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In Hito Steyerl’s writing we begin to see how, even if the hopes and desires for coherent

collective political projects have been displaced onto images and screens, it is precisely here

that we must look frankly at the technology that seals them in. The Wretched of the Screen

collects a number of Steyerl’s landmark essays from recent years in which she has steadily

developed her very own politics of the image.Twisting the politics of representation around the

representation of politics, these essays uncover a rich trove of information in the formal shifts

and aberrant distortions of accelerated capitalism, of the art system as a vast mine of labor

extraction and passionate commitment, of occupation and internship, of structural and literal

violence, enchantment and fun, of hysterical, uncontrollable flight through the wreckage of

postcolonial and modernist discourses and their unanticipated openings.

Japanese Animation: East Asian Perspectives is an important collection. It offers essays and,

as the title correctly announces, different standpoints on Japanese animation by East Asian

scholars and professionals of the field. . . . [A] vast, potential audience of anime fans can find in

this book a way to widen their often too narrow knowledge about animated cinema made in

Japan. (Animation Studies 2.0) --This text refers to the hardcover edition.Book DescriptionA

significant collection of essays by Asian writers on Asian animation, this book sheds new light

on the diverse histories and influences in the development of anime. It is a much-needed

contribution to animation studies. (Dan Torre, lecturer in animation and interactive media at

RMIT University, Melbourne, Australia)This fascinating book balances essays from academics

with the work of seasoned animation professionals, and in so doing provides a wide-ranging

and accessible overview of aspects of Japanese animation often unexplored or neglected in

the West. Masao Yokota and Tze-yue G. Hu have taken an adventurous approach that

embraces and celebrates teaching, research, and creativity in its widest sense. This will be an

invaluable addition to any anime-lover's bookshelf. (Helen McCarthy, author The Art of Osamu

Tezuka: God of Manga and co-author (with Jonathan Clements) of The Anime Encyclopedia: A

Guide to Japanese Animation Since 1917, Revised and Expanded Edition)Masao Yokota and

Tze-yue G. Hu, both prominent scholars in the field of Japanese and East Asian animation

studies, have put together an excellent anthology on Japanese animation seen in East Asian

perspectives. The volume presents an overview of Japanese animation history, the politics and

ideologies of animation production and consumption, as well as insights into the individual

pioneers within animation and their works. A number of issues are addressed through the

context of teaching Japanese animation, which makes many of the texts rich in pedagogical

reflection and teaching methodology in terms of animation education. While many English-

language books on Japanese animation focus on how Western cultures are influenced by

Japanese popular culture, this volume provides a rare but much needed perspective on how

mutual influences of animation thrive among East Asian cultures and the types of transnational

exchange they foster. (Gunhild Borggreen, associate professor in visual culture at University of

Copenhagen) --This text refers to the hardcover edition.From the Inside FlapNever before

available in English, East Asian critiques and discussion of a powerful Japanese export and

popular art form --This text refers to the hardcover edition.About the AuthorMasao Yokota is

professor of psychology at Nihon University. He is former chair of the Japan Society for

Animation Studies and current chair of the Japanese Psychological Association and Japanese



Union of Psychological Associations. Tze-yue G. Hu is an independent educator based in

Northern California. She is author of Frames of Anime: Culture and Image-Building. Yokota and

Hu coedited (with Gyongyi Horvath) Animating the Spirited: Journeys and Transformations,

published by University Press of Mississippi. --This text refers to the hardcover edition.Read

more
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PrefaceWritten over the course of the past few years on a variety of topics, the essays

gathered in this book can be said to revolve around a remarkably potent politics of the image

that Hito Steyerl has steadily advanced in her work and writing. This is most clear in her

landmark essay “In Defense of the Poor Image,” and extends to “The Spam of the Earth:

