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In the last decade, video pornography has become mass culture, but definitely not 
popular culture – its signs and symbols are more implicitly understood than openly 
shared amongst its publics. Pasquinelli points to how as such pornography is what 
constitutes a large portion of bandwidth traffic beneath the surface of an allegedly 
disembodied technology like the Internet – personal media is filled with the 
desperate libido that they originally alienated.

Pornography could even be understood as an effective product for an exhausted 
technological age – where increasingly our pathologies are being explored in a 
deep, dark cave with ourselves online, rather than through activities that possibly 
could be considered more social and tactile. But tactility can be understood as a 
changing experiential quality, that looses some aspects and gains others in the 
digital networked age, which offsets the prognosis that technology (the machine) 
necessarily alienates us from the human condition. J.G. Ballard’s doomsday 
prediction is that a growing taste for porn suggests a libidinal breakdown that could 
well mean the coming extinction of the human race (Pasquinelli: 201), and this is 
somewhat suggested in the film Children of Men (Alfonso Cuarón, 2006) where an 
inexplicable breakdown of humanity’s reproductive capabilities takes place.

Pasquinelli says – “Porn images are quite peculiar, they speak to our animal 
scopophilia – a sort of ancestral cinema for our reptilian nervous system. It is 
impossible to judge a pornographic image according to a moral register simply 
because each one has a completely different quality (and quantity) of libidinal 
desire. Both pansexuality and asexuality should be tolerated, along with high and 
low degrees of libidinal excitement” (Pasquinelli: 203).

The effect of an image is not related to its content, in any straightforward way. Brian 
Massumi speaks about how emotion (intensity owned, recognized and narrativized) 
and affect (unassimilable intensity) should be separated and need not be seen as 
related or overlapping always. What this provides an explanation for is how in spite 
of its rather negative reputation (disgusting, repulsive or boring), pornography still 

more specific forums that deal 

with sex include Teen Advice, 

Ehealth Forum etc.

Brian Massumi, The Autonomy 

of Affect, The Critical Deleuze 

Reader (Ed: Paul Patton), 

Blackwell Publishers, 1996, p. 217. 
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is an effective genre of media that more often than not succeeds in the ambitions of 
its genre, that of arousal and gratificaiton – or just simply bodily-ness. Amateur porn 
has a guilty contract with nerve endings, and perhaps a more tacit understanding 
with them too. 

parasite 

“It was only a noise, but it was also a message, a bit of information 
producing panic: an interruption, a corruption, a rupture of 
information. Was the noise really a message? Wasn’t it, rather, static, 
a parasite? A parasite who has the last word, who produces disorder 
and who generates a different order.”

Michel Serres, The Parasite

Pasquinelli suggests that we view media as libidinal parasites, or libidinal 
organisms. Various aspects explored earlier resonate with Pasquinelli’s notion. 
Technology has been understood as information channels, mimetic devices, but 
also as bodily prostheses, symbiotic and even autonomous beings. The separated 
yet symbiotic relation of technology is also suggested in the Mahabharata and its 
understanding of technology-human relations. If the condition of being animate is 
that we consume and dissipate energies, then machines are able to consume and 
dissipate energies as well, which makes them seemingly an organism or form of life. 
When Pasquinelli further uses the word parasite for media, it is not meant in the 
negative sense, but in a similar sense as Michel Serres’s treatise on parasite suggests 
as its essential characteristic – that it is able to condense and store energy and then 
re-direct them.  

Another aspect that characterizes sentience that seems to be in common between 
media, technology and humans, is the ability to crystallize time.  Technologies 
autonomously produce images that are strictly speaking not shared with human 

A useful example that 

Pasquinelli gives is how media 

stars condense and store 

our energy, to redirect them 

as attention and fetishism 

towards brands, technology and 

commodities.
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beings but seen by them later (in the case of the surplus footage that is generated 
by surveillance cameras and hidden cameras, perhaps never seen by human beings). 
Time and desire are crystallized here into a form that is then accessed by humans, 
when we desire to experience a particular moment.

