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Introduction

O n e  cou ld  argue th a t virtual reality and  cyberspace are m erely fashionable 
passwords to con tem p o rary  culture; however, this paper takes the position 
th a t addressing  questions o f virtuality may enable a  fuller understand ing  of 
som e o f  the changes w hich deeply affect the n o tion  o f  aesthetics today. 
W olfgang W elsch, in  his bo o k  Undoing Aesthetics, asserts th a t aesthetics is 
u n d e rg o in g  a process o f epistem ologization, re ferring  no longer only to 
questions o f the beautiful and  the sublime. Welsch argues that we are witneses 
to a p ro fo u n d  aestheticization o f knowledge and reality, tim e and  space, and 
even tru th  itself (W elsch, pp. 20-22). O n the o th er h an d , a similar shift in 
th e  d efin itio n  o f  the  parad igm s o f reality, tim e an d  space can be traced 
th ro u g h  th e  fu n c tio n  (i.e ., d e f in itio n , m ean in g  a n d  sig n ifican ce) o f  
cyberspace an d  virtual reality. Issues such as the natu re  o f the hum an being, 
th e  d iffe ren c e  b etw een  reality  an d  the  real, an d  th o se  o f  the  ch an g ed  
param eters  o f  space an d  tim e, seem to be n o t only m ore deeply, b u t above 
all, d ifferently  questio n ed  by the them e o f virtual reality with its postulated 
co nstruc tion  o f perfect, sim ulated  environm ents.

In  the p re sen t p ap e r I in ten d  to explore the changes in the space-time 
parad igm  p ro d u ced  by cyberspace and  virtual reality.

If I a ttem pt, as an  in troduction , to delineate in a drastically reduced  
form , the transform ations in  the paradigm  of space in a rt from  Renaissance 
to th e  p re se n t day, a b ird ’s-eye w ould trace ou t a p a th  th a t begins with 
perspectival space in pain ting , continues th rough  the illusionist spaces of 
p a n o ram as  a n d  d io ram as  th a t  w ere so p o p u la r  in th e  e ig h te e n th  an d  
n ineteen th  centuries, right up  until the space created by the cinematic moving 
p ic tu re . This leads all the  way to the virtual space of the nineties and  into 
cyberspace. D espite the prevalent criticism declaring th a t all it takes to en ter 
a cyberspace is the click o f a b u tto n  on a rem ote contro l server, the latter 
rem ains localized and  spatially lim ited, unlike the In te rn e t, whose totally 
virtual n a tu re  (excluding  the only possible m aterial side o f the In ternet, the 
co m p u te r console) m eans it is based on comm unicative non-lim itation. Ken 
Hillis m akes a useful d istinction  betw een cyberspace and  virtual reality, or
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VR for short. »To date, no  single technology o r  m ach ine  circum scribes this 
em erg in g  te c h n o lo g y /m e d iu m  o f v ir tu a l rea lity  -  a te rm  co n fu s in g ly  
in terchanged  with cyberspace, b u t h e re  u n d ers to o d  as the  techn ical m eans 
o f access to the ‘parallel’ d isem bodied  an d  increasingly netw orked  visual 
‘w orld’ nam ed  cyberspace« (Hillis, p. 5).

T he essential po in t to grasp is th a t all o f these paradigm s o r  concep ts 
o f space in the sp h ere  o f  the  visual a re  re la ted  to  a b ro a d e r  c o n te x t o f  
conceptions of time and  space and  the  subject w ithin them . For exam ple, 
the industrial and  technological revo lu tion  an d  th e  associated  in d u stria ­
lization and  urbanization  o f towns an d  the  en v iro n m en t tu rn e d  on  its h ead  
the paradigm  of visuospatial experience at the tu rn  o f the tw entieth  century. 
In his book The Production of Space (1974), H enry  Lefebvre characterizes the 
period  a ro u n d  1910 as a w atershed in  the  constitu tion  o f the parad igm  o f 
space. It was a round  th a t time tha t th e  space o f classical perspective and  
geom etry, which developed from  the Renaissance onw ards in  th e  trad ition  
o f Greek Euclidean logic, began to disintegrate. U ntil then , a certain  shared  
space o f know ledge and  political pow er, g ro u n d e d  b o th  in th e  everyday 
discourse and  in abstract thought, was shattered  as a result o f ever increasing 
industrialization . This d isappearance o f em b o d ied  spatiality, o f  th e  very 
concep t o f space, had  far-reaching consequences for a shift in th e  field  o f 
representa tion . Classical m odels o f  vision were sh a tte red  to g e th e r with the 
stable spaces of represen ta tion  tha t h ad  previously b een  fo rm ed  by various 
techniques o f  perspective com position  -  techn iques for deceiving the  eye 
and  im itating nature.

It was this change in the p rod u c tio n  o f space an d  the  spatial m odel, 
which m ean t an ever greater m editation  o f space and , a t the  sam e tim e, the 
loss of d irect experience o f space, o f its sensory ap p reh en sio n  by m eans o f 
o n e ’s own body, that perm itted  the various technical advances in  observing 
the  su b jec t in  space, o r the viewer in  th e  visual sp h e re . T h e  explosive 
proliferation o f optical, illusionist toys, exhib itions an d  settings (e.g., the 
panoram as and dioram as o f the e ig h teen th  an d  n in e tee n th  cen tu ries) was 
also a k ind  o f su rrogate for the  re d u ced  ro le  o f  d irec t sensa tion  fo r the  
individual in contact with space.