Withdrawal from Representation,” an essay on image-value as defined not by resolution and

content, but by velocity, intensity, and speed. If reality and consciousness are not only reflected

but also produced by images and screens, then Steyerl discovers a rich trove of information in

the formal shifts and aberrant distortions of accelerated capitalism. It is a way of coming to

terms with capitalism’s immaterial and abstract flows by identifying a clear support structure

beneath it, and releasing a kind of magical immediacy from its material. The digital image is not

as ephemeral as one might think, because just as a photograph is lodged in paper, the digital

image is lodged in a circulatory system of desire and exchange, which itself relies on a very

specific economic regime.For Steyerl, to look frankly at the forms produced by this regime is

crucially not to also accept its techniques of exploitation. Rather, it is to resist a certain

temptation to reflect nostalgically on a time when things were simpler, better. Her epic “In Free

Fall” should make such nostalgia impossible: looking back to the single-point linear perspective

developed primarily in the Renaissance, and accepted until today as an objective

representation of empirical space, Steyerl shows this to be a total fiction produced by a

Western worldview centered on the individual subject. The single point, it would seem, is not

the vanishing point, but the spectator. This blows open an entire metaphysics surrounding the

picture plane as a highly unstable space of projection; what emerges is the idea that the poor

images we see on the internet are not new innovations, but part of a centuries-long history of

sculpting space and human consciousness using ideology masked as objective



reality.Abandoning the safety and certainty provided by centralized optics fast-forwards us to

the present, where a condition of groundlessness begins to describe a moment when politics

and representation, exploitation and affect, twist around each other in unforeseen ways,

bursting apart at their seams, coming back together, and bursting apart again. Is this the space

that contemporary art inhabits? In essays such as “Politics of Art: Contemporary Art and the

Transition to Post-Democracy” and “Is a Museum a Factory?,” Steyerl zooms in on the art

system as a vast mine of labor extraction that survives on the passionate commitment of

brilliant women, stressed-out freelancers, and unpaid interns. Are the many abandoned

factories that have been turned into cultural spaces not the most conspicuous evidence that

contemporary art serves to absorb the leftover ideological energy of history’s failed political

projects? Are they not the new mines for an emergent global class of soft labor?In Steyerl’s

writing we begin to see how, even if the hopes and desires for coherent collective political

projects have been displaced onto images and screens, it is precisely here that we must look

frankly at the technology that seals in these aspirations. By undoing the lock, we might

encounter the sheer pleasure of movement, of vertiginous uncontrollable flight through the

wreckage of postcolonial and modernist discourses, from their failed promises and totalizing

claims to their unanticipated openings. Suddenly, sites of structural and literal violence are

swallowed up in indeterminacy—made available for diversion, ready to be cracked open and

reprogrammed with playfulness and mischief, affect and commitment, enchantment and

fun.When we first discussed starting an art journal in 2008, Steyerl’s writing served as a crucial

source of inspiration, and it is fair to say that the format and approach of e-flux journal would

not be the same without her.—Julieta Aranda, Brian Kuan Wood, Anton Vidokle

Introduction“In a few hundred thousand years extraterrestrial forms of intelligence may

incredulously sift through our wireless communications,” writes Hito Steyerl in her essay “The

Spam of the Earth: Withdrawal from Representation.”It’s true: in a few hundred thousand years

someone from another galaxy may look with pity upon the agony of our time on this planet

taken hostage by the dogma of capitalism. In trying to understand what happened and why, this

extraterrestrial intelligence will be astonished by our incredible mixture of technological

refinement and extreme moral stupidity. This book will help the extraterrestrial to find some

meaning, or at least some explanations.In 1977, human history reached a turning point.

Heroes died, or, more accurately, they disappeared. They were not killed by the foes of

heroism, but were transferred to another dimension, dissolved, transformed into ghosts. The

human race, misled by burlesque heroes made of deceptive electromagnetic substances, lost

faith in the reality of life, and started believing only in the infinite proliferation of images.It was

the year when heroes faded, transmigrating from the world of physical life and historical

passion into the world of simulation and nervous stimulation. The year 1977 was a watershed:

from the age of human evolution the world shifted to the age of de-evolution, or de-civilization.