If video can produce and accumulate time, then video technology does not merely 
replace or extend the human eye or even internal vision (of dreams, imagination) 
but does more in its ability to crystallize time, which makes it in some aspects at 
least, autonomous of human beings. Even if the video is of yourself (as in the case of 
many videos on the amateur porn websites such as YouPorn) the camera is placed 
to form a frame from outside and the technology that then watches you is more 
autonomous, than prosthetic.

The law too seems to view pornography as errant organisms and parasites controlled 
by a connective libidinal imaginary. Hence its positing of pornography itself as the 
accused rather than any attempt to govern practices and those who produce or 
consume pornography, is an almost intuitive and perfidious response. The law’s fear 
of the image has led it to the point where pornography itself stands as the accused, 
and law thus accords pornography with the status of a force, a phenomenon but 
also that of personhood, capable of being blamed, attacked and incarcerated by law. 
Oddly, the law too joins in this cacophony of discourses (technology, new media 
and film studies, philosophy, and phenomenology) that perceive pornography as 
sentient, corporeal, separate and an autonomous force. 

Pasquinelli also shows how these parasites are never immaterial and they transform 
our fluxes into something material – “Netporn converts libidinal flows into money 
and daily siphons a huge bandwidth on a global scale. Netporn transforms libido 
into pure electricity: exactly as file-sharing networks are reincarnated as an army 
of MP3 players, Free Software helps to sell more IBM hardware and Second Life 
avatars consume as much electricity as the average Brazilian.” (Pasquinelli: 209) 
This conversion of libidinal surplus into money, attention, visibility, spectacle, 
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material and immaterial commodities is quite evident at the level of benefit of 
net pornography to infrastructural providers in the Indian context (i.e., electricity, 
bandwidth, etc.) and perhaps extends to the semi-stardom status of celebrities that 
too feeds into the same economy of attention, visibility, brands and capitalism. 

The entire mediascape can be described as a parasitic chain (Pasquinelli: 211) and 
there are different beasts that exist here, ranging from ancestral instinctual beasts 
to nihilist, expressivist and others. Perhaps the beast that this monograph tries to 
examine is that hybrid form of amateur pornography that is formed of technology 
and media, where each has transformed the other in aesthetics and form (grainy 
texture of amateur pornographic video is a product of its carrier technology); but it is 
also partly made up of bodies (in the content but also the body of viewer and media 
in contact with each other). The nature of this beast is that it parasites on us; it is 
separate and yet in a symbiotic relation.  

Serres poetically describes the parasite as the inclination towards trouble, to the 
change of phase of a system – “it is a little troublemaker”. Pornography is seeking to 
extract libidinal surplus – it is constantly mutating in form to accommodate tastes 
and cultural mores, changes in technology and legal limits of accessibility. The 
contemporary is marked by a certain kind of amateur video porn – one that emerges 
from the dark fathoms of the Internet in repsonse to words like <kaand> <dps mms> 
<mallika sherawat> <webcam sex> <hidden camera> <mobile phone sex> <cybercafe 
sex> <hostel>. But this form is likely to change, and the fluid quality is essential for 
the parasite, that sucks off too much of the surplus (money, bandwidth, energy) at 
any one point, and causes the (legal, socio-cultural, technological and economic) 
system to shift as well. 
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chapter eight:
vignettes for the ‘next’

Simple is better than complex 
Complex is better than complicated

Tim Peters, The Zen of Python

Think of the image/expression-events in which 
we bathe

Brian Massumi 

In a camera print/bootleg copy of Love Sex Dhoka, we can hear the conversations, 
reactions, boos and silences of the audience throughout the film like a dense layer of 
audio annotation, which works as the opposite of director’s commentary. It is hard 
to say where this camera print was made, since the camera remains focused on the 
screen throughout but it is a cinema hall and the audience is largely male. One story 
heard is that this version of the film was shot in an engineering college somewhere 
near Delhi. All one can reliably say, is that the public is watching. 

The second story in LSD is about surveillance cameras and how they are used as 
hidden cameras to capture people in intimate positions. In the story however, the 
boy starts to fall for the girl and is in a dilemma as to whether he should have sex 
with the girl, while the surveillance cameras are on. If he does, he can sell this 
video clip to pay off a debt. If he doesn’t, he gets the girl or feels himself worthy 
of the girl. There is a conversation between them, just before they have sex where 
his reluctance, greed and desire are evident. In the camera print, the conversation 
however,s spills outside of the film and is also amongst those watching and between 
the audience and the film as they heckle, push, cheer and withdraw from the film. 