W hat happens, for exam ple, w ith the parad igm  o f space in  the field  o f 
moving pictures? If in film, ‘space’ as a m ontage o f a ttractions is b eam ed  
onto  a rem ote  white canvas, then  the screen  o f e lec tron ic im ages, o r the  TV 
receiver, has enabled the space o f illusion to e n te r  o u r living room s. T h e  
m onitors o f the data helm ets we m ust place over o u r heads in o rd e r to  en te r  
the virtual world have b ro u g h t space rig h t o n to  o u r eyes. For M ark Poster, 
»virtual reality takes the im aginary o f  the  w ord an d  the im aginary  o f  the
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film o r video im age o n e  step  fa rth er by placing the individual inside the 
alternative worlds« (Poster, p. 189).

W hat is im p o rtan t to co m p reh en d  here  is that in virtual reality data- 
env ironm en ts som e o f the  issues tha t arise are those re la ting  to the sense o f 
d istance an d  weight, an d  questions o f mass and  time. T he same is true for 
re a l- t im e  te le c o m m u n ic a tio n s ,  o p e ra t in g  a t th e  a b so lu te  sp e e d  o f  
e lec trom agnetic  waves, allowing local users o f the In te rn e t to com m unicate 
with any p o in t on  E arth  w ithout leaving -  Tokyo, for exam ple -  as if there 
is no  geograph ical o r spatial distance. At this po int, I can offer ju s t a h in t of 
th e  po ssib le  fu r th e r  p o litica l re -read in g  o f  cyberspace. S im u ltan eo u s 
collective processes o f recep tio n  and  com m unication in cyberspace have 
becom e the central de term in in g  m etaphor for the new m edia environm ent. 
T h a t which takes place on the In te rn e t is increasingly seen and utilized as 
the ‘new ’ public space. T he In te rn e t and  the W orld Wide Web are becom ing 
spaces th a t are n o t only parallel to the existing public one, bu t increasingly 
becom ing  a substitu te for it. So-called public op in ion  is form ulated  via our 
own q u estion ing , in the  m an n e r o f Fredric Jam eson , »what space, which 
actors, whose agents and  w hat subjects?«

As I in te n d  to  c o n d u c t an  analysis o f the  signifying an d  aesthe tic  
p rincip les g en e ra ted  by the space-tim e paradigm , I will first describe the 
m echanism s o f  its co nstruc tion  and  constitution. Finally, precisely because 
o f this construc ted  charac te r o f the paradigm  o f space, it is open to constant 
re-articulation.

The Cinematic Image

T o u n d e rs tan d  the significance o f a shift in the space-time paradigm , I 
p ropose  a m app ing  o u t o f  a (historical) discursive tim eline; to in te rp re t the 
results o f  changes in  the tim e /sp ace  paradigm , and in its experiences and 
sensations, as p roduced  by the various technologies of the moving and digital 
im ages, e.g., pho tography , the film apparatus and  virtual reality. This is a 
necessary step  also if we are to go beyond the kind o f theoretical stasis we 
cu rren tly  face in re-philosophizing cyberspace and  virtual reality. This stasis 
is the alm ost exaggerated  quantity  o f mainly excellent descriptions awaiting 
classification. O ne o f the aims o f this paper is to begin to articulate a possible 
a n d /o r  hypo thetical ap p ro ach  to such a classification.

T o  do  so, I will firs t m ake use o f  two parad igm s, o r  tim e m odels, 
developed  by Gilles D eleuze in the eighties within two books: TheMovement- 
Image (first pub lished  in 1983) and The Time-Image (first published in 1985).

139



Marina Gržinić

T he books exam ine m utations in the history o f cinem atic  signification. D. 
N. Rodowick, in his com pelling book Gilles Deleuze's Time Machine explains 
that, for Deleuze, »the sem iotic history o f  film is co in c id en t with a century- 
long transform ation w herein we have com e to re p re sen t an d  u n d e rs ta n d  
ourselves socially th ro u g h  spatial an d  tem p o ra l a rticu la tions fo u n d e d  in 
cinem a, if now realized m ore clearly in  the  e lec tron ic an d  digital m edia« 
(Rodowick, 1997, p. xiii). For D eleuze, it is n o t to p ro d u ce  a n o th e r  theory  
o f film, b u t to realize how aesthetic, ph ilosoph ical an d  scientific m odes o f 
understand ing  converge to produce cu ltura l strategies fo r im agining. W hat 
is specific to the image, writes D eleuze, »is to m ake percep tib le , to m ake 
visible, relationships o f time which can n o t be seen in the rep resen ted  object 
and  do n o t allow themselves to be red u ced  to the  presen t«  (D eleuze, Time- 
Image, p. xii).

I w ould like to p resen t som e o f the  elem ents o f  the two p rincipa l time- 
m achine paradigms o f the image conceived by Deleuze: the m ovem ent-im age 
and time-image -  in o rder to suggest a th ird  m odel: the virtual-image -  which 
would be  ap p ro p ria te  for an  u n d e rs ta n d in g  o f  th e  tem p o ra l an d  spatial 
characteristics o f cyberspace.

D eleuze linked  the  n o tio n  o f  th e  m ovem ent-im age to  th e  classical 
c inem a, fo r exam ple , to the  film s o f  E isen ste in , K eaton  etc .; in  sh o rt, 
D eleuze’s m ovem ent-im age draws u p o n  the  A m erican  silen t cinem a, the  
Soviet school o f m ontage, and  the F rench  im pressionist c inem a, w hereas 
the  tim e-im age orig inates in the  m o d e rn  E u ro p ean  an d  New A m erican  
cinem a, for exam ple, the films o f Resnais.