What had been built through labor and social solidarity began to be dissipated by a rapid and

predatory process of de-realization. The material legacy of the modern conflictive alliance

between the industrious bourgeois and industrial workers—in public education, health care,

transportation, and welfare—was sacrificed to the religious dogma of a god called “the

markets.”In the second decade of the twenty-first century, the post-bourgeois dilapidation took

the final form of a financial black hole. A drainage pump started to swallow and destroy the

product of two hundred years of industriousness and collective intelligence, transforming the

concrete reality of social civilization into abstractions—figures, algorithms, mathematical

ferocity, and accumulation of nothing.The seductive force of simulation transformed physical



forms into vanishing images, submitted visual art to viral spreading, and subjected language to

the fake regime of advertising. At the end of this process, real life disappeared into the black

hole of financial accumulation. What is not totally clear at the moment is this: What happened

to subjectivity, to sensibility and the ability to imagine, to create and to invent? Will the

extraterrestrials find that the humans were, in the end, still able to come out of the black hole,

to invest their energy in a new creative passion, in a new form of solidarity and mutuality?This

is the question Hito Steyerl’s book asks, while also trying to say something about the

possibilities to come, to show some traces of a possible future.History has been replaced by

the endless flowing recombination of fragmentary images. Political awareness and political

strategy have been replaced by the random recombination of frantic precarious activity. And

yet, a new form of intellectual research is emerging, and artists are looking for a common

ground from which to understand these changes. As the philosopher who foresaw the

destruction of the future said: “But where danger threatens / That which saves from it also

grows.”1It was in the 1990s, the decade of crazy acceleration when the black hole began to

form, that Net culture and recombinant imagination emerged from the ashes of visual art

reduced to imaginary spam, and intermingled with media activism. In the swirl of de-realization

a new form of solidarity started to emerge.Hito Steyerl’s essays in this book are a sort of

reconnaissance mission, a cartography in the making of the wasteland of the frozen

imagination, but also a cartography of the emerging new sensibility. From this cartography we

will know where to move forward to discover a new form of activity that must take the place of

art, of politics, and of therapy, and that must mix these three different forms into a process of

reactivating sensibility, so that humankind may become capable of recognizing itself again.Will

we succeed in this discovery? Will we be able to find the way out from the present darkness

and confusion of dogma and falseness? Will we be able to escape the black hole?At the

moment, it is impossible to say—we don’t know if there is hope beyond the black hole, if there

will be a future after the future. We must ask the extraterrestrial forms of intelligence who,

looking down to Earth, will detect the signs of our becoming lost, and possibly also the signs of

our new life after capitalism.—Franco “Bifo” BerardiFriedrich Hölderlin, “Patmos,” in Selected

Poems and Fragments, ed. Jeremy Adler, trans. Michael Hamburger (London: Penguin Books,

1998), 231.!©

In Free Fall: A Thought Experiment on Vertical PerspectiveImagine you are falling. But there is

no ground.Many contemporary philosophers have pointed out that the present moment is

distinguished by a prevailing condition of groundlessness.1 We cannot assume any stable

ground on which to base metaphysical claims or foundational political myths. At best, we are

faced with temporary, contingent, and partial attempts at grounding. But if there is no stable

ground available for our social lives and philosophical aspirations, the consequence must be a

permanent, or at least intermittent state of free fall for subjects and objects alike. But why don’t

we notice?Paradoxically, while you are falling, you will probably feel as if you are floating—or

not even moving at all. Falling is relational—if there is nothing to fall toward, you may not even

be aware that you’re falling. If there is no ground, gravity might be low and you’ll feel

weightless. Objects will stay suspended if you let go of them. Whole societies around you may

be falling just as you are. And it may actually feel like perfect stasis—as if history and time have

ended and you can’t even remember that time ever moved forward.As you are falling, your

sense of orientation may start to play additional tricks on you. The horizon quivers in a maze of

collapsing lines and you may lose any sense of above and below, of before and after, of

yourself and your boundaries. Pilots have even reported that free fall can trigger a feeling of



confusion between the self and the aircraft. While falling, people may sense themselves as

being things, while things may sense that they are people. Traditional modes of seeing and

feeling are shattered. Any sense of balance is disrupted. Perspectives are twisted and

multiplied. New types of visuality arise.This disorientation is partly due to the loss of a stable

horizon. And with the loss of horizon also comes the departure of a stable paradigm of

orientation, which has situated concepts of subject and object, of time and space, throughout

modernity. In falling, the lines of the horizon shatter, twirl around, and superimpose.A Brief

