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Abstract

This project is about the experience of spatial exploration and of time-based media spectatorship.

It proposes that the missing link between transportation vehicles and communication media lies in the experience of speed, and that speed exposure alters subject positioning.

It explores concepts of speed, automobility and motility, the experience of kinaesthesia and ecstasy, the interfacial separation of spectacle and spectator, and the links between aporia negotiation and experience to illuminate and interrogate the significance of vehicular exploration in/of media.

This study concludes that time-based media function on ‘physiological/psychological desires’ for experiences of kinaesthesia, ecstasy and flow, and that the experience of speed through buffered interfacial distances question our understanding of subjective distance, the (post)modern, and the affects of speed exposure.

This website is best viewed at 1024x768 or higher resolution. If you cannot see the entire website layout at once, feel free to toggle on/off fullscreen mode by pressing F11 on your keyboard.
Preface
This project is in the form of a website for a number of reasons.

Firstly, the centered, widescreen format is designed for high screen space usage, allowing for immersive perception, thus aiding in the quality of mediation.

Secondly, it allows the reader to interact with the vehicular media of the computer system, allowing the reader to realise that they themselves are already motile agents. 

Lastly, the style and layout is designed such that no ‘true’ motion is experienced, unlike most other websites that include scrollbars that force the ‘surfer’ to consistently ‘fall’ downwards. Instead, the motion that is experienced is primarily that of navigation to and from pages, and secondarily that of the reader’s perception. For example, that of your moving eyes to read the stimuli of a stream of words that speed up the rate of spatial navigation or slow down the rate of spatial navigation. The objective lack of movement hopefully shall emphasise the motives of the imagery, examples, and textual ideas of this project. 
There are many trajectories in which you may journey along. As you yourself are currently a kinematic subject, four methods of navigation have been provided, with the ability to switch from any method at any time.

Firstly, you may use the menu up the top right hand corner to navigate to any and every page of the project. This is accessible at any time.

Secondly, as the topics of the kinematic subject are so complex and interrelated, there are also links within the text that bring to you other related areas of content.

Thirdly, there is a linear navigation function down the bottom right hand corner, which allows you to follow as logically as possible two predesigned trajectories through the project. By clicking ‘next’ the course continues in the ‘forward’ direction, and by clicking ‘back’ the direction reverses, rewinding and revealing previous ideas that lead to the current page. There may also be additional options given here. To clear the screen of text and show the background image, click ‘::’.
Lastly, you may print out a copy of the entire project as a reference document. This follows the predesigned trajectory, and is available here. If you are reading this, you are in possession of a printout of the website. Throughout the project you will find words highlighted in bold. This  signifies a link to another section within the project. You may view the website at http://members.iinet.net.au/~adboehm/websites/speed/
Please feel free to use any of these navigation methods whenever and wherever you feel necessary to navigate within my project to your next destination.
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Introduction
There is no such thing as sober driving under the new regime of accelerated motion. (Schnapp, 1999: 14)

In the information age, what is it about media that engages our attention? Spectacle, narrative, characterisation, as well as the new media buzzword of ‘interactivity’, are all possible answers. While there is now a large amount of game research on the flight simulator and first person shooter genres of video games, there is a surprising lack of scholarly analysis and critique on a genre mixed between the two; an activity that is experienced in reality and in video games by billions of people everyday: the vehicular experience along a horizontal plane. What is an element that ties together actors, spectators, local environments and remote landscapes? The experience of speed. 

To contextualise the study of speed, what Virilio terms as dromology, one only has to look at the state of contemporary modernity. Speed can be found everywhere. There is vehicular movement in public and private spaces in the form of action and transportation. The city is a haven of activity and hustle and bustle; always moving, never sleeping. According to McQuire, the free world lives in a state of permanent mobility, placing vehicles and speed ‘at the heart of modern social and political life’ (1999, 144). As Schnapp articulates, the moment humans first mounted a horses back was the moment we entered a cultural themic of speed (1999). However, there is another dimension of speed to be found in any modern metropolis – the speed in and of modern media. The information age is an era of development away from static media to additional element of time. From commercial radio and television, to the entertainment of the cinema and Imax screens, to the multimedia of the internet to the simulations of video games, the projections of different spatio-temporalities subject people to experiences of virtualised velocities. From the mythology of the Centaur, to the mobilities of reality and the virtualities of game space, our experience of motion is a phenomenon that is heavily entwined with everyday activities. 

Furthermore, it is said that ‘the interface is the experience’ (Pold, 2005: 24). Pold describes contemporary society as living in an ‘interface culture’ (2005, 2). Even if we negate cyberculture, interfaces are everywhere. The pages of books, the prosceniums surrounding the door of the cinema screens, electronic handheld gadgets, the millions of televisions, and the dashboards and windscreens of automobiles; all are examples of a boundary between two kinds of spatio-temporalities: reality and ‘virtuality’ (illusion). The relative movement of and between the spatio-temporalities of reality and virtuality is a deeply complex phenomenon, and is embedded in the subject positioning of all actors and spectators. Time-based media have an ambiguousness of audience positioning and control, and an unclear subjective distance.

In the cinema I am simultaneously in this action and outside of it, in this space and out of this space. Having the power of ubiquity, I am everywhere and nowhere. (Mitry in Baudry, 1974-5: 47)
How can this be explained? How can we for instance account for the apparent similarity in experience between video gamers and racing drivers? How can the experience of speed relate to the experience of media? Is there an ideology in the creation of motion? The kinematic subject refers to two aspects of this project. Firstly, the subject, or topic of discussion is related to kinematics, to the movement of bodies, objects, and environments. The second aspect and the key focus of this project is that of the viewer, player, the spectator and the actor; the subject who is set in motion not just by the vehicle or by the media, but by the subjectivity of motion. The combination of these two aspects defines the topic of discourse as the kinematic subject, in other words, the individual (and thus universal) experience of speed.
The Focus on Cars

This project places its focus on the experience of speed through the modern automobile (ie everyday cars, and performance/race vehicles). Why focus on cars when there are other much more exciting ‘vehicles’ available to study?
First and secondly, it is one of the most popular individual modes of transport across the world, as it is one of the easiest methods one can achieve automobility.
Thirdly, unlike dynamic (‘interactive’) media, it has distinct subject positions: the driver, passenger, and spectator. Having clear definitions of specific subject positions forms a foundation for later discussion on how these positions change.
Fourthly, like the camera’s point of view, the experience of speed is based on perspectivism; on a first person perspective. Different perspectives of motion determine the quality of speed that is experienced.

Fifthly, the car windscreen and interiors are most similar to the cinema screens and video game interfaces.
Sixthly, the experienced motion that cars produce create physiological affects that alter the subject’s state of consciousness.

Seventhly, motor sports, particularly car racing, are popular activities in the two spatio-temporalities of reality and the virtual simulations of video games.
Lastly, in that the same activities (moving through space and goal driven activities) can be achieved in both real and virtual environments, a similarity in the experience of real and virtual environments emerges.

Speed and the Kinematic Subject 
Keywords: Dromoscopy, stroboscopy, perspective, the kinematic subject

To define speed, most often one would think of objective speed; that of the true, measurable acceleration and velocity of an object’s motion. While this is beneficial for measurement of vehicular performance, it does not explain how the illusions of speed can be experienced. In objective reality, speed is the projection of the subject through an environment. In the subjective reality of the subject in motion, the experience of speed is the projection of the environment around the subject. 

There are (as far as current technology goes) two forms of speed experience: that of the true transportation (projection) through space, and that of the illusion of travelling through space (represented projection). These two forms are created by two methods: dromoscopy, and stroboscopy.

-drome: combined form, denoting a place for running, racing, or other forms of movement (Reader’s Digest Oxford, 1993: 449)
-scopy: combined form, indicating viewing or observation, usually with an instrument ending in -scope (Reader’s Digest Oxford, 1993: 1381)
stroboscope: noun, an instrument for determining speeds of rotation etc. by shining a bright light at intervals so that a rotating object appears stationary (Reader’s Digest Oxford, 1993: 1544)
From these definitions we can define dromoscopy as the use of a medium (an instrument) for observing and experiencing speed. On the other hand, stroboscopy appears to be the use of a medium for the virtual storage of a moving object, which can then be reproduced (through projection). Stroboscopy alters the life duration of objects and events by representing them from past to present; extending the lifespan. On the other hand, dromoscopy alters the point of view within space over a period of time, creating the illusion of a live environment; one in which all ‘stationary’ objects whiz past the dromoscopic device. While one theory appears to be based on temporality, the other appears to be based on spatiality. The point here is that the devices that one can use to manipulate and record their movement through space utilise these two concepts simultaneously. Such instruments include the cinematographic video camera (a camera that records successive frames), and computer simulations (video games). 

In visual time-based media, speed is experienced in a projected sequence of images/stimuli, formed by stroboscopic technologies. This experience relies on the stroboscopic effect; that of a sequence of still frames displayed at a frame rate to give the illusion of motion. Most cinemas use this at the rate of 24 frames per second (fps), whereas state of the art video game engines can render beyond 100 fps.
The experience of speed is based on the subjectivity of perception, rather than whether the subject is truthfully moving or not. Therefore, a distinction should be made between objective speed experience and subjective speed experience. The easiest way to do this, is to focus on subjectivity; that of a single point of view; of the movement within a first person perspective.

The basis of the perspective image is the eye; the camera; the ‘subject’ (Baudry, 1974-5: 43). One could thus argue that the visual sense is the primary sense of speed. The camera captures and – through processing and subsequent mediation – reproduces a single point of view. When the perspective image moves, the subject becomes a kinematic subject; a person who is exposed to the experience of speed, inertia and momentum through space and time. The car driver, net surfer, and escalator rider are examples of the kinematic subject (Bechman, 2004: 85).Used by Schnapp (1999), the kinematic subject is the human subject of speed, a being exposed to the reversed perspectivism of motion projection. That is the:
… optical effect that recurs in nearly every early description of accelerated motion and underlies the design of thrill rides in nineteenth century amusement parks as well as their cinematic shows: namely, a reversal of perspective such that it now appears as if it is the landscape that is in motion and not the traveller; or rather, that the landscape is in motion for the traveller. (Schnapp, 1999: 13-14)

This relational aspect is the basis of the subjective phenomenon of speed, epitomised by Virilio’s metaphor of the ‘rushing standstill’ (Bechmann, 2004: 84). Merleau-Ponty, visual perception is an orientation of the whole body to the world through which it moves (Dant, 2004: 73)
Additionally, Virilio briefly asserts that ‘speed is not at all a “phenomenon” but only the relation between phenomena (relativity itself)’ (1990, 45).  We can thus define speed as the relationship experienced through the relativity of a subject and their environment. The relation between phenomena that causes an experience of speed is then created through the interfaces that change the relativity between a subject and their environment; the interfaces of media, vehicles, and other such devices of transportation.