T he following outline o f the two D eleuzian m odels o f  tim e — im ages is 
extrem ely schem atic, b u t for the p u rpose  o f the thesis o f this paper, I will 
sum m arize here that it is their respective spatial ren d erin g  o f time (i.e., tim e 
through space) which divides the m ovem ent-im age from  the time-image. T he 
m ain p latform  o f this unusual idea derives from  D eleuze’s re -th ink ing  o f 
the interval -  the space or division betw een pho togram s, shots, sequences -  
and  how the organization o f intervals inform s the spatial re p resen ta tio n  o f 
time in cinem a.

A ccording to Deleuze, in the m ovem ent-im age (e.g., in E isenstein and  
Keaton film s), tim e is reduced  to intervals defin ed  by m ovem ent as actions, 
and  the linking o f such m ovem ents is accom plished  th ro u g h  m ontage. T h e  
movement-image can only provide an indirect image o f time. O n the contrary, 
when reality in the film im age is rep resen ted  in a d ispersed  way, an d  the 
linear actions dissolve in to  the form  o f aleatory o r ran d o m  strolls, th en , as 
result o f  this, the action-reaction schem a o f  the m ovem ent-im age begins to 
break down, producing a change in the na tu re  o f bo th  percep tion  and  affect.
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Since th e  link ing  o f  im ages is no  longer m otivated by action, the n a tu re  o f 
space changes, becom ing disconnected or empty. Acts o f seeing and  hearing  
rep lace  th e  linking o f im ages th rough  m otoric actions, as in the case o f  the 
m ovem ent-im age. In  the  time-im age, the interval is no  longer p art o f  the 
im age o r sequence e ith e r as the  ending  o f one action o r as the beg inn ing  of 
an o th e r . In  the  tim e-im age, the  interval becom es an  au to n o m o u s value, 
giving us a d irect im age o f time. The interval no longer facilitates the passage 
from  o n e  im age to an o th e r in any detectable m anner.

T h e  m ovem ent-im age an d  the time-image, however, each m anage this 
re la tion  with tim e differently. T he form er provides us with an  indirect image 
o f tim e, an d  the  latter, a d irec t im age o f time. O n this basis, in the time- 
im age m odel, according to Rodowick, the interval functions as an irreducible 
lim it, the  flow o f  im ages o r sequences b ifurcate and develop serially, ra th e r 
th a n  c o n tin u in g  as a line, o r  in teg ra tin g  in to  a w hole. T h e  tim e-im age 
p ro d u ces a serial ra th e r  th an  organic form  of com position (Rodowick, p. 
14), as is the case in the  m ovem ent-im age.

W hereas the  cinem atic m ovem ent-im age presents an  ind irec t im age o f 
tim e as exteriority, o r extensiveness, in space (Rodowick, p. 48), the cinem atic 
tim e-im age p resen ts  a d irec t im age -  the  an terio rity  o f  tim e as creative 
evolution, the p u re  form  o f tim e as change o r Becom ing (Rodowick, pp. 
48-49). W h at h ap p en s, we have to ask ourselves, w hen actions no longer 
m aster time? Deleuze, through Rodowick, argues that the image must turn from 
exteriority in space toward a process of genesis in mental relations of time.

The Virtual-Image

H ere, in p roposing  the th ird  image — the virtual-image - 1 w ould argue 
th a t w hat occurs h e re  is, first an d  forem ost, the reversal o f the D eleuzian 
established basic re la tion  o f tim e and  space: instead of the  spatial rendering  
o f  tim e (i.e., tim e th ro u g h  space) we experience in the cinem atic im age, 
my thesis is th a t in the virtual-im age, space is ren d ered  th ro u g h  time.

To co m p re h en d  the time-space features o f this possible th ird  m odel, 
o r paradigm , o f  the virtual-im age that I would like to p ropose here , I will 
m ake use o f its tim e-space characteristics as described by E dm ond  Couchot.

In  C o u c h o t’s sum m ary: »In fact, v irtual space a n d  tim e obey laws 
d iffe ren t from  those o f the reality we perceive with our senses. Data space is 
an  exclusively symbolic space: n e ith e r largely substrate in  m aterial, n o r in 
energy, even th o u g h  the  co m p u te r circuitry (hardw are) itself is a p a r t o f 
o u r physical reality; it is m ade u p  o f inform ation. It has no  dim ensions per
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se, n o  se t p e rm a n e n t p lace o r topos. H e n c e  its fu n d a m e n ta lly  u to p ie  
ch arac te r. Yet it can also m erge w ith real space as in te rfaced . Likewise, 
co rrespond ing  to this u topie space is a sim ulated  virtual tim e, itself w ith its 
own extraordinary properties. T hat is, ‘it seem s’ (phrase added  by the au thor, 
M .G .), an  au tonom ous tim e w ithout past, p re sen t o r  fu tu re , wholly beyond  
any determ inistic or non-determ inistic becom ing, o r again, o f any living sense 
o f becom ing. A tim e that partakes n o t o f ch ronos, b u t is an  u ch ro n ic  (o r 
b e tte r to say, achronic -  added  by th e  au th o r, M.G.) tim e, h en ce  its ability 
to also m erge -  hybridize -  with the tim e w here dwells the m an ip u la to r o r 
observer. (...) U chronic time comes in to  its own in the  im m ediacy o f im age- 
calculations and sim ulational-m odel p a ram ete r m odifications w ithou t any 
delay in the unfolding o f  the visualized p h en o m en o n . C hanges in  p aram eter 
value take effect th e  very m o m en t th e  e q u a tio n s  a re  b e in g  ca lcu la ted , 
in tervening in ‘real-tim e,’ as the technicians say, u p o n  successive operations 
and  displaying the  results instan taneously  via realistic o r  abstract im ages 
accord ing  to the m odels sim ulated, giving these sim ula tion  techno log ies 
fantastic effectiveness. U nder such conditions, we can thus speak o f creating  
a reality and  m odifying it at the ra te  o f creation , as if ‘re a l’ co m p u te r tim e 
took the place o f tem poral reality, in such a way th a t re feren ce  tim e loses -  
a t least partially -  its pre-existence. In  a sense, synthesized virtual tim e m arks 
the end  o f time. In these virtual time-space relations, the d e te rm in a n t factor 
is no  lon g er the speed o f in form ation transfer, b u t ra th e r the  speed  o f da ta  
calculation time. I t ’s as if that invisible barrie r, th e  speed  o f  ligh t a t which 
television  and  ra d io  in fo rm a tio n  c ircu la te , w ere a t th e  p o in t  o f  b e in g  
overtaken by the im m obile speed o f calculation« (C ouchot, pp. 16-17).

