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Abstract: In the everlasting process of technology becoming an inseparable 

part of human lives, the definition of ‘being human’ has been altering accordingly. 
This change, more than a simple dystopian society captured by technology, refers 
to the coalescence of technology and human as a new subject ‘beyond’ the human. 
Canadian filmmaker David Cronenberg is telling stories of human evolution that 
modern man has seized control of and the complex relationship of this evolution 
within his triangle of consumption, body, and technology in his movies. 
Cronenberg’s cinema was mainly focused on the bodily transformation of modern 
man by diseases, especially in the early period of his cinema; giving the notion of 
‘disease’ that humanity is obsessed with today -an exceptional meaning. Besides, 
he makes a comeback to this philosophical infrastructure with his first novel 
Consumed (2014). As a result of this bodily transformation, the term ‘new flesh’ 
emerged in the middle of the consumption, body, and technology triangle. In this 
comparative study, Cronenberg’s ‘new flesh’ concept which refers becoming of 
technology and body, and diseases as a mediator between the ‘old’ and ‘new’ flesh 
in his cinema will be examined in the light of contemporary cultural studies since it 
would be a pathfinder to understand the digital cinema which is the ‘new flesh’ of 
contemporary cinema.  
 

Keywords: David Cronenberg, consumption, body, technology, new flesh,        

postmodernism, consumer culture, posthumanism, disease,  
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Introduction 

The word technology is a combination of the Greek words 'techne', meaning art or skill; 

and 'logia', meaning science or study, and we consider the first technological product in history 

as the wheel. Technology that had started its journey from the wheel and was once only in the 

hands of the capital like a weapon, has spread virally like a disease with the Internet. The spread 

of technology without class discrimination democratized access to knowledge and power. 

Terrible gigantic machines with complex structures got into our pockets becoming smaller, 

practical, and sympathetic, for instance, Android, maybe as they sweeten our lives, named its 

mobile operating systems after desserts in alphabetical order, even, some of them with brand 

names as in American culture generic trademarks are highly common, such as Marshmallow, 

Nougat, Oreo, Pie, while Apple goes for natural subjects in its computer operating systems such 

as Mountain Lion, Snow Leopard, and Yosemite. The fast and instant access facility found in 

ever-smaller computers and 'smart’ phones in a sense, according to Cronenberg, has incorporated 

the internet into our nervous system. (Rath, 2014, September 7)  

 The world of ‘ones and zeros’ has engaged with real life and it has taken us in so quickly 

that we even forgot our inclusion process. It embodies us more and more every day and we 

become disoriented when it comes to position ourselves in the face of such a situation. Especially 

if we evaluate this through our current situation under pandemic conditions where According to 

Agamben, ‘universities and schools are closed once and for all and that lessons are only given 

online, that we stop meeting and talking for political or cultural reasons and only exchange 

digital messages, that as far as possible machines replace all contact - all contagion - between 

human beings.’ (Agamben, 2020), we see that our presence, which is already being digitized, has 

in a sense totally moved into the digital world, since our bodies need to stay quarantined. All the 

concepts such as art, culture, and communication have evolved into different meanings in where 

we stand now since as soon as the technology becomes an inseparable part of our lives, the 

definition of ‘being human’ is changed. This change, more than a simple dystopian society 

captured by technology, refers to the coalescence of technology and human as a new subject 

which is ‘beyond’ the human and I find this new ‘beyond’ the human subject highly related to 
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Cronenberg’s 'new flesh’ concept. In that case, is it possible to discover the new identity of 

cinema, which has also engaged with digital through this new subject? 

Canadian filmmaker David Cronenberg is telling stories of human evolution that modern 

man has seized its control and the complex relationship of this evolution with consumption, 

body, and technology in his movies. Cronenberg’s cinema was mainly focused on the bodily 

transformation of modern man by diseases especially in the early period of his cinema. Besides, 

he makes a comeback to this philosophical infrastructure with his first novel Consumed (2014). 

As a result of this bodily transformation, the term ‘new flesh’ has emerged in the middle of the 

consumption, body, and technology triangle. The term ‘new flesh’ which first appeared in one of 

his first movies Shivers (1975) and then left a mark in our minds with his memorable movie 

Videodrome (1983) is a result of the fusion of human and technology.  

The "new flesh" defined as "man as a technological animal" by Professor O'Blivion in 

Videodrome (1983) represents the process of convergence between two terms, as well as 

human-animal integrity, at the point we have reached in the double-sided relationship between 

human and technology. Haraway says that ‘No objects, spaces, or bodies are sacred in 

themselves; any component can be interfaced with any other if the proper standard, the proper 

code, can be constructed for processing signals in a common language.’ (Haraway, 1991) 

Haraway, in her article, published as 'A Cyborg Manifesto', which left its mark on the literature, 

deals with machine-organism cyborgs as a socialist-feminist theory, representing blurriness and 

intertwinedness, with the 'cyborg identity of non-white women'. With the tension arising from 

the breakdown of communication between people, Haraway encourages us to rethink the term 

cyborg as ‘other’ with a non-anthropocentric 'posthuman' perspective. (1991)  

Rosi Braidotti, who makes quite wide references to Haraway and also comes to mind 

when a non-anthropocentric point of view is mentioned, presents the posthuman condition which 

includes cyborgs as a productive tool that makes possible to ‘go tumbling down of a number of 

boundaries between ‘Man’ and his others in a cascade effect that opens up unexpected 

perspectives’ through Vitruvian Man’s evolutionary adventure (Braidotti, 2013) According to N. 