Vehicular Experience

Keywords: Kinetic art, ergodic art, automobility

The vehicular experience of the driver, passenger and arguably the spectator is a vital element that illuminates a number of key elements and questions of media theory. To begin, how can we define the automotive vehicle in terms of media? 

Time-based media are forms of kinetic art. Kinetic art is a broad category, described as a form of communication ‘that moves, or appears to move’ (Wikipedia, 2005). This definition however could be said to be applicable to all analogue media, as the deterioration through time is a change in state, and thus, a form of movement. As such, to define the car as a form of kinetic art is too broad a definition. Thus we have to define the car as a form of kinetic art that moves or appears to move only when it is interacted with. This is essentially Aarseth’s definition of ergodic art: an art form that reacts when it is acted upon.

Appropriated from physics, the term ‘ergodic’ is derived from the Greek words ergos, ‘work’, and hodos, ‘path or road’ (Aarseth, 1999: 32). Ergodic art is a form whereby a path is produced by work. This concept draws heavy parallels with the concept of automobility; a concept that deals with the vehicles and culture of movement.
The term automobility works off the combination of autonomy, and mobility. In its broadest sense we can think of many automobilities – modes of autonomous, self-directed movement. The auto in the term automobile initially referred to a self-propelled vehicle (a carriage without a horse). The autonomy was not just through the motor, but the capacity for independent motorized self-steering movement freed from the confines of a rail track. (Featherstone, 2004: 1)

Automobility defines a discourse of self motivated movement and freedom of exploration, usually achieved through the control of a vehicle’s velocity and direction. The centaur, a half man half horse beast of Greek myth is iconic of the concept of automobility. Both ergodicity and automobility share the qualities of kinetic art, and a similar ‘behavioural’ structure that transforms a subject’s autonomous actions into a ‘self-directed’ trajectory. Aarseth also points out that ergodic phenomena are produced through cybernetic systems (1999: 32). Through the interactivity and spectatorship of media, the intermediation if you will, a cybernetic feedback loop of mediated information is assembled in the activities of playing video games, and driving through space. Therefore through the concepts of automobility and ergodicity, we can see a correlation between the exploration of virtual space, and the movement of a car.

However, the vehicular experience has further parallels with media: that of camera movement. Camera movement consists of the redirection of perspective within an environmental field of view (panning, tilting, and zooming), as well as the projection through the environmental space (the movement of a dolly, crane, or ‘handheld’). 

To seize movement is to become movement, to follow a trajectory is to become trajectory, to choose a direction is to have the possibility of choosing one, to determine a meaning is to give oneself a meaning. … The movability of the camera seems to fulfil the most favourable conditions for the manifestation of the “transcendental subject.” (Baudry, 1974-5: 43)

Baudry’s ‘transcendental subject’ also signifies a similarity in the subjective experience of interaction, as well as that of spectatorship. A parallel can thus be drawn between the experience of camera operation, and driving a vehicle. 
The key point here is that the study of automobility, of the experience of vehicular travel illuminates key questions and elements of media theory. It illuminates the applicability of automobility to ergodic art, that is, to the virtual environments of virtual realities and gaming simulations. It also illuminates the perspectivism of the moving camera, of a monocular point of view, of a subject’s perspective and positioning. Through the elucidation of the above aspects, the study of speed ultimately aids our understanding of perhaps the biggest question of media theory: the nature of experience. 

Dromoscopy in Spectatorship

[byline: Doom. Photo copyright &copy; Universal Studios] – delayed ; wing;dashboard
Keywords: vehicles, spatio-temporality; voyeur-voyager; visual flow; interface, boundary, travel medium
Manovich stated that experience is the most difficult aspect of the theorisation of new media (Manovich, 2001: 27). As this project argues, the experience of speed is linked to that of the experience of media. One of the foundational ideas in support of this argument is that media are vehicles; vehicles to mediate information, and more importantly, vehicles to mediate different spatio-temporalities. The vehicle can be described as any platform that creates the real or virtual movement of a kinematic subject’s experience of speed. This concept is established by Virilio’s identification of three types of vehicle: the metabolic vehicle of the body, the mechanical vehicle of the automobile, and the audio-visual (hereafter termed media for a greater applicability) vehicle of time-based media (1984: 50-78; 1990: 21-22). [Later on in the project I identify a forth type: the ethereal vehicle]
The metaphor of media as a vehicle comes as an insight into the way people experience reality. In the age of instantaneous, realtime media, no longer does the modern person need to actually travel, as the media vehicle performs the travelling for them [see Atopia]. However, there is a break occurring in this phenomenon of journey annihilation. In highly immersive (vivid) media, the experience of speed itself becomes preferable over other facets of media theory. Hollywood filmmakers are increasingly favouring the inclusion of scenes in films that ‘suspend narrative in favour of spatial play or aural perspectivism’ (Elsaesser, 1998: 204), thus privileging the engulfed spectator over the engrossed spectator.

The most recent such example is the first person sequence in the film release of Doom (2005), which calls into question the relationship between first person shooters, driving simulators, and cinema spectatorship. Virilio’s ‘voyager-voyeur’ (Virilio: 1984: 105-109) signifies for the kinematic subject a dual-perspective; of an active, navigating traveller, while simultaneously being a passive, remote observer. The first person sequence in Doom features the point of view of a player travelling through the event space of the corridors, where monsters appear and disappear according to the player’s movement (appearance by turning the corner) and interaction (disappearance by shooting). The spectator has no control, but flows with the movement, with the player. This occurs for any spectator of video games, as well as footage from video cameras attached to moving objects, like the onboard cameras featured in motor sport, or for any camera in motion for that matter. In this scene, by showing a first person perspective for an audience transforms the audience into a voyager of experience with the distance of a voyeur.

How is this possible? Why is this engulfment beginning to take priority over narrative? If we look at the perspectivism of the image, we can find some answers. The origin of perceptual movement comes from the horizon [image: road and horizon], the point that stays static while the rest of the environment is in perceptual motion. In 1938, Gibson described the psychological processes of driving as a ‘field of safe travel’ (Dant, 2004: 63).
‘It consists, at any given moment, of the field of possible paths which the car may take unimpeded. Phenomenally it is a sort of tongue protruding forward along the road. Its boundaries are chiefly determined by objects or features of the terrain with a negative “valence” in perception – in other words obstacles’ (Gibson in Dant, 2004: 63; emphasis in original).

This ‘tongue’ metaphor is more recently known in psychology as optic flow (not to be confused with Csikszentmihalyi’s concept of flow as the optimum experience of enjoyment) (Loomis and Beall, 1998). It is a perception of a ‘field of safe travel’, where the positive and negative valence of the visual field are places of safety or danger (Gibson in Dant, 2004: 63). Skilled drivers are ones who can follow the journey of positive valence, while usually avoiding negative valence (Dant, 2004: 63). In automobility, these ‘pathways of desire’ are trajectories that result in the minimum travel duration towards the subject’s goal/s. This phenomenon of optic flow is immediately applicable to the perception of the three dimensional time-space through the two dimensional cinema screen (in actuality they are four dimensional and three dimensional respectfully). It is in this case where Baudry’s ‘illusion of mastery’ (1984) becomes most apparent. The audience does not merely sense motion: they respond to it by visually following possible pathways the subject in control should, or shouldn’t go. The experience of speed is an active process, where the eyes are drawn to the centre of the perspective image, the point of future determination. The spectator thus becomes driver-oriented. While the spectator may not have direct control over the projected image, the psychology of optic flow provides an illusion of control in the anticipation of possible future trajectories. This is not the only way audiences respond to speed exposure, let alone the only subject position; for in simulations and new media (ergodic art), the audience themselves can control the motion.
[background: autosalon]

While this explains the experience of a voyager, it does not explain the experience of a voyeur. An interface is commonly defined as ‘a surface forming a common boundary, as between bodies or regions’ (Houghton Mifflin Company, 2000: interface). A boundary signifies a distance, which in the case of a vehicle, creates a distance between environment and subject; between spectacle and spectator. The cinematographic apparatus of the camera/projector functions not only as an interface, but as a barrier between spatio-temporalities. In the experience of motion, 

there is both fantasmatization of an objective reality (images, sounds, colors) and of an objective reality which, limiting its powers of constraint, seems equally to augment the possibilities or the power of the subject. (Baudry, 1975: 43)

This contention indicates that the experience of speed is a phenomenon which can alter a subject’s ordinary experience of reality, through reality substitution. The power of the subject is of particular importance, as it is the vehicle that is the enabler and disabler (hence ‘augment’) of subject power, through the possibilities of automobility and interaction.

The other aspect of an interface is that it is a point where two different representations – or mediations – dynamically coexist. Three dimensional virtual media spaces, as appearing on the screens of nearly every contemporary commercial video game, creates for every player a different spatio-temporal experience that is removed from their local environment. Media space is a place in objective spatio-temporal reality that mixes to an extent, defined by the immersiveness of the interface, with the subjective spatio-temporal realities created by media technologies. A vehicle is then broadly an assemblage of an environmental projection system with an interface for subject experience. The interface is metaphorically an entrance to a different spatio-temporality. There are two main definitions of an entrance. The first is a ‘means or point by which to enter’ (Houghton Mifflin Company, 2000: entrance). This follows the objective perception of an interface: through it, one can perceive another ‘world’. The second and most interesting definition comes in its verb form, ‘to put into a trance’ (ibid: entrance). In the definition of entrance, we can see that an interface is not just a point of entry, but is a medium for entrancement. Thus the use of an interface signifies an entry into a trance; that the use of the interface will alter the consciousness of the subject.
An interesting development is occurring within the modern car, in which media technologies are increasingly featuring in the dashboards, sun-visors, and head-rests of the interior space. What is even more so intriguing and complex, is that video game consoles, including Microsoft Xboxs and Sony Playstation 2s are being modified by car enthusiasts into their cars. These media within vehicles create a multitude of different spatio-temporalities, creating for the kinematic subject a confusion of spatio-temporality prioritisation of focus.