In short, changes in p aram eter values take effect the  very m o m en t the  
equations are being calculated, intervening in real-time. A nd real-time, which 
is tim e en tire ly  processed  by the  co m p u te r , is eq u a l to  ze ro  space. F o r 
exam ple, for Mark Poster too, this p o in t o f  the  real-tim e interval in  virtual 
reality is crucial. Virtual reality is close to real-time, which arose »in the audio­
reco rd ing  field when splicing, m ultiple-track reco rd in g  an d  m ultip le  speed  
reco rd ing  m ade possible times ‘o th e r ’ to th a t o f clock-tim e o r p h e n o m e n o ­
logical time« (Poster, p. 189). In virtual reality, the no rm al o r conven tional 
sense o f tim e has to be preserved by the  m od ifier ‘re a l,’ exactly as in the 
coinage: real-time. Real-time is, according to Kac, an  im m ediate transm ission 
and  recep tion  o f a signal as it is p ro d u ced  by a device, w ith o u t delays; live 
television is a com m on exam ple o f  real-tim e transm issions (Kac, 1998).

In the virtual-image, the interval disappears; real-tim e is n o t d irec t time, 
b u t a tim e w ithout intervals, w here space has the  value zero. M oreover, the  
n on-p lace , w hich may be d e fin ed  as a cyberspace in te rv a l, p ro d u c e s  a
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m ean in g  in which the d istribu tion  o f inform ation is a result of a synthesized 
process o f calculation. This is n o t the m ovem ent-im age’s differentiation and 
in tegration o f m eaning, n o r the time-image’s relinking o f irrational divisions, 
b u t a sim ulational process. Instead  o f the organic form  o f com position that 
belongs to the  m ovem ent-im age, and  the serial form  o f com position that 
belongs to the tim e-im age, the  virtual-image produces a synthetic one.

I w ould like to propose the following models o f time-images, according 
to  th e  fo llo w in g  te m p o ra l, sp a tia l an d  co m p o sitio n a l ch a rac te ris tic s , 
respectively:

the  m ovem ent-im age -  indirect-tim e interval -  exteriority  o f space — 
organic form

the time-im age -  direct-tim e interval -  anteriority o f space -  serial form
the virtual-im age — real-tim e interval -  non-space — synthetic form
It is im p o r ta n t  to  em p h asize  the  already  m e n tio n e d  co n stru c ted  

ch a rac te r o f  the d iscourse o f  space, as the space paradigm  is, so to speak, 
never g ro u n d ed  in space, b u t is always ex-, an- or non-space. »The non-place 
o f  cy b ersp ace tim e ,«  as N guyen  an d  A lexander p o in te d  ou t, »contains 
innum erab le  networks resting on logical lattices abstracted from unthinkably 
com plex  d ata  fields th a t un fo ld  across an  endless virtual void« (Nguyen and 
A lexander, p. 102). A non-space can be understood  h e re  and  now, no t as a 
form  o f u top ie  space, b u t above all, as a conceptual m atrix, a paradigm  of 
such a  space.

At this po in t, a path  to follow m ight also be exam ined in reverse m ode, 
by taking spatial m odalities in h e re n t in cyberspace as a starting p o in t and  
transposing them  back into reality. T hat m eans that some of these paradigms 
can p erhaps be functional outside the realm  o f the com puter. O r vice versa, 
we m igh t ask how radicalized spatial organizations m anifested in reality may 
serve as m odels for active intervention in cyberspace. Such a case is the project 
o f  the Slovenian visual a rt g roup  IRWIN, en titled  NEUE SLOWENISCHE 
KUNST (NSK) STATE IN TIME. O ne o f the most attention-grabbing projects 
o f  the NSK m ovem en t in the  1990’s has been  the »State in Time« project, 
w hich is prim arily  ca rried  o u t by the above-m entioned group, IRWIN. It 
was w ithin the co n tex t o f  a paradigm  o f this sort tha t the NSK Embassies 
an d  NSK C onsulates were realized. NSK Embassies were realized in Moscow 
(1992), G ent, Belgium (1993), etc. NSK consulates were opened  in Florence, 
Italy (1993), a t the H otel Am basciatori, and  in Umag, Croatia (1994), in 
the k itchen  o f the private ap a rtm en t o f  gallery owner M arino Cettina.