History of the HorizonOur sense of spatial and temporal orientation has changed dramatically

in recent years, prompted by new technologies of surveillance, tracking, and targeting. One of

the symptoms of this transformation is the growing importance of aerial views: overviews,

Google Map views, satellite views. We are growing increasingly accustomed to what used to

be called a God’s-eye view. On the other hand, we also notice the decreasing importance of a

paradigm of visuality that long dominated our vision: linear perspective. Its stable and single

point of view is being supplemented (and often replaced) by multiple perspectives, overlapping

windows, distorted flight lines, and divergent vanishing points. How could these changes be

related to the phenomena of groundlessness and permanent fall? First, let’s take a step back

and consider the crucial role of the horizon in all of this. Our traditional sense of orientation—

and, with it, modern concepts of time and space—are based on a stable line: the horizon line.

Its stability hinges on the stability of an observer, who is thought to be located on a ground of

sorts, a shoreline, a boat—a ground that can be imagined as stable, even if in fact it is not. The

horizon line was an extremely important element in navigation. It defined the limits of

communication and understanding. Beyond the horizon, there was only muteness and silence.

Within it, things could be made visible. But it could also be used for determining one’s own

location and relation to one’s surroundings, destinations, or ambitions.Early navigation

consisted of gestures and bodily poses relating to the horizon. “In early days, [Arab navigators]

used one or two fingers width, a thumb and little finger on an outstretched arm, or an arrow

held at arm’s length to sight the horizon at the lower end and Polaris at the upper.”2 The angle

between the horizon and the Pole star gave information about the altitude of one’s position.

This measurement method was known as sighting the object, shooting the object, or taking a

sight. In this way, one’s own location could be at least roughly determined.Instruments like the

astrolabe, quadrant, and sextant refined this way of gaining orientation by using the horizon

and the stars. One of the main obstacles with this technology was the fact that the ground on

which sailors stood was never stable in the first place. The stable horizon mostly remained a

projection, until artificial horizons were eventually invented in order to create the illusion of

stability. The use of the horizon to calculate position gave seafarers a sense of orientation, thus

also enabling colonialism and the spread of a capitalist global market, but also became an

important tool for the construction of the optical paradigms that came to define modernity, the

most important paradigm being that of so-called linear perspective.As early as 1028, Abu Ali al-

Hasan ibn al-Haytham (965–1040), also known as Alhazen, wrote a book of visual theory,

Kitab al-Manazir. After 1200, it became available in Europe and spawned numerous

experiments in visual production between the thirteenth and fifteenth centuries, which

culminated in the development of linear perspective. Hans Vredeman De Vries, Perspective 39,

1605, copperplate engraving. Courtesy of Gurari Collections. In Duccio’s Last Supper (1308–

11), several vanishing points are still evident. The perspectives in this space do not coalesce

into a horizon line, nor do they all intersect in one single vanishing point. But in Miracle of the

Desecrated Host (Scene I) (1465–69), painted by Paolo Uccello, who was one of the most

ardent experimenters in the development of linear perspective, the perspective is aligned to



culminate in one single vanishing point, located on a virtual horizon defined by the eye

line.Linear perspective is based on several decisive negations. First, the curvature of the Earth

is typically disregarded. The horizon is conceived as an abstract flat line upon which the points

on any horizontal plane converge. Additionally, as Erwin Panofsky argued, the construction of

linear perspective declares the view of a one-eyed and immobile spectator as a norm—and

this view is itself assumed to be natural, scientific, and objective. Thus, linear perspective is

based on an abstraction, and does not correspond to any subjective perception.3 Instead, it

computes a mathematical, flattened, infinite, continuous, and homogenous space, and

declares it to be reality. Linear perspective creates the illusion of a quasi-natural view to the