To sum up this section, the relationship between vehicular experiences of speed and the experience of media is that they share a common interface: the vehicle. Engulfment takes priority over narrative for its illusion of mastery. Additionally, the very concepts of a vehicle point to the idea that vehicular structures alter a person’s consciousness. Is there more to this than meets the eye?
The Cybernetic Assemblage
[Background: lfs interior-exterior]

Keywords: experience, interactivity, mediation, intermediation, smooth/chaotic motion
Why study the experience of speed? Why not perhaps the sensation of speed? Experience is described not just as sensations, for if experience was just sensations, then experience would only be an entirely passive phenomenon, rendering any possible action or thought unfeasible. If we were to say that traditional forms of media, be it newspaper, radio, television, or cinema are systems of ‘mediation’, it implies that the effect of the mediation is purely one way, that there is no option for critique, analysis, let alone identification and enjoyment on part of the subject. Manovich argues against this, that ‘interactivity’ occurs in traditional media, allowing the subject to experience the affects of mediation as an internal change in thought (2001). As has been argued elsewhere (Aarseth, 1997), Manovich misunderstands the concept of interactivity. Interactivity is the element of experience upon which ergodic art is based. It occurs when the subject performs an external action that results in the art form changing in some way, usually in the form of acting back. Manovich’s ‘interactivity’ negates the subject’s actions. A basic model for experience, is that experience comprises of two factors: sensation, and action. In order to recreate this experience from a stored form, (which is one of the aims of media; of experience recreation), the vehicle or media technology must have abilities that initiate mediation and interaction. The assemblage of the vehicle, subject and environment are not just systems of mediation or of interaction, but of the combination of these, a cybernetic assemblage. This combination of interrelating cybernetic systems I shall define as a system of intermediation. 

Intermediation describes the concept of a cybernetic feedback loop of mediation; of the mediated feedback between in both directions between the environment and the subject. While the concept of interactivity only refers to the interactive potential of media, intermediation additionally encompasses the ‘interactivity’ of the subject.

[Click here for a visual example of the cybernetic loop of intermediation between subject-vehicle-environment.]

The car represents perhaps the simplest example of a system of intermediation. The broader concept of intermediation then allows us to seek other assemblages of the vehicle-subject. The vehicle-subject assemblage is only one interfacial element of the intermediation in automobility. The other interface is the vehicle-environment assemblage, which in most media is permanently fixed. For media, this second interface only changes during the stage of content creation or destruction. Take an example of paint as a vehicle and the canvas as the environment (and the finger is the acting element of the subject). Once the paint is applied and transgressed through the two dimensional space by the finger’s point of contact, it dries, and is fixed to the canvas unless permanently removed.

[background: snow slope]

For mechanical vehicles, this interface is the contact point between the tyres and the travel medium of the environment/landscape. The travel medium is the medium in the environment through which the vehicle is interfaced with the landscape to achieve motion. It comprises of two ‘surfaces’ that are interfaced to achieve motion (or other action). The interfacing of these surfaces enables and disables the subject’s power and automobility in the control of the motion of the vehicle within the environment. In the case of cars, it is typically the interface between tyres and the road or ground surface. In the case of space vehicles in the vacuum of space, it is gravity, rocket propulsion, and other motion technologies. Depending on this travel medium, the abilities and controllability of the vehicle changes. So while an arcade game only allows for one main form of velocity control (‘rocket’ propulsion along a horizontal plane), a simulator allows for many different forms of velocity control, including the balance of vehicular inertia. The consequence for the kinematic subject is that the more options of driving styles and forms of gameplay are offered by the kinematic engine of the simulator. [An example of such progressive gameplay includes that of drifting].

Most racing simulations until recently have been in the quality of arcade video games, in that the virtual travel medium does not match that of the simulated vehicle. Arcade racing games, as well as the movement in first person shooters are typical examples, with variable forms of lag and various amounts of synthetic physics added for realism (for example ‘bobbing’ when walking). Instead of simulating the physics and causality of the tyre/foot to ground interface, they instead simulate the primary motion by ‘rocket’ propulsion. One of the key benefits of this is the smoothness of the visible motion, similar to that of a steadicam. For the benefit of the quality of mediated information, camera movements in cinematic films are heavily founded on the ideal of smooth motion, for the audience’s advantage of easy to perceive represented spatio-temporality. The space as seen through a jittery, shaky and violent interface of the camera/projector detracts from the quality and thus quantity of information that can be perceived and is thus generally discouraged, unless that is the desired effect. Additionally, a lack of information leads to uncertainty, which can provoke fear (and/or other emotions). However, for there to be any context to the smooth kinaesthesia of progression, there has to be bumps, inconsistencies, and aporia applied to the progression. This is in part provided by ecstasy, of the changing speed of progression, with each change being a significant event. It is additionally aided by the bumps and errors of the interfacial lack of buffers. It is only through context that data becomes meaningful information, and thus in the velocity of travel, chaotic violence provides the sense of a journey.
[background: lfs corner]

A few new racing simulators are progressing away from this trend of virtually rocket propelled vehicles and limited smooth motion. These include physics engines that are pre-modelled to simulate the travel medium which occurs in reality: the much more complex tyre-ground interface. The main result is that such games like that of Live For Speed exceed the motion quality of the vehicular trajectories of other ‘simulations’ (ie Gran Turismo 4), for the main reason that the basis of movement in reality is mirrored in the simulation engine.

The release of Live For Speed S2 (LFS Team, 2005) imposed an implicit change in driving attitudes in multiplayer servers due to the increased detail in physics modelling. Previously, in Live For Speed S1 (ibid) and most other racing simulations, there was no dynamic physics that changed the state of the vehicle according to how it was driven. Drivers could constantly sprint around the circuits, going as fast as possible, even in endurance races (a constant acceleration of stimuli). The introduction of the physics stopped this sprinting, because the vehicle handling changes according to how it is driven. Instead, in order to survive and finish the race, drivers have to strategise by monitoring the state of the vehicle, and slowing down accordingly. [This then results in a break in the rate of stimuli projection, which allows for an increased response time and thus arguably less concentration].
The vehicle could even be seen as a force, which can manipulate the environment and the subject. A pen is a complex vehicle, in that it has the internal interface between handle grip and ink storage. We may quickly note here that the experience of speed is not so much related to the written word, that is, stored media, than it is concerned with the experience of writing; of creation; of changes in state. If action can be stored and retrieved (as the video camera achieves), then simulations allow these reanimated events of vehicle-environment dynamics to be re-experienced in their entirety.
Now we can see the significance of experience in speed exposure. In that media are vehicles, intermediation allows us to immediately strike a comparison between the experience of media and the experience of vehicles. To experience speed, one has to experience a system of intermediation. In order for a subject to become a kinematic subject, they have to become part of a system of intermediation. This experience of being a part of such a system is known as the concept of motility, or of motile hybridity. 

Mobility and Motility
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Before tackling the concept of motility, we must first consider the concept of mobility. Mobility is the ability to be mobile, to be able to move freely (automobility is autonomous mobility, usually achieved through the artificial assistance of a vehicle).

Mobility is a relational concept and that ‘one's mobility may well be another's immobility’ (Albertsen and Diken in Bechmann, 2004: 84).

This is the stance that Virilio’s work takes, specifically that technology turns able bodies into disabled bodies (Mcquire, 145). Virilio takes a rather apocalyptic definition of motility, situating it alongside the subject’s evolution of being mobile, then motorised, then motile (Mcquire, 145).

If in fact the end of the nineteenth century and the beginning of the twentieth experienced the advent of the automotive vehicle, the dynamic vehicle of the railroad, the street and then the air, then the end of this century seems to herald the next vehicle, the audio-visual one, a final mutation: static vehicle, substitute for the change of physical location, and extension of domestic inertia, a vehicle that ought at last to bring about the victory of sedentariness, this time an ultimate sedentariness. (Virilio in Mcquire, 1999: 145)
In other words, Virilio’s motility only occurs when the subject is immobile and ‘imprisoned’ by the technology. This is inconsistent with Bechmann’s assertion that:

motility [means] the coexistence of immobility in one kind of spatio-temporality, and mobility in another. (Bechmann, 2004: 86).

As an example, while driving a car, the kinematic subject may be sitting at rest, while also being transported by the vehicle at high speed. Through the perception of high speed, the subject gets the impression that they are actually travelling at high speed, while in fact their body is at rest. The existence of any interface then implies that in order to perceive and interact with it, one has to become temporarily disabled. For Virilio, the media vehicle is thus ‘the last vehicle’ of transportation, one in which one can travel without effort (Virilio, 1990: 17-36). This ‘last’ vehicle signifies that there is a ‘first’ vehicle. Motility could additionally be said to occur in the interface of daydreaming. In an experience of daydreaming, the body is in one place, while the mind wanders elsewhere. Thus the concept of motility is not only applicable to metabolic, mechanical and media vehicles, but is also applicable to the ethereal vehicle of the mind. This is the forth and final vehicle to add to Virilio’s forms of vehicles: the vehicle of imagination.

Now, in contrast to Virilio, Bechmann’s concept of motility includes the hybrid forms between mobility and immobility.
In opposition to mobility, which always refers to realised movements such as the ones in traffic, migration or tourism, motility means the ability to be mobile without necessarily performing movement. (Beckmann, 2004: 85)

As such, by extension the concept of motility should be able to apply to the motorised subject as well. This is supported by Bechmann, who claims that vehicles simultaneously enable and disable the kinematic subject (2004: 83).

Just as the child learns to walk, to run, to ride a bike and in so doing expands her or his engagement with the physical world, so the young person learning to drive will delight in that shift in their embodied relationship with the world that goes with driving the car, moving at a speed impossible without assistance to the body. (Dant, 2004: 73)
The kinematic subject, as a motile agent, is one that lives in the parallel spaces of physical reality and virtual reality; of reality and imagination, of two different spatio-temporalities. The study of the experience of speed becomes that of the experience of automatic propulsion; of travelling without moving. Furthermore, motility is an additional cause of the sense of a ‘rushing standstill’. 
Subject Positions
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In vehicular travel, there are three distinct, objective positions of the kinematic subject: the driver/pilot, the passenger, and the spectator. Being embodied in the vehicle as motile agents, both the driver and passenger are subject to the dangers of the vehicle, whereas the faraway spectator has the safety of distance from that vehicle, and is only exposed to the dangers of their metabolic vehicles’ immediate environment.
A spectator can view the external physics of vehicular movement, and analyse from a distance driver decisions. This is an instance of the ‘driver-identified’ subject, that can be either a driver, passenger or spectator that displays the analytical elements of a spectator. For this to be possible, prior experience (due to apperception) of the specific skill is necessary for criticality. 