T h e  g ro u p  IRWIN established the NSK Embassy in Moscow in a private 
ap a rtm en t (address: Leninsky Prospect 12, apt. 24) in May and Ju n e  1992. 
T h e  facade o f  this residentia l dwelling was em bellished with the artistically

143



Marina Gržinić

articulated  insignia o f a state embassy. T h e  p ro jec t took  place w ith in  the 
contex t o f th e  in ternationalization o f one  o f the g reatest E astern  E u ro p ean  
phenom ena, Apt-Art (A partm ent-Art), w hich was a p h en o m en o n  o f artistic 
c rea tio n  a n d  ex h ib itio n  in  p rivate  a p a r tm e n ts  w ith in  th e  M oscow  a r t  
underg ro u n d . T he Moscow Apt-Art em phasized  the status o f  private space 
and changed it in to  a center of com m unication th rough  the self-organization 
o f those m ost excluded. T he NSK Moscow EMBASSY pro jec t rep re sen te d  a 
new  ac tu a liz a tio n  o f th e  p h e n o m e n o n  o f  life a n d  c re a tio n  in  p riv a te  
apartm ents during  the e ra  o f C om m unist to talitarianism .

In his book, Spectres de Marx, Jacques D errida  p u t in to  play the term  
‘spectre’ to indicate the elusive pseudo-m ateriality  th a t subverts th e  classic 
ontological oppositions o f reality and  illusion. Slavoj Žižek argues th a t »We 
should recognize the fact th a t there  is n o  reality w ithou t the spectre , th a t 
the circle o f reality can be closed only by m eans o f  an  u n can n y  spec tra l 
su p p lem en t.... ‘Spectre’ is no t to be confused with ‘symbolic fic tion’... reality 
is never d irec tly  ‘itse lf,’ it p re sen ts  itse lf  on ly  via its in co m p le te -fa iled  
symbolization, and  spectral apparitions em erge in this very gap th a t forever 
separates reality  from  the real, an d  on  acco u n t o f  w hich reality  has th e  
character o f  a (symbolic) fiction: the spectre gives body to th a t which escapes 
(the symbolically s tructured) reality« (Žižek, pp. 26-28). In  an  a ttem p t to 
em phasize the synthetic dialectical m o m en t developed  in  the NSK State in 
Tim e, we are  com pelled  to ask ourselves how  can  we label this sp iritua l 
e lem ent o f corporeality (NSK State In  T im e) an d  this co rp o rea l e lem en t o f 
spirituality (embassies in concrete  private spaces)? I p ropose we conclude: 
SPECTERS. Allow m e to state the following: the  NSK State in T im e is the 
specter o f the state, NSK Embassies are the specters o f Embassies. As R ichard  
Beardsworth has shown in his im p o rtan t b o o k  Derrida &  the political. »Any 
country , any locality, d e te rm in es  its u n d e rs ta n d in g  o f  tim e, p lace  an d  
co m m u n ity  in  re la t io n  to  th is  p ro c e s s  o f  ‘g lo b a l ’ s p e c ia l iz a t io n «  
(Beardsworth, p. 146).

O n the o th er hand , we can re-articulate the  NSK STATE IN TIM E also 
as a precise articulation o f the evacuation o f the specific h istorical, social 
and political space of the form er E astern E urope , after the fall o f  th e  Berlin 
Wall. As P e te r C am born Wilson, alias H akim  Bey, s ta ted  in  his lec tu re  at 
the N ettim e m eeting en titled  »Beauty an d  T he East« in L jubljana in  1997, 
the Second W orld has been  erased, an d  only the  First an d  T h ird  W orlds 
are left. In place o f the Second W orld, Bey argued , th e re  is a  big ho le  from  
which one ju m p s into the T h ird  (Cf. Bey, 1997). NSK STATE IN TIM E is a 
transposition, as m uch as it is also a spectralization, o f the  evacuation o f  the 
specific historical, social and  political space o f the fo rm er E astern  E urope ,
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of this non-space cond ition . It is possible to find the sam e condition  in  the 
cen te r o f the myth o f liberating  and innocent cyberspace. »W hatyou discover 
(in cyberspace — ad d ed  by the  au thor, M.G.) is always,« according to Olivier 
M archart, »your own im age in a reversed form. (...) This sentence -  since 
obviously, it parap h rases the  Lacanian com m unication  form ula -  has an 
axiom atic status. W herever you go, you are always already there« (M archart, 
1998). A nd this is exactly to w hat the IRWIN NSK STATE IN TIME project 
is p o in tin g  a finger. T he g ro u p  IRWIN has the power to articulate its p roper 
position  using the sam e m echanism s and  matrices that seem, at first glance, 
to be p a r t o f a n o th e r  »absolutely virtual« territory.

Contestational Errors

S ince w h a t I am  p ro p o s in g  h e re  is a re sea rch  in to  the  discursive 
constructions an d  articu lations o f the changes o f time an d  space paradigm s 
p ro d u ced  by im age technology, to look also at the characteristics of the time- 
space parad igm  developed  an d  sustained in the pho tograph ic im age would 
offer m ore  insigh t in to  the  la tte r stages o f such a p roposed  research.