Long time Pythoneer Tim Peters succinctly channels guiding 

principles for Python’s design into aphorisms. See http://www.

python.org/dev/peps/pep-0020/ 

Ibid n.169
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This fragmented conversation, where everyone knows who the words are directed 
to and when they are directed away from the film and to each other, is reproduced 
below. 

(This is the scene where the boy (Adarsh) and girl (Rashmi) have sex in the room 
where surveillance cameras, via which the audience of this fiction film is watching. 
Rashmi’s friend has just died in the first segment of the film – she was killed by 
her brothers and family for running away with her lover and that is why Rashmi is 
crying in this scene.) 

Rashmi: (about her friend, speaking to Adarsh) She was the one who told me you 
liked me and cared about me
Adarsh: (silence) 
Rashmi: (pulls Adarsh towards herself, while she is seated on a chair)
Audience: (starts chanting) Total purpose! Total purpose! Total purpose!
Rashmi: (obviously frustrated by Adarsh’s unresponsive body) What do I have to say? 
What do you want me to do?
Person in audience: Tell her you want her to suck you. 
Person in audience: (as Adarsh starts responding to Rashmi and they start kissing, to 
the others in the audience) Keep quiet, keep quiet. 
Person in audience: Everyone take out their (penis)
Person in audience: Put it in the hand of the guy next to you.
(laughter) 

Person in audience: (to Rashmi in the film) Remove the t-shirt 
Person in audience: One, two, three – take it off
Person in audience: (when t-shirt comes off the girl) 50,000 rupees full!

(Adarsh then goes in front of the surveillance cameras, ostensibly to turn them off)
Person in audience: Sisterfucker, motherfucker don’t put it off.
(Applause when he doesn’t)
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Adarsh: (to Rashmi, lying) I put it off.
(Applause continues loudly)

Person in audience: (as more clothes come off and they are making out) 70,000 
rupees now
Person in audience: 80,000 rupees
Person in audience: (Rashmi and Adarsh are now having sex on the floor of the 
room)  162,000

Person in audience: (as the scene ends) Its over
Person in audience: No, no. Its bufferring...
Person in audience: Put on your bluetooth - you’ll get it.

LSD also has a scene where Adarsh is setting up the room where he will seduce the 
girl so he can sell a pornographic clip. In this scene he is alone and simulates sex for 
the surveillance camera to see what it would look like. As he does, the audience yells 
out – Bharat Mata ki jai (hail Mother India) and Zindabad (long live) for no apparent 
reason other than that is some kind of collective cry or call for action. 

“We have sought out the subjective computer. Computers don’t just 
do things for us, they do things to us, including our ways of thinking 
about ourselves and other people. A decade ago, such subjective 
effects of the computer presence were secondary in the sense that 
they were not the ones being sought. Today things are often the other 
way around. People explicitly turn to computers for experiences that 
they hope will change their way of thinking or will affect their social 
and emotional lives.”

Sherry Turkle Ibid, n. 138, p.26. 



173
177

Chatroulette is an interesting space that opens up possibilities of understanding 
contemporary practices around pleasure, technology, video and the intertwining of 
the three. Created by a bored Russian teenager who wanted to connect and talk to 
people in other parts of the world, Chatroulette soon became a phenomenon that 
was used for conversation, exhibitionism and sexual interaction or sex. Its simple 
interface has two video feeds (one from yourself and the other from anybody else 
also on Chatroulette) and the rest of the page is a text-based chat box. On top there 
is a simple button that allows you to ‘next’ to move on from your current partner. 
Obviously one encounters a myriad penises, but there are also a few unique 
moments – a turtle staring back at you, a piano player performing different requests, 
a German and South American teenager attempting to communicate with others in 
the world without any English, a man lying in a bathtub whose face is not visible, 
but his fingers and penis emerge alternately out of the soapy bubble filled bath tub 
to entertain everyone who passes by. 