Horses traditionally provide only a single mounting position for the subject: on the horse’s back. The same position can be said for motorcycle rider positioning. Cars on the other hand provide a range of different seating positions inside and outside of the vehicle. In these three cases, it is up to the subject’s perception of affordance, as to how they position themselves in relation to the vehicle (see Dant, 2004: 64-67). 
What is most interesting is that while these subject positions may be fixed in actuality, they are not fixed during experiences of speed. Take traffic lights as an example. when stopped at an intersection governed by traffic lights, the stationary drivers and passengers become temporary spectators to the other vehicles and pedestrians (metabolic vehicles) moving through the intersection. In this case, the only change in motility is that there is no personal movement or control; only that of other kinematic subjects, and yet there is a change in spectatorship. This leads to the idea that a kinematic subject can be simultaneously a driver of their vehicle and a spectator of another vehicle. This is another instance of Virilio’s ‘voyager-voyeur’: as a subject that is mobile but also observes from a distance. However, is it possible for a driver to be a passenger of their own vehicle at the same moment as driving?

[Click here, here (automatic control) and here for further exploration of subject positions]
Motility transformation
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Now that we have established the spatiality of motile hybridity, we can examine the temporality of motile hybridity. Bechmann differentiates cyborgs from motile hybrids in that cyborgs are a permanent fusion of subject and machine, and motile hybrids are temporary constructions (2004). The consequence of a temporary hybrid means that a subject can transform to and from mobility and motility. In the modern interface culture of contemporary life and entertainment, this process of transitioning from mobility to motility can occur instantaneously. 

Action heroes switch from interface to interface. James Bond in action sequences switches from bungee jumping, to stealth techniques, to running down a runway, to sky diving, and to flying a plane (to use an example from the opening sequence of Goldeneye [1995]). This switching from vehicle to vehicle, from motility to motility, is becoming a more popular occurrence in modern media and contemporary lifestyles. The montage of televised motor sport and different player views within video games allow the kinematic subject to instantly switch between different points of view, in essence instantaneously transforming them from different modes of subjectivity. To put it another way, a change in the point of view parallels that of a change in motility. Motility could be said to be derived from the terms of motive and mobility. This signifies that there is a motive in the construction of a cybernetic system that affects mobility. For the subject, that motive can be said to be that of automobility, of a freedom to move without moving. Another additional motive is the altered experience as caused by the bodily transformation of motility. Video games such as Grand Theft Auto (199x), Halo (2002?), and Battlefield 2 (2005) make gameplay more immersive by the inclusion of vehicles that reduce the perceived distance between the player’s goals. This poses a final motive: to decrease the time required for travel. 
Vehicles have two primary uses: the usefulness for transportation, and for experiences of altered consciousness. The modern person’s life revolves around the transportation through commodities and the transportation through thrills. Schnapp (1999) details the existence of a duelling culture where the vehicles of commodity, consisting of system controlled trains, trams and buses conflict with the vehicles of thrills, eg the entertainment of rollercoasters, motor sports, extreme games and media entertainment. Thrill vehicles are arguably more enjoyable than commodity vehicles, as they typically are ergodic art forms, and not just kinetic art. The inclusion of interaction and thus automobility allows the vehicle to be used for autotelic activities. Yet in a world of increasing fuel prices, global warming and increasing damage to our environment, thrill vehicles are increasingly experienced in the form of the last vehicle, a vehicle where real travel is rendered obsolete [see Atopia]. In that commodities turn vehicles of mass transportation into prisons of motility, the commoditisation of thrill media immobilises a mass audience. Can flow be present in activities of commodity?).

Are media both commodity vehicles and thrill vehicles? Media are used for the commodity of information mediation, as well as the thrill of new experiences. Obviously, not all media can be used for thrills, just like not all vehicles can be thrilling. Vehicles can ultimately function for both commodities and thrills, but are usually designed and used for either one or the other. A potential problem occurs when commodity vehicles (eg buses) are used for thrills. In that they were not designed for thrills, the relative safety in relation to the thrill is undermined. Nevertheless, the use of ‘ordinary’ vehicles in extraordinary ways provides a sense of freedom and alternate experience that would not have occurred otherwise. Just like the gameplay phenomenon of emergence,  the kinematic subject can use a vehicle for activities the designer (of the vehicle) would have never thought possible.

Distance and Buffers
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While spectating motor racing in reality is a globally popular activity, the broadcast of such events can also achieve an experience of speed for remote spectators. Remote spectatorship is also recently emerging in online racing simulators. The Live For Speed Nations Cup is possibly the first international online racing league that can potentially be spectated by a mass audience either live, or in replays (2005). The average age of an Australian Racing Simulation Enthusiast is 29.7 years old (A.R.S.E., 2005), which illustrates the potential for virtual spectatorship of such events beyond their teenage years. 

Schnapp argues that a cultural themic of speed became possible through the mechanical buffers between human-horse-environment (1999: 11); in other words, the creation of an interface through which the kinematic subject can explore their environment. Historically, this developed through the horse-carriage, horse-drawn mobile, and finally the automobile (Although Schnapp fails to mention any war-oriented machines).

[background: lfs corkscrew]

The open-wheeled racer may experience a greater sense of ‘speed’ than the driver of a speeding luxury car. How is this so? The differences in the kinematic subject’s experience of different vehicle types in part lie within the buffered distance the vehicle creates between kinematic subject and environment. What is a ‘buffer’? A buffer is the spatio-temporal distance created by the interface of a vehicle between the subject and environment. An open-wheeled vehicle like that of PRB Clubmans, the Arial Atom, and go-karts typically have very low buffers, while luxury cars like the Maybach Exelero have very high buffers. Kant argued that distance produces delight (Schnapp, 1999: 24). Car safety requirements have over the years increased the perceived distance between the kinematic subject and their environment (Schnapp, 1999). While these buffers have allowed greater speeds to be reached, the increased buffers of the vehicle interface reduce the relative perception of the vehicle’s actual velocity, resulting in a reduced perception of speed. The result of these high buffers is a sense of dissociation from the environment, a lesser sense of speed, and thus an arguably increased perceived distance between places. [See these areas for a critical look at these observations]
Buffers impede the rate of stimuli travelling in the loop between kinematic subject and environment. In a mechanical vehicle, the dashboard dials, gauges etc mediate the raw data regarding the current state of the vehicle. When combined with the context of the external environment, this data becomes meaningful to the driver. Interestingly, the driving experience differs when this information is not present in the interface. The peripheral interface in metabolic vehicles is typically determined by the ‘overhang’ of the eye sockets. Likewise, the edges of car windscreens indicate the driver's visual zone of attention (Dant, 2004: 76). This can be also be compared with the experience inside a theatre, where the area surrounding the stage is often decorated with a proscenium, which is darkened once the show starts. A proscenium, like any interface, indicates a boundary between reality and fiction. Similarly, the outer casing of televisions and computer monitors has the same affect. The car frame also defines the edges of the windscreen, defining the boundary between interior and exterior. As is argued later in the project, buffers alter the perception of a dynamic between safety and danger, produced by the kinematic subject’s automobility potential. 
Buffer Temporality
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Simulations like Live For Speed can be driven on tiny screens (for instance, one can plug the tv-out cable of their video card to say the rca input of a video camera), with the aid of such simple input devices as four keys on a keyboard. Saved replays of this can then be replayed for example in highly immersive home theatres, and potentially on the big screens of the cinema.

Arguably, the greatest distance one can ever achieve is the distance between truth and fiction; of reality and illusion. This is the distance that the boundary of the interface creates. Media are based on the mediation of information across space and time. As such, they naturally possess the highest objective buffers of any vehicle. There is a great distance in spatio-temporality between the video camera’s footage capture and the projector’s reproduction. With modern storage and broadcast technologies, this distance can expand an almost limitless amount across space-time. Yet despite this distance, the subject can still experience some of the speed that the driver experienced. On the other hand, broadcast technologies also are transmitted at the speed of light, decreasing the spatio-temporal distance between action and perception.

Simulations allow stored virtual environments to be recreated and re-experienced at ‘realtime’ speeds of intermediation. The simulation is the medium which can not only recreate environments and events at an entirely different moment in space-time, and yet never objectively age. The only way that simulations age is their situated relativity to newer technologies. The temporal distance that media imposes between capture, storage and recreation poses a question. Would it be possible for a spectator to experience a greater sensation of speed than the original driver experienced? [See here for an answer]
Buffered Systems
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Buffers can be found in other types of systems. A railway crossing is a place where two modes of transportation, system based trains/trams and automobility based vehicles meet. The system of the railways controls and creates temporary boundaries between these modes of transport. When the arms of the crossing fall across the road, time delays are formed between the boundary formation and the train/tram passing, and the spatial distance the boundary creates between road and rail. In this case, the spatial and temporal distance is a safety mechanism, designed for the organisation of transport.
This suggests that buffers are utilised to prevent damage or injury to the subject; that buffers essentially form a shield against the dangers of the environment. This makes objective sense, as the closer in proximity that the kinematic subject comes to an object, the greater the potential of the contact between the subject and the object. In the motion of a speeding vehicle, heavy contact with an external source usually results in a catastrophe of destruction. In such a circumstance, quicker responses and changes in the control of motion are required, and thus the kinematic subject experiences a greater intensity of ecstatic movement. Thus, the decline of distance reactively results in the increase in ecstasy. Where control is not available and this reaction is not directly possible (eg in cinema), the decline of distance results in the anticipation of an increase in ecstasy. 

The introduction of buffers through an interface resulted in an objective separation of action and reaction. This division of what originally appeared to be a single process, then caused the conscious separation and dissociation of actor and spectator (and thus the Western philosophical idea of the separation between body and mind). Now, such a dissociation allows for the structuralisation of experience, through the different spatio-temporalities of the subject/environment and the concept of intermediation. Media theory can be seen to be the study of how subjects (people) can then be reassociated with these two spatio-temporalities of the present action and the delayed reactive spectacle, despite the objective distance.