In his »Short History o f Photography«, W alter Benjam in focuses on how 
the p rob lem  o f tim e characterized  the evolution of early photography. I will 
su m m arize  b rie f ly  B e n ja m in ’s in sigh ts , re ly ing  o n  D. N. R odow ick ’s 
p resen ta tion :

» N e ith e r  th e  in d e x ic a l qua lity  o f  th e  p h o to g ra p h  n o r  its icon ic  
characteristics fascinated  B enjam in as m uch as the interval of time m arked 
by exposure. In  the technological transition from an exposure time requiring 
several hours to only fractions o f a second, Benjam in m arked the gradual 
evaporation o f  au ra  from  the image. The idea of aura invoked here  is clearly 
re la ted  to B ergson’s durée. For Benjamin, the longer the interval of exposure, 
the  g re a te r  th e  ch an ce  th a t the  au ra  o f an en v iro n m en t -  the com plex 
tem pora l re la tions woven th ro u g h  its rep resen ted  figures -  would seep into 
the  im age, e tch in g  itself o n  the  pho tograph ic plate. (...) M ore concretely, 
the  tem pora l value o f the interval determ ines a qualitative ratio between 
tim e and  space in the photograph. In the evolution from slow to fast exposure 
times, segm entations o f tim e yielded qualitative changes in space: sensitivity 
to  light, c lea rer focus, m ore  extensive dep th  o f field, and  significantly, the 
fixing o f m ovem ent. Paradoxically, for Benjamin, as the iconic and spatial 
characteristics of photography becam e more accurate by decreasing the interval 
o f exposure, the image lost its temporal anchoring in the experience of duration, 
as well as the fascinating ambiguity of its ‘au ra’« (Rodowick, pp. 8-9).
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Rodow ick a tte m p te d  such a su m m ary  b ec au se  h e  is in te re s te d  in  
B enjam in’s com m entary on  the p h o to g rap h ic  exposu re  tim e, w hich can be 
seen sim ultaneously as the accum ulation o f  d u ra tio n  an d  as a red u c tio n  o f 
the time intervals, as a k ind  o f a pro to type o f b o th  o f  D eleuze’s tim e-im age 
m odels. In face o f this, I myself am  in te re sted  in  this co n tra c tio n  o f  the  
interval o f exposure tim e because it depicts a process o f erasu re , the  desire 
to rid ourselves o f the uncontrollable m ovem ents and  mistakes that can occur 
over such lo n g  ex p o su re  tim es. F u r th e rm o re , today  we a re  w itness to, 
m etaphorically speaking, the constan t decreasing , the  co n stan t sho rten in g , 
the condensation o f the interval o f exposure, on  the trajectory m oving from  
photography  through cinem a to cyberspace. This am oun ts to a process o f 
cleaning and  leaving b eh ind  the mistakes. W ith the virtual im age an d  its real­
time interval -  when the speed of light at which television an d  rad io  circulate 
in fo rm a tio n  is o v ertak en  by th e  im m o b ile  s p e e d  o f  c a lc u la tio n  — we 
ex p erien ce  an  ever m ore exact an d  rad ica l p rocess o f  co m p le te  im age 
evacuation, o r emptying. T he result is an  aesthetic process o f the  sterilization 
of the im age. W ith the arrival of the new m edia, an d  with d ig italization , a 
physicality o f  the connection o f the im age w ithin reality-time is lost. Mistakes 
in the im age, which were evidence o f  its reality-tem porality  existence, are 
traum atically lost. W ith mistakes, o n e  m igh t say, th e  subject finds ways to 
m ake a place in time. W ith the virtual im age’s real-tim e co n trac tio n , with 
the con traction  o f the tem poral-reality  intervals, th e  im age u n d e rg o es  a 
process o f com plete ‘em ptying o u t.’

In short, I w ant to em phasize the  technical constitu tion  o f tem porality. 
»The tem poralization o f time thus changes with a change in the  technical 
process tha t forms it« (Beardsworth, p. 161 ). M oreover, it is possible to detec t 
a process o f  constan t tension betw een the n a tu re  o f the technical tools th a t 
allows the m ediation of time and the h um an  experience o f time. This tension 
can  be  n a m e d , ag a in , as s p e c tra liz a tio n . A t s tak e  in  th is  p ro c e ss  o f  
spectralization lies the hum an  ex perience o f tim e. »Most im m ediately, it  is 
clear that with the digitalization o f m em ory support-systems, o u r experience 
of time is being  rapidly fo reshortened , creating , am o n g  o th e r th ings (...) 
the tension between the in terna tional n a tu re  o f the  e lec tron ic  an d  digital 
gaze an d  th e  co rpo ral realities th a t m ake u p  m u ch  o f  h u m a n  life. Less 
im m ediately, b u t m ore profoundly , it is also c lea r th a t  fu tu re  tech n ica l 
in te rv en tio n  on  the  gene tic  ‘in g re d ie n ts ’ o f  th e  h u m a n  will a c ce le ra te  
processes o f evolution at such a speed  (if this rem ains the  rig h t term ) th a t 
p resent conceptions o f history, inheritance, m em ory and  the  body will n eed  
to be dram atically reorganized, if th e  ‘se lec tio n ’ o f  w hat is ‘h u m a n ’, and  
what is no t, is no t to becom e the m onopoly  o f  an  organ ization  betw een the
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te c h n o s c ie n c e s  a n d  c a p ita l. J u s t  as th e se  te c h n iq u e s  to g e th e r  w ith  
deve lopm en ts in  m ach ine  in telligence will soon wish to suppress h um an  
‘fa i lu re ( s ) ’ (p recise ly  o u r  subm ission to tim e), so th e  real tim e o f  the  
te le techno log ies risks red u c in g  the différanceoï time, o r the  aporia o f  time, 
to an  ex p erien ce  o f  tim e th a t forgets time« (Beardsworth, p p .147-48).

