Monnet bring this logic of remediation into the field of digital aniomatiLamarre
notes that the dilemma of new media is unresolvable because the “end” of the old media
simultaneously signifies the demise and fulfillment of its predecessbe (First Time,” 176).
Conversely, Monnet finds digital animation’s obsessive simulation of cinenmatitsan in
works such as Sakaguchi’s anifieal Fantasy where the phantom persistently returns as
uncanny life-effects (“Invasion,” 206). The idea of “phantom” recalls the audiglinscription
of spectral gazes and the reverberation of bodiless voice-eGtwst in the ShelWhile the
film’s acoustic and optical registers attempt to represent multipletpaporal relations and

virtual subjectivity, they write their own digital media logic of simulatiod apectrality within
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themselves. The ghost can also be the phantom presence of old analog media thatitahunt dig
new media, for remediation or citation of earlier media to create new msqubasible only by
conjuring up the ghost of the parent medium, endowing a life to the posterior while a@intcipa
the predecessor’s persistent return.

On the other hand, by endorsing temporal recursivity and ghostly remediatiotaja cer
aspect of digital media theories and Azuma’s superflat theory pose thenp@idkgitimating
postmodern cultural logic. Thomas Looser’s discussion of superflat and postmodern media
relations is useful in this regafiAccording to Looser, contrary to modernism’s representational
technologies—preoccupied with analogic correspondence between redlappearance—
postmodernism, characterized by the loss of a point of origin or dimension, has broinght fort
non-mimetic technologies to create a complexity emerging from swéadggurations and
equal relationships among elements (308). The simulation with no referendéydibeaates
the viewer from the dialectics of real and fiction, copy and original, repegssnand Idea.
Conversely, the blurred distinction between reality and fiction may lend irsalfdtal
aestheticization of reality, foreclosing on any vital discussion of the Yiatwt politics of the
“real” world. This would leads to the “traumatic solipsism” Looser witnesst®ei post-

Karatani debate on impossible postmodernism in J&daonically, even as a critique of
postmodernity, Karatani Kojn’s notion of amodern Edo and multiple origins of Japanese

modernity can fall into a trap of cultural narcissism, where a looping tentpanatioes any

2 ooser takes examples of superflatness f@&hmst in the ShelSerial Experiments LaiandNausicaa of the
Valley of Wind In combined use of analog cels and digital tetdgies, these works display an array of
photographic, filmic, and anime-ic visual effediattlend themselves to disparate spatiotemporahtaiions of a
viewing subject.

22 SeeOrigins of Modern Japanese Literatufed. Brett de Barry) andnpacts of Modernitieged. Thomas Lamarre
and Nae-hui Kang) for debates on the impact of mmtiein East Asia.
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temporal borders and spatial limits. Azuma’s superflat theory inheritetidency from
Karatani.

Having analyzed@host in the Shell assert that Oshii offers a kind of self-criticism
about digital media’s solipsism and sets up a negative horizon by reveabmaitsnitations
and failures. The film’s image palimpsests, invoking manga-like flatnessmatic depth, and
digital virtuality, relate multiple registers for a being to be constdim animation. The
production of a disharmonized audio-visual relationship not only recalibrates the comy et
both cinema and limited animation but also exposes what it fails to achieve.riitobdillenges
the cinematic mode of unified perspective and coherent body experience by showmsgoiext/
boundaries constantly shift according to media transitions, from cinematictmeie to digital.
The emerging order of digital media—a non-figurative simulation of the werildfarmation—
pushes the mimetic boundaries of the medium to contest the very concept of mmtasss. |
senseGhost in the Shelhterrogates not only the limits of what is human but also the conditions
of anime’s simulation of life. Just as the cyborg is an uncanny sign troubling tinetchs
between human and nonhuman, animation’s ambivalent relationship with reality sxtpéore
condition wherein artistic representation creates the impression of life.

Eisenstein sees the potential of life’s plasmaticity leaping up and dowendhgionary
ladder in both Disney cartoons and La Fontaine’s fables in regards to their anthropoaationphi
of animals. Oshii’'s5host in the Shelk turn-of-the-century dream of erotic boundary-crossing,
is a narrative not only of the animalization of humans but also the informatization ohbuo#d a

and human ethos, matter and life.
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