Aesthetics of Speed
[background: violent stimuli]
Here we come to the core section of the project. The experience of speed causes a sense of both kinaesthesia and ecstasy, two features of vehicular spatial-temporal experience embedded in physiological phenomena. In other words, kinaesthesia and ecstasy are two affects of speed exposure that occur during the experience of vehicular travel within real/virtual environments.

Kinaesthesia
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Kinaesthesia is a difficult term to define clearly. Some sources identify it as a form of proprioception, localised within the body (Gandevia, 1996), while other sources include the definition of the perceptual movement of external space (Wikipedia, 2005). For clarity, the easiest way to then differentiate proprioception with kinaesthesia is to categorise one as an interoceptive phenomenon, and the other as an exteroceptive phenomenon. As proprioception is most commonly described as the sensation of spatial movement of and within the body (interoceptive; the ‘muscle sense’), this project defines kinaesthesia to be the sensation of spatial movement exterior to the body, signifying the perceptual movement through external space.

 The term kinaesthesia signifies both a relationship between kinematics, the movement of objects, and aesthetics, how something looks or is perceived. Thus there is a direct relationship between kinaesthesia and dromoscopy. In the experience of speed, kinaesthesia is the aesthetic result of dromoscopy.
Kinaesthesia provides spatial information to the subject (Gandevia, 1996: 160). This signifies that kinaesthesia is able to be experienced through any of the primary senses – visual, aural, tactile, olfactory and gustatory. As these are all involved with the external environment, a broader definition of kinaesthesia can be said to be the perception of a constant frequency of stimuli; with stimuli being in the form of moving objects, landscapes, information, and aporia.

The element of speed and movement ensures a steady stream of stimuli to be perceived. Stimuli come from two sources: the vehicular environment and the extravehicular environment. The vehicular stimuli includes the information regarding the state of the vehicle (usually mediated through the dashboard and controls), the interoceptive communication to other passengers, and interior entertainment (eg a radio or other media). These partially block out the extravehicular stimuli due to being positioned locally. The extravehicular stimuli is generally perceived directly through or buffered through the vehicle (eg through the windscreen, g-forces in the seat, and the feedback from the controls).

Atopia
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Reality can be for many people a city moving or the quiet country. Here, movement relates to a dynamically changing system, that in the process of moving creates noise and friction. Movement in the city comprises of simultaneous mass acts of automobility in the form of transportation (a form of urban literature as De Certeau asserts [1984]), as well as the expansion and contraction of the city by the creation and destruction of buildings and spaces. Nature constantly moves and changes as well, from the state of the vegetation and animals, to the movement of the earth’s tectonic plates jostling for position. The key differentiation here is the speed of relative movement. Television and other media technologies are the opposite extreme, mediating real and imaginary events and spaces across great distances, resulting in a compression of space-time. Similarly, the quick transversal of space, as performed by a subject exposed to speed, also causes a perceptual compression in space-time.

The physiological affect of kinaesthesia (moving through space) results in ‘telluric contraction’, negating the people, culture and politics of spaces (Virlio, 1990: 18). Virilio claims that the vehicle causes this state of atopia, the ‘derealisation’ of urban space. Atopia is derived from the Greek adjective atopos, and is the reverse concept of the term topos, or ‘place’: literally ‘no place’ (Virilio, 1984: 217). On the other hand, the moving perspectivism of speed transforms dead, still nature to life. This is just in the same way that the early cinematographic motion of the camera brings history back to life (Schnapp, 1999: note 81). So while the kinaesthetic affect of motion negates the travelled space, it also reanimates the space. With the advent of automobility, urban spaces may be transgressed with ignorance, but the aesthetics of the transgression retains the meanings of the cityscape/landscape.
This leads to the idea that motion creates, and motionlessness destroys. The sum total in the experience of speed is one of generation and degeneration, formed and deformed on the whim of the kinematic subject’s actions. With simulations we have the situation of imaginary, lifeless environments brought to life through simulated motion. In this case, the concept of the Real is questionable.
Ecstasy
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Baldwin argues that speed produces a delirium, which is broken by the crash (Baldwin, 2002: 130). This supports the idea that constant speed, or a constant rate of stimuli result in the delirium that is kinaesthesia. The faster the vehicle accelerates, the greater the frequency of stimuli projection (to be more precise, injection), and the greater the sensation of speed. Therefore there must be a link between the rate of stimuli perception and ecstatic experiences. To create an experience of ecstasy requires a change in the rate of stimuli mediation. Thus, ecstasy is an experience of time distortion created by a change in kinaesthesia. This is supported by Frampton, who defines ecstasy as when ‘we feel the measured passage of historic time to be altered, or to stop entirely’ (in Baldwin, 2002: 130).
Kinaesthesia and ecstasy can then be applied as a metaphor for media spectatorship. As such, we can deduce that an increasing frequency of stimuli results in an increasingly intensive experience. The acceleration of stimuli creates a crescendo of excitement, and the anticipation of epiphany. Performances of action and media reception can thus be seen as the acceleration / deceleration / constant speed. To summarise these concepts, speed creates kinaesthesia, and a change in speed creates ecstasy.
Vertigo is commonly associated with the sense one gets before falling, occurs when the perspectivism of the trajectory leads not to the infinite horizon, but to the finite aporia, signifying an end of the journey. Likewise, motion blurriness in still photography signifies a lapse in time during a state of motionlessness, causing a perceptual notion of movement, and in some cases, vertigo.
Ecstatic times include events of sudden high acceleration or deceleration. The crash is the ultimate example, being the last potential experience of ecstasy. In an interview regarding Breedlove’s 1964 land speed record, he described the 8.7 seconds of the crash event in 1.35 hours, a temporal expansion of 655:1 (Baldwin, 2002: 129). If the extreme deceleration of the crash results in the perception of time expanding, then likewise, extreme acceleration must result in the perception of time contraction, and consequently the creation of atopia.
When the acceleration of stimuli halts, such that the vehicle travels at a constant speed in a straight direction, the subject may become more aware of the irregularities of the linear trajectory. Such defects in ‘pure’ velocity include G-forces, for instance those transferred from bumps in the road, through the vehicle into the subject’s seat. Such examples include in-car cameras where the driver is visible, and being bumped around in their seat by the G-forces. This awareness of chaotic violence is opposite to the cinematic ideal of the steadicam. We may deduce from this that in the absence of ecstasy (constant stimuli), the driver becomes a temporary passenger. This apparent loss in the conscious concentration of control accordingly signifies that ecstasy requires, or more specifically, produces heavy concentration. If constant speed results in a driver-spectator, then a driver’s experience of flow must happen when control is constantly being adjusted; when there is constant ecstasy; when there is a constant change in stimuli frequency. Such experiences occur in the constant acceleration, turning and braking as featured in motor car racing.
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Frampton also states that during an experience of ecstasy, the ‘consciousness seems to enter a separate temporal domain’ (in Baldwin, 2002: 130). Ecstasy then also results in a separation of space and time; of body and mind; of movement and thought. This altered state of mind thus distances thought from action, aiding towards a subject’s automated control of movement. In physiology, when perception cannot keep up with the speed of a sequence of action, the subject’s motor commands (muscular movements) often operate at subconscious levels (Gandevia, 1996: 131). Similarly, 

When all a person’s relevant skills are needed to cope with the challenges of a situation, that person’s attention is completely absorbed by the activity. There is no excess psychic energy left over to process any information by what the activity offers. All the attention is concentrated on the relevant stimuli. (Csikszentmihalyi, 1990: 53)

Thus, the ecstatic alteration of the kinematic subject’s estate of mind results in the focussing of concentration on the activity at hand. When the speed of perception catches up to the speed of action (as when acceleration stops, replaced by a constant speed), external awareness increases. Thus, theoretically, the introduction of interactivity to media (the creation of ergodic art) would increase the concentration of audiences (now termed users). 

This phenomenon is most commonly popularised in the media by ‘twitch’ games like Tetris, and commercialised in console games with button gamepads. What possesses anyone to perform a series of acts that exceed the speed of perception?  - [For the answer to this question, continue reading here - games, flow experiences]
Aporia Negotiation
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In the scenario of real and virtual automobility, extravehicular stimuli is represented in the form of aporia. This is based on the premise that stimuli (eg the representation of objects) can damage the subject in some way or form, if it is present in the same spatio-temporality.
Aarseth’s aporia and epiphany come as an insight into subject actions and the vehicle/environment’s causality. Aarseth declares that ‘the basic structure of any game … is the dialectic between aporia and epiphany’ (Aarseth, 1999: 38).
‘When an aporia is overcome, it is replaced by an epiphany: a sudden, often unexpected solution to the impasse in the event space.’ (Aarseth, 1999: 38)

This concept was originally applied to environments of problem solving, of the causality of player actions that cause affects (epiphanies) in the game space, rather than player navigation. How can this be applied to the experience of speed? Where is the aporia, and where is the epiphany in the experience of speed?
Kinaesthesia, the sense of travelling through space, is experienced as the transportation around and through aporia. Derrida defines aporia as:

the difficult or the impracticable, here the impossible, passage, the refused, denied, or prohibited passage, indeed the nonpassage, which can in fact be something else, the event of a coming or of a future advent … which no longer has the form of the movement that consists in passing, traversing, or transiting. (1993: 8).
Derrida also describes aporia as negative form (1993: 19), which when opposed to positive form, ie space without problems, aporia is formed in objects, through which one cannot pass. These positive and negative forms draw a parallel to the places of positive valence (safety) and negative valence (danger) in optic flow. Thus the negative form, aporia, is the form that requires negotiation around, and thus provides the stimuli required for kinaesthesia, and thus for an experience of speed.
However, this is but one type of aporia. In the broadest sense, Derrida defines three types of aporia: the limited, the unlimited, and the impossible (1993: 20-21). These are all identifiable in the perspectivism of speed aesthetics as perceived through landscapes. [Aporia of limitation :: Aporia of unlimitation :: Aporia of the impossible]
The first aporia of limitation is a direct problem that inhibits the progression of movement. Formed in obstacles and ‘roadblocks’, it blocks the path to an assumed goal, and thus requires negotiation / navigation to proceed. In terms of experience, this form of aporia is the most interesting of the three, as each obstacle partially blocks the subject’s viewpoint, creating an uncertainty of the future. This uncertainty includes potential threats of other aporias, in which the dynamic, moving kind are more erratic and dangerous. Dynamic aporia are formed in different modes of transport which constitute obstacles to each other, eg pedestrians, cyclists, buses, garbage collectors, as well as other cars (traffic) (Urry, 2004: 29). It is thus the most common form of aporia related to the experience of speed, and enhances ergodicity.