T his process o f evacuation reached  its lim it o f absurdity, for exam ple, 
with the  virtualized visual scenarios of the Gulf War, which can be contrasted 
w ith the  lack o f in fo rm ation  abou t the ‘dirty’ and  very real war in Bosnia- 
H erzegovina. In stead  o f the d irec t images from  the war in BiH, we were, in 
m o st cases, via th e  so-called  live, real-tim e p ro g ram m in g  co n n ectio n s, 
co n fro n ted , on  the  o n e  h an d , with old televised images, and  on the o th e r 
with the  voice o f  the rad io  am ateu r rep o rtin g  live, in real-time.

D im itris E leftherio tis no tes a sim ilar process in  a d ifferen t, though  
co m p lem en ta ry , fie ld . A ccord ing  to E leftherio tis, »’T h e  D igital Im age 
S tabilizer’ is a po p u lar feature o f many new camcorders: it operates th rough  
a d igital analysis o f  each fram e which detects and  elim inates ‘ab n o rm al’ 
movem ents. In a similar fashion, visual surveillance technology depends upon 
the identification  o f ‘ab n o rm a l’ o r ‘irregu lar’ m ovem ents which d isrup t the 
‘n o rm a l’ flow o f  p eo p le  in  a stree t, a shopp ing  cen te r o r su p erm ark et -  
re search  cu rren tly  u n d e r ta k e n  looks for ways in  w hich the d e tec tio n  o f 
ab n o rm a l m o v em en t can  becom e an au to m ato n  b u ilt in to  the system« 
(Eleftheriotis, p. 105). Both processes can be understood as the opposite parts 
o f the  sam e m athem atical, legal, as well as aesthetical operation , em ptying 
o u t an d  sterilization o f the  im age. As M ark Lajoie has stated, »The distance 
betw een the user on  one side, and  the seem ing space on the o ther is absolute. 
I t sh o u ld  com e as n o  surprise  th a t m any o f the technologies involved in the 
v ir tu a l re a lity  in te r fa c e  hav e  th e ir  o rig in  in m ach in e ry  d es ig n ed  fo r 
p e rfo rm ing  tasks in environm ents inhospitable to hum an  beings -  chem ical 
factories, n u c lea r pow er p lants, vacuum  space. Cyberspace offers to do  the 
sam e with all re lations to the m aterial, treating the m aterial as a toxic agent, 
o r po isoned  environm ent, to place an im perceptible yet om nipresent barrier 
betw een all m ateria l re la tions with others« (Lajoie, p. 163).

In  c o n tra s t to the  c lean , p u re  space o f virtual reality, the  m ateria l 
becom es an  object o f  h o rro r and  disgust because it cannot be integrated into 
the matrix. In o th er words, the material becomes an abject. As Julia Kristeva 
has po in ted  out, »It becom es what culture, the sacred, m ust purge, separate 
and  banish so that it may establish itself as such in the universal logic o f catharsis« 
(Kristeva, »Psychoanalysis and  the Polis,« p. 102, in Lajoie, p. 165). Materiality 
is entirely extracted from  cyberspace, and reduced from object to abject -  a 
senseless, obscene in terven tion  (Cf. Critical A rt Ensem ble and Pell, 1998).
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T he en trance o f mistakes in perfect, sim ulated  env ironm ents can be 
viewed, therefore, as a p o in t o f  developing new aesthetical an d  con cep tu a l 
strategies, as the mistake as object o f  h o rro r and  disgust can n o t be in tegra ted  
into the m atrix. A ntiorp, a mysterious D anish com poser whose g en d e r -  o r  
even hum anity  — is unknow n, prom otes the  id ea  th a t technology  used  to 
create art inevitably becom es the subject o f the a rt itself. Errors, for exam ple. 
A ntio rp  writes, »Generally, (peop le) a r e n ’t an tic ip a tin g  e rro rs , b row ser 
deconstruction o r denials o f service. Inco rp o ra tin g  these in to  p rog ram m ing  
generates an  elem ent of intrigue, seduction and  frustration. E rro r is the m ark 
o f the h ig h er organism , and  it presen ts an  en v iro n m en t with w hich o n e  is 
invited to in teract o r perhaps control« (Cf. antiorp@tezcat.com / =cw 4t7abs/ 
(1998)).

W h a t m atte rs  in  cyberspace is n am ely  th e  p o ssib ility  to  in te ra c t  
concretely, hence m aterially, by m eans o f d iffe ren t devices -  from  joysticks 
to datasuits -  with the virtual world. It is exactly at this precise p o in t o f contact, 
a t the in terface betw een the virtual an d  real, th a t the user is called  to  in sert 
his or h e r  fingerprin ts, and  ultim ately, his o r  h e r  m ateria l body also in  the 
form  o f  a m istake. T h e  in te rface  can  be  c o n s id e re d  an  o b sce n e  sta in  
constantly rem ind ing  the user o f his o r h e r  inability to becom e fully subject 
in cyberspace, and  we m ight also say the sam e with regard  to the  mistakes. 
Mistakes in the im age are like a fin g erp rin t on  the  film, a scratch  o r scars 
on the skin -  the evidence o f the existence o f the  im age. T o  m ake a m istake 
is to find a place in time. A mistake is like a w ound in the im age; it is like an  
erro r in the body, or, as form ulated  by B eardsw orth, fa ilure(s) rep resen t(s) 
precisely o u r submission to time (cf. Beardsw orth, p. 148). This is a  situation 
o f p roducing  a gap, a hiatus, w here we can in sert n o t only a p ro p e r  body, 
b u t also its in terp re ta tion .

We m ust continually engage to locate ourselves in  the w orld in re la tion  
to others -  hum an and  non-hum an. »I am  conscious o f my body via the world, 
that it is the unperceived term  in the cen te r o f  the  w orld towards w hich all 
objects tu rn  their face; it is true for the  sam e reason  th a t my body  is the  
pivot o f  the world: I know that objects have several facets because I cou ld  
make a tou r o f the world through the m edium  o f my body« (M erleau-Ponty, 
p. 82).