“outside,” as if the image plane was a window opening onto the “real” world. This is also the

literal meaning of the Latin perspectiva: to see through.This space defined by linear

perspective is calculable, navigable, and predictable. It allows the calculation of future risk,

which can be anticipated, and, therefore, managed. As a consequence, linear perspective not

only transforms space, but also introduces the notion of a linear time, which allows

mathematical prediction and, with it, linear progress. This is the second, temporal meaning of

perspective: a view onto a calculable future. As Walter Benjamin argued, time can become just

as homogenous and empty as space.4 And for all these calculations to operate, we must

necessarily assume an observer standing on a stable ground looking out toward a vanishing

point on a flat, and actually quite artificial, horizon.But linear perspective also performs an

ambivalent operation concerning the viewer. As the whole paradigm converges in one of the

viewer’s eyes, the viewer becomes central to the worldview established by it. The viewer is

mirrored in the vanishing point, and thus constructed by it. The vanishing point gives the

observer a body and a position. But on the other hand, the spectator’s importance is also

undermined by the assumption that vision follows scientific laws. While empowering the subject

by placing it at the center of vision, linear perspective also undermines the viewer’s individuality

by subjecting it to supposedly objective laws of representation.Needless to say, this reinvention

of the subject, time, and space was an additional tool kit for enabling Western dominance, and

the dominance of its concepts—as well as for redefining standards of representation, time, and

space. All of these components are evident in Uccello’s six-panel painting, Miracle of the

Desecrated Host. In the first panel, a woman sells a Host to a Jewish merchant, who in the

second panel tries to “desecrate” it. For this, the Jewish merchant ends up at the stakes. Along

with his wife and two small children, he is tied to a pillar on which parallels converge as if it

were a target mark. The date of these panels shortly prefigures the expulsion of Jews and

Muslims from Spain in 1492, also the year of Christopher Columbus’s expedition to the West

Indies.5 In these paintings, linear perspective becomes a matrix for racial and religious

propaganda, and related atrocities. This so-called scientific worldview helped set standards for

marking people as other, thus legitimizing their conquest or the domination over them.On the

other hand, linear perspective also carries the seeds of its own downfall. Its scientific allure and

objectivist attitude established a universal claim for representation, a link to veracity that

undermined particularistic worldviews, even if halfheartedly and belatedly. It thus became a

hostage to the truth it had so confidently proclaimed. And a deep suspicion was planted

alongside its claims for veracity from its inception.The Downfall of Linear PerspectiveBut the

situation now is somewhat different. We seem to be in a state of transition toward one or

several other visual paradigms. Linear perspective has been supplemented by other types of

vision to the point where we may have to conclude that its status as the dominant visual

paradigm is changing.This transition was already apparent in the nineteenth century in the field

of painting. One work in particular expresses the circumstances of this transformation: The



Slave Ship (1840), by J. M. W. Turner. The scene in the painting represents a real incident:

when the captain of a slave ship discovered that his insurance only covered slaves lost at sea,

and not those dying or ill on board, he ordered all dying and sick slaves to be thrown

overboard. Turner’s painting captures the moment where the slaves are beginning to go

under.In this painting, the horizon line, if distinguishable at all, is tilted, curved, and troubled.

The observer has lost his stable position. There are no parallels that could converge at a single

vanishing point. The sun, which is at the center of the composition, is multiplied in reflections.

The observer is upset, displaced, beside himself at the sight of the slaves, who are not only

sinking but have also had their bodies reduced to fragments—their limbs devoured by sharks,

mere shapes below the water’s surface. At the sight of the effects of colonialism and slavery,

linear perspective—the central viewpoint, the position of mastery, control, and subjecthood—is

abandoned and starts tumbling and tilting, taking with it the idea of space and time as

systematic constructions. The idea of a calculable and predictable future shows a murderous

side through an insurance that prevents economic loss by inspiring cold-blooded murder.