The second aporia of unlimitation is the problem of having no obstacles at all in an unlimited space (the aporia of nothingness). In such a case, no navigation or negotiation on part of the subject is required. An unlimited desert-like space renders navigation goals meaningless, as there is no end to the pathway, let alone no boundaries to the pathway. A featureless landscape has no objects to focus attention on and interact with; rendering interactivity or the point of being meaningless. In this case, ergodicity is annulled.
‘The greatest glory of a State is to make of its frontiers a vast desert’ (Caesar in Virilio, 1984: 79)

The creation of unlimited spaces poses a limit to the meaningful journey (or gameplay) of the kinematic subject. Interactivity in a desert is meaningless because everything is the same, there is no change or context. Objectively, this second type of aporia takes perpetual form in the existence of a horizon, or the point that the trajectory is directed.

The third aporia is the problem of the impossible; where there is no surface to travel along or medium to travel through. This aporia of impossibility is invisibly formed in the disappearance of the travel surface; of the imperceptible or non-existent interface of projection. For earth-bound animals, the sky is an impossibility as a medium of travel.
Perspectively, environments can be open, closed, or a combination of these. In an open space, possible trajectories face in every direction. This is most often the case in flight simulators. On the other hand, closed spaces, such as that of a cavern or tunnel limit the possible trajectory to the directions of the environment (usually forward or backward). This type of space occurs most often in first person shooters. An interesting observation occurs with the comparison of these two extremes: that perspectively they are opposites [background]. In an open landscape, midway between an open and closed space, the second aporia is a horizon, and forms a perceptual boundary between the first and third aporias. 

It might be noted that a change in subject positioning can change the perceptual proximity from aporia. The kinematic subject of a car is usually used to experiencing left hand drive or right hand drive [click here for visual examples of left hand drive and right hand drive perspective. As you may probably see, one side may feel natural, and the other, unnatural.] vehicles. In the comparison of the position change, the aporia that was once distanced by the car’s width on the far side is reversed to the other side, resulting in a different bodily transformation (as the position is different). The change in position is a moment of ecstasy, in which a change in bodily position results in an altered state of consciousness/embodiment.
The Perspectivism of Speed
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This project previously established that the relativity of the environment to the kinematic subject effects kinaesthesia. To explain this, one could argue that the perspectivism of speed relies on the perception of static and dynamic elements of the environment / interface. For this, we can turn to the perspectivism of aporia. The experience of speed consists of the projection of problems/aporias into or out of the kinematic subject’s perspective. 

Although racing games may have historically appeared before flight simulators, the driving simulator is a big advancement in terms of the perspectivism of speed. Structurally, flight simulators have relatively sparse aporia within the navigable environments. As the experience of flight occurs at high altitudes (ie generally higher one’s normal standing height), the main points of interest are landmarks or ‘waypoints’. The scarcity of these objectives allows for the player to explore the abilities of the vehicle in freeform aerospace. When up high in the atmosphere, the perceptual relative movement between subject and landscape (assuming the landscape is the closest object in the environment to the subject) is very low. The further away the landscape is to the kinematic subject, the slower it appears to move. In other words, the greater the distance, the greater the duration of movement. This occurs most often in open spaces [click for an example of an open environment], such as fields, deserts, and aerospace. Therefore the opposite must also apply. The closer the landscape is to the kinematic subject, the faster it appears to move. In other words, the closer the proximity, the smaller the duration. This occurs most often in closed spaces, such as rooms, corridors, and tunnels.

Driving simulators simplify the physics model of flight simulators by limiting the vehicle’s movement along a two dimensional plane. The result of this is that the landscape (the primary land-form of the first aporia) in the environment is closer in proximity to the kinematic subject, than that typical of a flight simulator.

[Click here for an illustration of the static and dynamic areas of screen space 1-2-3-4 ]
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Mostly static (proximity of clouds)
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Dynamic (proximity of ground surface)

The existence of a horizon privileges the perception of wide horizontal angles, rather than vertical tall angles. If instead of a horizon we have a ‘vertizon’ (vertical horizon), then the vertical orientation is privileged. In this case, there is a perceptual lack of a horizontal bottom plane, which connotes potential falling. In the case of 2001: A Space Odyssey (1968), the hallucination sequence has no gravity, and no stop point of safety; just constant peripheral stimuli. Yet this scene has a horrific nature of violence. While the environment is perceptually smooth, with no trajectory errors or bumps, the kinaesthetic subject (the astronaut) is violently thrashed around the screen. This contrasts with the experience of driving simulators, where the driver is perceptually safe, and the environment is instead perceptually violent.
However, the mere existence of a horizon/vertizon denotes the existence of two spaces: surface space, and aerospace. Depending on the abilities of the vehicle, the kinematic subject can travel on/through either or both of these mediums. In surface travel, the horizon splits the finite and impossible types of aporia apart. The horizon itself is the represented form of the infinite aporia; an infinite challenge of automobility.

The perspectivism of speed may primarily be vision orientated, but it is also worthy to note that other senses contribute to the experience. For instance, the sound of the rise and fall of engine revs between gear changes may in itself create a psychological effect of acceleration repetitiveness. Furthermore, the lag of the turbo (if fitted) winding up during acceleration gives the aural perception of the rate of acceleration (higher pitch = quicker acceleration).

Perspectivism of the Journey

[background: video]

Wide angles contextualise environmental stimuli to the maximum degree. The higher the angle of the field of view, the more the stimuli, and the greater the experience of speed. This video is a wide angle (120 degrees) view of VIP UA’s world record lap (1minute 25.220 seconds; 2005) around the South City (long) location in the online racing simulator, Live For Speed S2. I have removed the head movement that is usually affected by the G-forces to emphasise the immobile solidarity in motility that many racing games and media exhibit.

There is a link between the concept of the journey and perspectivism. Perspectivism, as does experience, lies on a linear line of history; the journey of past and future events; experienced through the temporality of the present. The field of view always encompasses aesthetically at least one of these three dynamic nodes of temporality. [next]
[Background:360]

In the case of 360 degree video, the direction of future and past traversed space is simultaneously visible. The curvature of perspective that is created by projection onto a flat plane (such as that of your computer monitor) causes objects passing to appear closer when sideways to the direction of travel. The curvature is distorted so much, that most of the stimuli loses its meaning. High fields of view allow for an amount of stimuli that exceeds that of normal perception (usually ~180 degrees along the horizontal axis). In this case, too much information results in much of the information losing its meaning, leading to raw data. This then makes the minor adjustments of navigation difficult when a high field of view is used on small screens, where the subject already has a low field of view. This is also a case where we see the case of optic flow in action. You might think your eyes would stay focussed near the center of the vehicle, towards the trajectory of the road; that is, until it heads for the barrier, the vertigo of a journey's end.
[background: sideways]

The opposite extreme to this is that of a low field of view, experienced most often by zoom lenses. In this case, the environment loses its context, resulting in a very focussed point of view. In this case, we may find a relationship between static sideways momentum and sleepiness. In the public train service in Japan, the passenger seats are usually oriented sideways to the direction of velocity (which functionally, being placed alongside the walls, allows for greater amounts of passengers inside). In this case of sideways speed perception, there is no perception of future or past kinaesthetics, that there is no direct external perception of where the train is going, or where it has been. All that exists is the kinaesthesia of realtime; of the current landscape being traversed. With the consistency of stimuli and lack of visual journey context (the direct direction of travel), together with the rocking G forces and low hum of the railway, it is no wonder that so many passengers in Japan fall asleep in trains. (Then again, this may also be a cultural phenomenon, where the train space is one of the only places of peace in such busy lifestyles.)

Experience as Trajectory

[background: overpass1]

Keywords: aporia, problem, boundary, projection, protection, buffer

Aporias pose a problem to a subject’s progression along a (lifetime) journey of experience. In discussing aporia, Derrida also considers the word problem, for its Greek translation signifies meanings of projection and protection (1993: 11-12). Now, protection, like a shield, is a tool to protect oneself from the dangers of the environment through an artificial distance via a boundary. In contrast, to project is to cross this boundary, into the unknown dangers of space.

The problem of aporia negotiation in order to fulfil one’s goals then is unified in the experience of speed; for with the projection of one’s self through an environment (automobility), or the projection of the environment around the self (media reception), the protection from the environment is provided by the buffers of the interface. Thus, the very essence of artificially enhanced speed requires a buffer of some sort.
If an aporia is a problem, then the existence of aporias signify an intermediary of experience. Metaphorically, aporias are vehicles for the experience of life; that to experience life, one has to experience aporias. Enjoyment of life then is the successive experience of epiphanies that result from the successful negotiation of aporias. Life is experienced through the assemblage of the kinematic subject, vehicles, and aporias. 

[background: modernity]

Speed was the distinctive drug of modernity, a stimulant and intensifier akin to those analysed by Balzac … tea sugar tobacco, coffee. (Schnapp, 13)

If this is so, then what would be the drug of postmodernity, if such a construction exists? Modernity was an age of new speeds; an age of technological breakthroughs that saw the increase of speed in transportation and communication. Postmodernism can be said to be a cultural phenomenon, most often associated with the future: science fiction, hybridity, cyborgs. Yet as Schnapp argues, we have essentially been motile from the time we first mounted a horse’s back (1999). Through the similarity in experience between the vehicles of modernity and postmodernity (iconically, the automobile and the computer), a question arises of whether there really is any difference between the social constructions of modernity and postmodernity, and if there really is such a construction as the postmodern.