In  D e c e m b e r 1997, TV T okyo  s u s p e n d e d  th e  w eek ly  re g u la r ly  
broadcasting of the popular ‘Pocket M onster’ cartoon, known as ‘P ockem on,’ 
because nearly  700 p eo p le  nationw ide, m ain ly  ch ild re n , w ere tak en  to 
hospitals after w atching the show on  16 D ecem ber. T he TV viewers w ere 
afflicted by an  outbreak o f convulsions an d  faintness, en d in g  with catalepsy. 
T he scene from  Pockem on, which was suspected  o f  send ing  h u n d re d s  to
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hospitals, can  be  described  as four seconds o f flashing red , blue, white and  
black lights. It was a k ind  o f strobe flash, like second sunlight, som ething so 
hyper-b righ t th a t it resu lted  in  b o th  blindness and  catalepsy.

T h ro u g h  this exam ple, we can discuss som e o th e r im p o rtan t points 
raised  in co n n ectio n  with the  re la tionsh ip  betw een o u r physical body and 
the  im age. W hile I wish to avoid falling into the trap o f mass psychological 
hysterical readings o f the eternally bad and dangerous influence o f TV upon  
g e n e ra t io n s  o f  v iew ers, I w ill try to  e s tab lish  an  a lm o s t h e re t ic a l  
in te rp re ta tio n  o f the  event. We could  say th a t the TV-induced epilepsy-like 
illness b ro u g h t back  to a mass o f TV viewers the reality o f their physical 
bodies. T h e  h u m an  body has been , for m ore than  a century, cap tu red  o r 
frozen  as im ages via photography. It has been  approxim ately 120 years since 
1877-80, w hen the psychiatrist M artin Charcot, at the Salpêtrière H ospital 
in  Paris, p h o to g rap h e d  his hysterical patients with the in ten tion  o f m aking 
th e ir  illness visible (d u e  to th e  u n d erly in g  patho logy  o f  hysteria b e in g  
invisib le). Now, in  the  1990’s, the body fights back! W ith the  hysterical 
suffering  body o f P ockem on, we witness a reaction, a disobedience, to the 
un til now  im m obile, o r frozen, body’s relation  to the image. T he success o f 
p h o to g rap h y  in cap tu ring  hysteria had  to do precisely with the m echanism s 
in te rn a l to pho tography , w hich are connected  with its »reality effect,« and  
w ith th e  p h o to g rap h ic  a p p a ra tu s ’ po ten tial to freeze the convulsive and  
hysterical body.

It seem s th a t today, in a w orld supersaturated  with images, to m ake 
the  body visible -  to sim ply rem in d  ourselves tha t we have a physical body
-  the body had  to fall back again into hysteria, into an outbreak o f convulsions 
an d  faintness. O n  the o th e r hand , Pockem on allows us to discuss the idea of 
to tal visibility constantly  p ro d u ced  by the mass m edia. But this kind o f total 
visibility is ju s t media-processed; it is simply ano ther form of m isconstruction. 
In  reality, we have, as P eter W eibel once no ted , zones o f  visibility and  zones 
o f invisibility. T he Pockem on ‘Cataleptic Tuesday’ event (Pockemon has been 
aired  every Tuesday since April 1997) b ro u g h t us not only to the core o f the 
processes o f represen ta tion , and  to the so-called zero-point o f  representation 
in  re la tio n  to  th e  physical body, b u t it rep resen ts  an  alm ost psychotic 
appearance o f these phenom ena, by the constantly h idden  zones o f invisibility 
in  mass m edia. T hese zones flashed for a m om ent so brightly  on the surface 
o f the  im age, they allowed the body to becom e blind and  hysterical.

This p h en o m en o n  may also be described through  the perspective of 
Paul V irilio, w ho claims th a t the  in troduction  of com puterized technology 
simply m akes visible w hat h ad  been  assum ed or, I use the word overtaken,
-  the fleeting  tim e o f exposure in instantaneous perception , which results
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in »a collapse o f m nem onic  consolidation«  (Virilio, p. 7). It is a process 
showing th a t the observer’s m o m en t o f  p ercep tio n  is n o  lo n g er in synch, n o  
longer in tegrated  into the time of exposure, in  the topographical percep tion  
and  m em orization processes im pressed in the tim e o f exposure. For Virilio, 
what characterizes the rep lacem en t o f the  d ep th  o f space by the  d ep th  o f 
time, is a splitting o f viewpoint, the sharing o f percep tion  o f the env ironm en t 
between the anim ate (the living subject) and  the  inan im ate  (th e  object, the  
seeing m ach in e ). T h e  vision (s) o f this viewpoint, its visualizations, a re  w hat 
is already there in the eye o f the cam era(s), rem ain in g  in »a state o f  la ten t 
im m ediacy  in  th e  h u g e  ju n k  h e a p  o f  th e  s tu ff  o f  m em o ry , w an tin g  to  
reappear, inexorably, when the tim e comes« (Virilio, p. 43).

To reapp ropria te  the place o f this m em ory, o f  virtual m em ory, in the  
m odern way means, therefore, n o t to use any m ore traces -  as virtual m em ory 
is no longer in a function  of the past, b u t o f the fu tu re  -  b u t instead  to use 
mistakes, as the speed  o f light a t which TV an d  rad io  in fo rm ation  circulates 
are at the po in t o f being  overtaken by the im m obile speed  o f  calculations.
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