In a telling insight into the possibilities of Chatroulette, Nishant Shah says – 
“The State now believes that the people will now watch and police each other, 
except that this is exactly what people will do – (just) watch each other.” This is an 
interesting parallel to the idea that the future of video surveillance is in the mobile 
or the hand phone – from where images will be sent for instant checking by the 
police, but also what is unstated is the idea that people will watch each other for just 
that scopophilic pleasure. 

This perhaps is also the sinister aspect of spaces such as Chatroulette – what will we 
watch each other do? If we have seen images of sadistic torture, brutal beheadings, 
forced stripping of women in the guise of private videos of couples then the ultimate 
thing left to see, or as a logical progression would be a snuff video, or a video of a 
killing. On Chatroulette, artists Eva and Frances Mattes staged a suicide online in 
May, 2010. In November in the same year, a Japanese man committed suicide online 
on Ustream, saying that he was frustrated with work. He was both encouraged and 
asked to stop by viewers. Similar such incidents have taken place before that include 

Interview with Nishant Shah, 

on 1st August, 2010. Available 

online at http://pad.ma.

The video made titled No Fun is 

available online on vimeo. More 

details at http://gigaom.com/

video/what-would-you-do-if-you-

saw-a-suicide-on-chatroulette/. 
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overdosing on pills and hangings in America and Europe. 

In the movie, Downloading Nancy, some of this bleakness and desperation is 
explored. The movie tries to portray a realistic picture of how human emotions are 
stretched and morphed in the digital contemporary. It is based on a true story from 
1996 – the writers of the script describe about how they heard the story and “it was 
the first time someone had used the Internet to do something dark and horrible”. 
The stark images of a cold, minimal landscape are the backdrop to a woman who 
has decided to kill herself and wants to find someone who would do it, either in the 
throes of passion or a deliberate murder. She doesn’t really care who or how, as long 
as it happens. Though the movie could collapse into a far simpler narrative of a 
victim of sexual abuse, some part of it that is beyond the narrative and motivations 
of the characters touches on emotions that are more widely shared, far deeper and 
even inexplicable – exceeding what is ordinarily expected of online and/or sexual 
interactions.

A reductive reading of the film (and perhaps that was 
the director’s vision as well) would be to understand 
the woman’s motivations as a result of sexual abuse, 
or desperation to escape from a boring and stifling 
marriage or even clinical depression. All (or none) 
of these culminate in the movie as the last journey 
towards a thrill, and perhaps the easiest way to find 
something like that thrill, or someone who would fulfill 
such an anticipation, is online. Except paradoxically 
unlike most virtual and online thrills (that we recover 
from easily – get shot or killed while playing games to 
emerge largely unhurt) Nancy’s game has a fatal end. 

Somewhere between Nancy’s painful yearning towards the end of what has become 
an unbearable life, the staged and real suicides on Chatroulette and the urban 

The Write Way: An Interview 

with Pamela Cuming and Lee 

Ross of “Downloading Nancy”, 

The Independent, June 2009. 

Available online at http://

www.independent-magazine.

org/magazine/06/2009/

dlnancyinterview. 

In one scene that escapes from the narrative gridlock of the movie 

itself, Nancy is in a hardware store where she and her new lover 

have gone to buy the necessary material for engineering her death. 

She is playful and light in the scene, unlike at any other point in the 

movie – her desired end is near enough to allow this. She puts her 

hand in and out of a box of nails in the hardware store and soon her 

wrists are punctured and she is bleeding. There is a premonition 

of death that is planned but she and her lover soon rush out of the 

store (while others in the store and audience watch a little horrified) 

to a hospital to stop her bleeding. There is a desire to die in a certain 

way, and an accident evidently does not fulfil that desire. 
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legend of the alleged suicide attempt of the girl from a small town in India whose 
private erotic video with her boyfriend leaked onto the Internet is a contradictory, yet 
tenuously shared conception of what technology does for us and what it does to us. 

“staircases reverse: Eros”

Anne Carson

Capitalism has led to the separated sphere of the image as spectacle and for the 
image to be made profane (personal, forceful) again, these separations have to 
be abolished or changed. Pornography is the ultimate example of this capitalist 
partition and the philosophical response that Pasquinelli and Agamben choose is to 
talk of love, as that which cuts across the dissections of the human being into layers. 