Can speed be an aporia? The limitation of light speed poses an aporia of objective speed limitation. In other words, the limitation of speed means that speed is an aporia (of the first type). If Aarseth concludes that the consequence of actions that solve puzzles and other aporia are epiphanies (1999: 34), then what ‘action’ causes the epiphany of speed? The answer comes if we classify automobility as an action or sequence of actions that comes in the process of mobility and navigation. Csikszentmihalyi writes:

it is fair to say, however, that Laski and Maslow looked at ecstasy as a fortuitous epiphany that happened more or less by itself, rather than a natural process which could be controlled and cultivated. (1990: 251)

This indicates that ecstasy is the epiphany of speed. The negotiation of aporia by the process of automobility requires dynamic acceleration (of forward momentum and sideways cornering) that results in the realtime feedback of epiphany in the form of ecstatic movement. What is important here is that traditional notions of action in virtual environments require time for the cause and effect to occur. In the video game Doom (1992), one hits a switch, and a door opens. This is a singular action-reaction event, which can be repeated throughout an environment to form a series of aporias, ‘epiphanised’ one by one. With speed however, there is no singular event, as each turn or acceleration forms an alteration of the broad aspect of speed. Speed requires a continuous flow of movement, in which aporia is ‘epiphanised’ in realtime. In the experience of flow in ergodic art, epiphany is no longer a sudden occurrence, but becomes an enduring manifestation of enjoyment. 

In that ecstasy is the epiphany of speed, and that ecstasy can be controlled by the driver, Csikszentmihalyi’s observation that the process of the aporia-ecstasy-epiphany loop is natural is incorrect. Rather, the realtime realisation of aporia and epiphany through vehicular movement is a natural phenomenon as it can be ‘controlled and cultivated’.

The ‘Need for Speed’
[background: windy snow]

The need for speed is a feeling one gets of a motivation to re-experience the thrills that high speed activities provide. Examples of high speed activities include motor racing, extreme sports, first person shooters, and racing games. The last affect of speed exposure is when it becomes an autotelic activity, which causes the kinematic subject’s already altered consciousness to enter a different subject position .

Autotelic Experiences
[background: wing; ]

Keywords: autotelic, flow, goals
Is the raw experience of speed enjoyable? Speed in itself will not equate either an experience or pleasure/enjoyment/desire… After all, travelling at supersonic speeds at high altitudes has little or no immediate perceptual danger (except for a little turbulence and the hum of the engines, and the possibility of gravity ‘kicking in’). Due to the subjective affects of kinaesthesia and ecstasy, speed becomes enjoyable. For a driver, speeding through an environment full of aporia can be enjoyable in itself, which is what happens during the flow experience of autotelic activities. 

An autotelic activity is as Csikszentmihalyi argues, the optimal experience of enjoyment (1990). It is a ‘self-contained activity, one that is done not with the expectation of some future benefit, but simply because the doing itself is the reward’ (Csikszentmihalyi, 1990: 67). Derived from the two Greek words, auto meaning self, and telos meaning goal, the autotelic experience occurs when the subject is intrinsically motivated to perform an activity. This concept of an autotelic experience is a conscious state of flow. 
Csikszentmihalyi argues that the phenomenology of enjoyment has eight major components: the activity has a chance of completion, the subject has the ability to concentrate, concentration is made possible by clear goals and immediate feedback, the subject has a deep engagement with the activity that removes the awareness of external problems (external of the activity), the subject has a sense of control over their actions while concern for their own safety declines, and the subject perceives an altered time duration (1990: 49). The most interesting observation from this is that virtual racing encompasses every single one of these components.

If we additionally consult Callois’ model, surprisingly we can conclude the same thing. Callois theorised that intrinsically rewarding activities satisfy the four central human needs of competition, chance, representation, and vertigo (Csikszentmihalyi 1975: 26). Csikszentmihalyi noted that a mixture of two or more of these needs are found in most activities (ibid). What is interesting about the activity of any goal oriented social activity that requires movement within a environment through the interface of the vehicle (eg first person shooters, racing games etc) is that they appear to satisfy every one of these ‘needs’. For a brief example, competition exists as there are multiple subjects with the same goal; there is a chance of random technology failure (a common occurrence in motor racing), the representation occurs in the projections of speed or media representations of motion, and vertigo occurs as a result of the exposure to these projections and representations of speed (kinaesthesia and ecstasy). According to these two models of intrinsic enjoyment by Callois and Csikszentmihalyi, one could conclude that racing simulations are one of the most enjoyable activities a subject can experience.

Flow states of consciousness have a number of interesting effects on the kinematic subject. Specifically, their experience of a precise subject position becomes blurred and changes, and that their control becomes a series of automatic responses.
Flow and Subjectivity

[background: wide angle mtbarkerrd]

Keywords: dynamic positioning, mastery, automatic control, racing
During a flow experience of speed, the kinematic subject can be transformed to other forms of subjectivity. This appears to occur when the driver’s skill advances to the mastery of the vehicle, a state of control attained to the level of skill required for the possibility of goal completion. 
Once the uppermost levels of mastery are reached, navigation becomes an instantaneous automatic response, segregated to the quicker, more primitive areas of the brain. One of the first experiences of this for a driver is when shifting gears becomes second nature. In this flow state of consciousness, the kinematic subject gets a sense of control without thinking, of becoming a passenger to their own actions.
One does not experience enjoyment in merely controlling the velocity and direction of travel. When one is in control of their environment, as one is when experiencing automobility, it is the control of the distance from aporia (problematic danger) that is enjoyable. This is unlike ordinary circumstances in games, where the difficulty level is set by the game, environmental aporia, or other subjects to match that of the kinematic subject (player). Instead, the skill level of the driver’s control over the vehicle (and thus the environment) is matched by the self determined dynamic challenge of aporia negotiation. The determination of aporia proximity determines the chance of survival or crashing, and thus the kinematic subject has ultimate control over their experience of travel. Cinematic works on the other hand are enjoyable due to the medium’s ‘illusion of mastery’, or Manovich’s ‘interactivity’ (2001). 

An example here is the case of racing and competition driving, where speed is a requirement to win. In that speed is desirable and enjoyable, the visual perception of kinetic manoeuvres serve as elements that contribute to the experience of speed, thus becoming enjoyable in their own right; becoming mini-goals of a speed experience.

What is an even more interesting observation is that the mastery of an interface used for goal oriented activities may lead to a cinematic experience of automatic performance. In this case, the kinematic subject has the enjoyment of ‘watching’ their body automatically control the vehicle; becoming a passenger of the automatic control of the body. The immersed driver becomes a spectator of their own actions, transcending their normal experience of reality. Like an audience in a cinema, the kinematic subject is disassociated from environmental control, and yet paradoxically, there is an increased harmony in the association between the subject and the environment. Thus, Virilio’s voyager-voyeur is possible and is entirely applicable to the self, and not just the objective spectatorship of external spectacle. The kinematic subject becomes both an actor and a spectator of their own actions. 
In that the subject positioning can change due to different physiological and psychological effects, the subject experiences a series of dynamic points of view. These different perspectives allow a subject to view things from other aspects; leading to increased awareness and insight. This would result in an increase in personal development, which thus explains how the kinematic subject comes out of a flow experience stronger and with a greater sense of self being. Thus, the experience of speed becomes a desire for the self-improving power of automobility, and the consciousness alteration of ecstasy. In that this requires the immobility of vehicular experience, this perceived increase in subject power is diminished by the sedentariness of motility.

Why are home video games machines called consoles? In that simulations can create these affects of kinaesthesia, ecstasy and flow, the enjoyment of virtual travel then has a consoling affect, soothing the stress of reality. Consoles are the comforting kinematic motors of modern life. But, as Virilio declares:
Comfort is nothing more than a subtle trap into which we fall with all our weight, the addiction to the comfort of artificial assistance is comparable to that of a narcotic, it deprives us of the physical realities of an actual body like those of the places transverssed. (Virilio, 1984: 55)
The comfort of video games, like that of the G-force triggered car seat, is based in the structured motility of the interface. Additionally, the bodily transformation of motility submits the subject to the power of the vehicular system, allowing the possibility of distant spatio-temporalities damaging the local spatio-temporality of the kinematic subject. Nevertheless, when the subject is in control of the distance between spatio-temporalities, as they are in automobility, they are in control of this possibility of spatio-temporality collision. In the case where they have no control, and the technology does not allow objective subject harm (when , it would be a major issue), the kinematic subject gets the illusion of control through the expertly designed event space. Either way (and excepting the possibility of technology failure: the crash), in the experience of speed, the kinematic subject exhibits total control of their life.

The Crash and Replayability
[background: mayday]

The most obvious violence of speed occurs when a high speed vehicle unexpectedly stops, potentially causing severe vehicle and subject injury. The nature of high speed activities are violent, and demands a dynamic between danger and safety in order for a crash (motile failure) not to occur. When one masters this dynamic, the control of speed becomes enjoyable, possibly to the point of addiction.

In objective reality, the crash serves as an end of an activity, where the subject experiences a failure of the safe distance provided by motile hybridity. Conversely, in the virtual spatio-temporalities of games and simulations it acts as a regenerative function, allowing the subject to continuously accelerate, lose control, crash, and restart anew (ref). Super Mario World (Nintendo, 1991) provides an interesting case of the ecstatic crash, or rather, the lack of it. Whenever Mario touches the side of an enemy, there is no ecstatic moment of death deceleration, just an instant suspension of game time. This creates a comic effect, and can be followed by the immediate replayability of that event, thus creating a constant kinaesthesia of spatial movement, and ecstasy of changes in velocity.

Instead of experiencing the reality of hybridity ‘imperfection’ (Beckmann, 2004: 91), the crash becomes an experience of chaotic kinaesthesia; of ecstasy. Schnapp argues that while a constant increase in stimulus alerts the kinematic subject of increasing danger, the constancy of the increase engender a resistance to this alert, leaving the crash as the only way out of the loop (1999: 34). If acceleration becomes normalised, then one’s resistance against speed is removed, resulting in the crash as the only escape (ibid). If the media mediates a constant acceleration of stimuli, where is the crash? Information overload? Information decontextualisation? 

Violent Perspectivism

[background: lfs drifting]

Movement is directly related to fear. This is because of the ‘flight’ response; one of the behaviours psychologically embedded in any animal (Grossman, 1996). In other words, when one is scared, they run away from the object or thing that scared them. This is a situation whereby fear can instantly create ecstasy. However, as the ecstasy of dynamic motion can be controlled at the touch of a button (the accelerator), the kinematic subject is at once in control of their fear. This appears to be an enjoyable phenomenon, of the empowerment to the self. Thus a complex feedback loop of fear and enjoyment is established in the assemblage of the subject-vehicle-environment.