Space dissolves into mayhem on the unstable and treacherous surface of an unpredictable

sea.Turner experimented with moving perspectives early on. Legend has it that he had himself

tied to the mast of a ship crossing from Dover to Calais, explicitly to watch the horizon change.

In 1843 or 1844, he stuck his head out of the window of a moving train for exactly nine minutes,

the result of which was a painting called Rain, Steam, and Speed—The Great Western

Railway (1844). In it, linear perspective dissolves into the background. There is no resolution,

no vanishing point, and no clear view to any past or future. Again, more interesting is the

perspective of the spectator himself, who seems to be dangling in the air on the outer side of

the rails of a railroad bridge. There is no clear ground under his assumed position. He might be

suspended in the mist, floating over an absent ground.In both of Turner’s paintings, the horizon

is blurred, tilted, and yet not necessarily denied. The paintings do not negate its existence

altogether, but render it inaccessible to the viewer’s perception. The question of horizon starts

to float, so to speak. Perspectives assume mobile points of view and communication is

disabled even within one common horizon. One could say that the downward motion of the

sinking slaves affects the point of view of the painter, who tears it away from a position of

certitude, and subjects it to gravity and motion and the pull of a bottomless

sea.AccelerationWith the twentieth century, the further dismantling of linear perspective in a

variety of areas began to take hold. Cinema supplements photography with the articulation of

different temporal perspectives. Montage becomes a perfect device for destabilizing the

observer’s perspective and breaking down linear time. Painting abandons representation to a

large extent and demolishes linear perspective in cubism, collage, and different types of

abstraction. Time and space are reimagined through quantum physics and the theory of

relativity, while perception is reorganized by warfare, advertisement, and the conveyor belt.

With the invention of aviation, opportunities for falling, nose-diving, and crashing increase. With

it—and especially with the conquest of outer space—comes the development of new

perspectives and techniques of orientation, found especially in an increasing number of aerial

views of all kinds. While all these developments can be described as typical characteristics of

modernity, the past few years has seen visual culture saturated by military and entertainment

images’ views from above.Aircraft expand the horizon of communication and act as aerial

cameras providing backgrounds for aerial map views. Drones survey, track, and kill. But the

entertainment industry is busy as well. Especially in 3-D cinema, the new characteristics of

aerial views are fully exploited by staging vertiginous flights into abysses. One could almost say

that 3-D and the construction of imaginary vertical worlds (prefigured in the logic of computer



games) are essential to each other. 3-D also intensifies hierarchies of material required to

access this new visuality. As Thomas Elsaesser has argued, a hardware environment

integrating military, surveillance, and entertainment applications produces new markets for

hardware and software.6In a fascinating text, Eyal Weizman analyzes verticality in political

architecture, describing the spatial turn of sovereignty and surveillance in terms of a vertical 3-

D sovereignty.7 He argues that geopolitical power was once distributed on a planar map-like

surface on which boundaries were drawn and defended. But at present, the distribution of

power—he cites the Israeli occupation in Palestine as his example, but there could be many

others—has increasingly come to occupy a vertical dimension. Vertical sovereignty splits space

into stacked horizontal layers, separating not only airspace from ground, but also splitting

ground from underground, and airspace into various layers. Different strata of community are

divided from each other on a y-axis, multiplying sites of conflict and violence. As Achille

Mbembe contends,Occupation of the skies therefore acquires a critical importance, since most

of the policing is done from the air. Various other technologies are mobilized to this effect:

sensors aboard unmanned air vehicles (UAVs), aerial reconnaissance jets, early warning

Hawkeye planes, assault helicopters, an Earth-observation satellite, techniques of

“hologrammatization.”8
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The book by Spike Bucklow has a rating of  5 out of 4.5. 4 people have provided feedback.

http://www.neutronbyte.com/api/Wa18oYTP/e/Eamo/OPMw/JBVBd/The-Wretched-of-the-Screen-e-flux-journal-Series
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