Agamben and Pasquinelli talk about the separation of body and mind as a medieval 
problem, that led to common perceptions in the contemporary of the human body 
as sliced into separate layers (that relate to different disciplines from genetics 
to anatomy, psychology to neurology). It is possible that the flagitious aura of 
pornography too, is a result of these divisions of human experience into work, 
family, love, marriage, sex and even online and offline. Agamben harks back to 
an understanding of love that gives some glimmers as to how these layers could 
overlap and interplay, instead of being assiduously separated. Love is immoderate 
contemplation of internal phantasm, where phantasm is about love and animal 
spirits of the body. Love is also described as a “phantasmatic process, involving both 
imagination and memory in an assiduous, tormented circling around an image 
painted or reflected in the deepest self”.

See Pasquinelli’s account 

of love and this particular 

definition is taken from 

Andreas Cappallanus. Bestiary, 

Pasquinelli (2009: 183)
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Pasquinelli says – 
“Capitalism, like religion, is meant to bring each aspect of life (body, 
sexuality, language) into a separated sphere. The political gesture 
opposed to this separation is what Agamben calls profanation: 
not simply the gesture that abolishes and erases the separations, 
but the gesture that knows how to re-deploy and ‘play’ with their 
constitution in a positive manner” (Pasquinelli: 185).

But is the political gesture that of love: love or eros, desire is not just a simple, brute 
force that will vanquish separations and bring down walls. Anne Carson speaks of 
divisions of a different kind within eros – of pleasure and pain, of bitterness and 
sweetness, of love and hate, of that which splits the mind in two. For Carson eros 
is complex, temporal, bounded and physical. Carson says – “Desire then, is neither 
inhabitant nor ally of the desirer. Foreign to her will, it forces itself irresistibly 
upon her from without. Eros is an enemy. Its bitterness must be the taste of 
enmity. That would be hate.” Both love and hate mingle in eros, and as Carson 
describes, different genres and poetry, from the Greeks to the Russian novel about 
Anna Karenina, capture this paradox. Carson likens the act of reaching towards 
the desired one, that which glimmers with unattainability, to the act of reaching 
towards knowledge. Eros is always triangulated; it makes us paradoxically aware of 
separations and edges, rather than of mingling. 

In the hidden, private, darkenened corners in which pornography is watched, it is 
hardest to say that affect or sensation is experienced or sought in neatly separated or 
even predictable ways (if it ever is), but it is the existence of this hidden separation 
and covert consumption that is indicative of a separation of spheres of humanness. 
But while cutting through the separations that dissect human experience, or 
profanation by love, would perhaps allow something like pornography to not work 
merely for capitalism (a new collective use of sexuality would be possible), there is a 
schism in eros or love itself and the way it is experienced, that may not allow this to 
be so simple.

Anne Carson, Eros the 

bittersweet, Dalkey Archive, 

1998.
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Finally, it could be suggested that the zeitgeist is pornography but it would be hard 
then to distinguish from any other time, and the digital-as-zeitgeist would perhaps 
not be descriptive enough, and place us on a continuum into the future, unable 
to encapsulate the multitudinous and daily shifts in practices of ordinary people 
around technology. As digital technology gets further embedded in our lives, there 
is a growing constellation of ideas about the simulacra of our modern existence, 
which are pulling in different directions of instrumentality, representation, affect, 
simulation, prosthetic, symbiotic, etc. What has hopefully been achieved here is the 
dim lighting up of a rhizome of ideas, thoughts, and perceptions about the digital 
age that we live in. 

There are points of concurrence also about how new media and technology are 
being described – such as between the sentience of objects in Hindu philosophy, the 
ways in which media and technology consume and produce energy as if akin to life, 
crystallize time as if it is memory, and the inner core of objects that object oriented 
philosophy speaks about. There even seem to be a curious synchronicity between 
very varied positions such as the interconnectedness of the tantric universe that 
Lata Mani talks about and the profanation across separations that Pasquinelli calls 
for. Perhaps these and other insights that are human, animal, divine and prosaic are 
possible if we listen and engage in complex and philosophical accounts even of that 
which we perceive as base and irrelevant, such as pornography.
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