The professional driver and the elite pilot are the masters of ecstasy. Being highly skilled, they reach the extremes of dangerous situations while escaping the event unscathed. This is more objectively realised in the activity of drifting. Traditionally, a loss of grip between the tyres and the road results in the vehicle being out of control, and grip being in control. A drift is a controlled slide; the manipulation of a cars handling into and out of oversteer. The drift poses an interesting scenario of control and danger. 
For the kinematic subject who has mastered the art of drifting, the ability to launch a vehicle into the possibility of danger and to then escape in safety is an enjoyable experience. Enjoyment is most likely to be experienced during the exit phase of cornering, rather than before or during. With drifting, the driver is perceptually out of control, yet is still in control of speed and direction. Drifting is an automobility enabling escape from the confines of grip driving. While getting the car sideways results in a different perspective of driving through space, the act of beginning a drift signals an escape from the aporia of racing lines and traditional corner turn-in procedures. Again, once the technique of drifting is mastered and is repeatable, the experience of entering a corner (or series of corners) in a non-orthodox manner and successfully and safely exiting the corner becomes enjoyable. The activity of drifting requires a high level of skill to perform, with various techniques utilised in order to break free from the traditional grip interface. The activity of drifting then poses additional insights into the subject’s automobility, particularly of the subject-vehicle control dynamic between safety and danger.

Violence of Embodiment
[background: chaotic stimuli]

Keywords: danger, safety, subject position confusion, imprisonment, ecstasy
The removal of buffers entirely (such as suspension), creates a violent experience; a jarring concussion (Schnapp, 1999). Chaos is then defined as the lack of any buffers in an interface. In the hallucination sequence in 2001 a Space Odyssey (1968), there is no visible vehicle, or interface between the astronaut and his environment (besides his unpowered suit). This lack of a interface connotes a complete lack of buffers, which explains the violent movement. This sequence juxtaposes a violent subject against a smoothly moving spatial landscape. What is interesting here is that the violence of the subject is opposite to what happens in simulation subjectivity, where the subject is stationary (hence, the constant smooth perception of the environment), while the environmental speed is violent (due to the bumps of the road/point of view etc). Additionally, the subject has no control over speed or direction. In this case, the speed, or aging process, is an unwanted and horrific experience.

[Click here and here for additional commentary regarding this scene]

Conversely, driving ‘aids’ such as electronically controlled components, including ABS, power steering etc all contribute to the buffered distance between subject and environment. In a car engine, the development from the carburettor to fuel injection technology resulted in a reduction in lag between depression of the accelerator and the resulting forward acceleration (assuming a forward gear is selected). A similar experience occurs with the comparison of a H pattern gearbox to an electronically controlled sequential gearbox. In the former, the gear is engaged the instant the gearstick is positioned and the clutch dropped. In the latter however, there may often be a lag that can last over half a second (in my experience). In the case of the Nissan Skyline R34 GTR, the driver can essentially drive as hard as possible, and the electronics sort out the traction control etc and keep the vehicle from crashing. The closer the kinematic subject and environmental aporia are, the less reaction time there is, and the less the perceptual buffer is. 

[background: night]

A spectator’s response to a motor racing crash is entirely different to that of a cycling race crash. While the former results in the perception of twisted metal, the latter results in the perception of a sprawl of human limbs and bike frames. The perceived safety of vehicles could be said to be proportional to the positioning of the kinematic subject in relation to the vehicle. When the subject is inside the vehicle, they are perceptually shielded from the environment. When the subject is placed externally however, the likeliness of the two being separated in moments of high danger is increased a great much more.

Is there a difference in psychology between the local and remote control of objects? The difference between local and remote control parallels the difference between driving inside a car and driving a simulation of a car. The key distinction here is that media are simultaneously local and remote, in that they mediate remote environments/information/objects/people instantaneously into local spaces.
What is perhaps the most critical aspect of vehicular experience? As a question Baudry asks in relation to cinema:

‘do the instruments (the technical base) produce specific ideological effects, and are these effects themselves determined by the dominant ideology?’ (1975: 41)

As intermediation involves multiple interfaces (the interfaces between subject-vehicle and vehicle-environment), the sum of the interfaces allows for a particular amount of transparency, or concealment, of mediation to and from the subject and environment (through the vehicle).

[The] concealment of the technical base will also bring about a specific ideological effect. Its inscription, its manifestation as such, on the other hand, would produce a knowledge effect, as actualization of the work process, as denunciation of ideology and as critique of idealism. (Baudry, 1974-5: 41)

In reality, the kinematic subject’s realised movements are repressed by road laws. In contrast, experiences of speed through media technologies are currently only limited by the top speed of the system (ie central and graphics processors in computers), and the immersiveness/vividness of the intermediation (size of screen, sound etc). Video games, like other media, are controlled environments insofar as the danger of spatial-temporal proximity is concerned. Like how the censorship of sex and violence in the media is a way the system of society regulates one’s desires, the buffered distance between subject and environment affords security from injury. 

There is a safety in the distance between volatile objects. On the other hand, is there any danger that results from this distance? Obviously, if an object or person is trustworthy, it or they can be held close to oneself. With the experience of speed being so similar between virtuality and reality, the final issue becomes when the objective safety of the media is negated by the actual danger of real speed.
A spectator has perceptual distance from the vehicle. There is a lack of objective control, and the existence of a significant physical distance from other dangerous objects. When a spectator has control over the vehicle however, the perceptual distance appears to decrease. The key observation here is that media technologies create subjective danger with objective safety.

‘By acting, the brain thrusts its body into the future space-time of the world while predicting the sensory consequences’ (Freeman, 2000: 1)
In the cinema, the sensory prediction of any oncoming danger occurs without any objective danger. However, when the aporias and the vehicle are in the same spatio-temporality, there will be a possibility of contact, which could result in a catastrophe. On the other hand, the aporias within virtual environments are in a different spatio-temporality to the kinematic subject, and thus contact between the two is only possible through the vehicle of media technologies.

Like the phenomenon of synaesthesia (the confusion, or mergence of different senses), the experience of speed causes a confusion of different subject positions.

The visual sense enables the world of both people and objects to be controlled from afar, combining detachment and mastery. It is by seeking distance that a proper ‘view’ is gained, abstracted from the hustle and bustle of everyday experience. (Frisby and Featherstone in Urry, 2004: 30)

If we combine that concept with Baudry’s illusion of mastery (1984), one could argue that cinema audiences already have the control of event anticipation and logic of character behaviour, and so are already more engaged with the remote spatio-temporality. While the boundary and buffers of the interface detach the kinematic subject from the environment, the spectacles, actions and activities within the environment provide modes of reattachment. Cinematic techniques like that of engulfment, and new video game playing abilities can thus be said to create virtual motility; of motilities within motilities. This poses the same critical challenge as that of multiple spatio-temporalities within a single place.
[background – distorted lfs road; no journey]

Baudry asserts that cinema functions as a support and instrument of ideology (1975: 46). What is the idealism inherent in speed? Automobility has been seen as a cause for globalisation (Urry, 2004: 25); the car is an icon of mobility, freeing the people from ‘immobility’. Yet paradoxically, the vehicle requires the subject to submit to the objective immobility of motility, in order to experience mobility and higher extremities of speed.

If Virilio argues that the cockpit of a vehicle is analogous to the cell that imprisons and incapacitates the driver/pilot (1990: 17-36), then acceleration is analogous to cell injection, of being forced into the seat. Likewise, deceleration is analogous to de-cell-eration; in other words, a process of cell ejection. Then, one could argue that the reverse of the crash, is the experience of the launch. Prior to the launch, the lead up to the launch resembles that of the crash; that of the suspense of an approaching event that changes the mode of transportation. The launch is the controlled initial state of ecstasy, of the acceleration from a static position. Conversely, the crash is the uncontrolled final state of ecstasy, of the sudden deceleration to a static position. The automobility/autonomy of the kinematic subject then is a relation with the interface of the vehicle that dynamically empowers over the subject’s life. While the driver may be in control of their direction and velocity, the acceleration of the vehicle affords the system power over the driver. In the controlled automobility of a vehicle, the kinematic subject dynamically authorises the system to and from the empowerment of motility. With the physiological and psychological affects of kinaesthesia, ecstasy, and flow experience contributing to the enjoyment of speed exposure, the vehicles of speed create a desired altered state of consciousness. 
Conclusion

[background: blurred ecstasy]

Like dromoscopic vehicles, the stroboscopic reproductional technologies of time based media function on ‘physiological/psychological desires’ for the experience of kinaesthesia, ecstasy and flow. Kinaesthesia and ecstasy are caused by the intermediations with exterosensory stimuli. Thus technologies that alter anyone’s external stimuli also cause kinaesthesia. Any environmental motion causes kinaesthesia, and extreme changes or durations of acceleration of this motion causes ecstasy. Kinaesthesia reduces perceptual territory, yet brings it to life. Ecstasy (more broadly) results from changes in the frequency of stimuli perception, and is the realtime epiphany of aporia negotiation.

Kinaesthesia and ecstasy are two potentially pleasurable physiological affects. The combination of these with racing (or other goal oriented social activity) through aporia filled environments leads to flow experiences – the ultimate enjoyment. The effect this creates is that persons subject to projections of speed on any platform of vehicle undergo a transformation from mobility to motility, resulting in happily disabled beings. This bodily transformation then imprisons the kinematic subject according to the levels of their desire of automobility. The vehicular experience acts like a drug. It is a medicine for immobility, and in the case of media, it is a hallucinogen for automobility. To gain a greater ‘view’ or aspect allows for a greater contextualisation and understanding of the state of play. Therefore media content, together with media technologies and other motility inducing dromoscopic platforms, have the power to utilise the embodiment of motile agents for their own (advertising, political, or other) benefits. Thus there is an ideology in the creation of speed experiences.
Experience is a time based phenomena, limited by the lifetime of the kinematic subject. Travel is a space based activity, limited by the speed of experience. To control the speed of spatial transportation is to not only control the duration of the journey, but the duration of experience. To travel and explore is to experience. To experience is to travel and explore. Thus, speed is every so complexly entwined with experience; the journey of spatio-temporal aporia negotiation. Through the vehicle, the subject can experience.
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Final thought: If the pen is mightier than the sword, where does that situate the vehicle?
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