Katherine Hayles who is another crucial name in the field of Posthuman Studies: “The 
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posthuman subject is an amalgam, a collection of heterogeneous components, a 

material-informational entity whose boundaries undergo continuous construction and 

reconstruction.” (Hayles, 1999, p. 3)  

I think that it is no longer possible to present technology as a unilaterally imposed 

consumption form but instead it underlines a sort of mutual dependence between the flesh and 

the machine. (Braidotti, 2013) From this point of view, this comparative study aims to 

understand Cronenberg's "new flesh" concept which refers becoming of technology and body, 

and diseases as a mediator between the ‘old’ and ‘new’ flesh in his cinema, since it would be a 

pathfinder also to understand both the technical and philosophical infrastructure that constitutes 

the digital cinema as the new flesh of contemporary cinema within the consumption, body and 

technology triangle. 

 

First of all, The new flesh concept has a deep connection with consumption, because 

many of the elements that constitute the atmosphere of the new flesh are related to consumption. 

New flesh is a concept belonging to a society that Baudrillard calls "Consumer Society'' (1998) 

and it was born in the chaotic godless postmodern world of this society. According to 

Baudrillard's simulation theory, in this world where the line between the real and the not is 

blurring, what postmodern society consumes and ends up is the“real”. The 'hyperral' as a 

substitute for reality makes the subject forget its original, because where nothing is real, they 

actually function better. In an endless chain of reproduction, desires also reproduce themselves, 

and thus makes everything possible but as a simulation. (Baudrillard, 2011) The society captured 

by Baudrillard is very important in understanding how and where the new flesh was born 

because it points to the elements that make up, or rather bend, the time and space of the universes 

in Cronenberg's films. Desires reproduced in the same society with the support of capital want to 

attain bodily experience but won't’ be satisfied once they get this experience. It is possible to also 

approach the old flesh of cinema both technically and narratively in this respect.  However, it 

should not be forgotten that the new flesh concept is not just a hyperreal reflection of the 

postmodern world because it also dethrones the humanist subject of the old flesh. At this point, 
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Foucault's works on power and the body that associates Nietzche's the death of god formula with 

the death of the humanist subject has crucial importance to conceive new flesh and its creative 

powers with a point of view that does not place the human on the basis. (1994)  

 

The term ‘new flesh’ has emerged in the middle of the consumption, body, and 

technology triangle is not an event with a beginning and an end, but refers to a ‘becoming’. This 

process of becoming of the human body with the "other" through the disease indicates that the 

relationship with the body has changed and therefore the main thing that is consumed becomes 

the body. The myth of the mad scientist, which started with Dr. Frankenstein (1931), who played 

divinity by animating a lifeless body, evolves through this becoming in Cronenberg’s cinema and 

breaks the god-beast duality because as Deleuze and Guattari stated in their book Anti-Oedipus, 

becoming is the transformation of concepts into a single subject by getting rid of their old 

meanings and is closely related to the ‘anti-production’ (2000) concept which is produced by 

capitalism itself. New flesh, where the reproduced desires become immanent, is also closely 

related to the ‘body-without-organs’ concept of Deleuze and Guattari. According to Deleuze and 

Guattari, a body-without-organs is a body that is against the ‘organisation of organs’.  A 

body-without-organs is the limit of the body as an experimentation space (2005)  ‘We are only 

equal in our difference, which means that we are not organized, systematic.’ (Sanchez, 2013)  In 

Cronenberg’s cinema the disease which represents itself sometimes as a parasite or virus, 

sometimes as a tumor, and sometimes as a wound on the body, creates a body beyond the order 

in which the enlightened modern man is imprisoned and thus it frightens and poisons with the 

chaos it created, but on the other hand; opens up new possibilities. 

 

What matters is not how it was for a body that changes, transforms. Jean Luc Nancy, one 

of the most important philosophers contemplating the subject of the body, in his book Corpus 

(2008) examines the relationship between 'touch’ and ‘body' as an ‘image offered to other 

bodies. According to the French philosopher, bodily touch would destroy the sacred relationship 

with the Spirit. (2008) In Cronenberg's cinema, bodies are the bodies blended with technology, 

and these bodies need to touch each other, whether they are diseased or not. Technology 
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embodies itself with these touches, just as how the body becomes an image, and creates ‘new 

organs’ as extensions of the body and these non-organized organs can function even better than 

old ones. Cronenberg's film Existenz (1999), which is shot in the years when the digital 

revolution gained momentum, is full of these new organs and draws attention to the relationship 

of the new flesh with the contemporary situation of cinema through the endless possibilities 

created by these touches. 

 

I believe that new flesh, which is a philosophical concept beyond being a signature or a 

motif in Cronenberg's films, gives us important clues about understanding contemporary digital 

cinema, which is the new flesh of the cinema. Cronenberg, in Laurens C. Postma’s documentary 

Long Live the New Flesh: The Films of David Cronenberg (1987) says the following words for 

videotapes that we can perfectly adapt to digital cinema today: ‘Any person who wants control 

must find video the most threatening technological development ever because there's freedom to 

record, to change, to edit, to exchange tapes. The technology of film, even eight millimeter film 

is too clumsy but video cassettes are really freedom of the image.’ Cronenberg, who started 

directing in a pre-digital era, could not use technical devices of digital cinema until his recent 

works, but he points to the elements of the complex structure of this new cinema with his new 

flesh concept, making predictions on the evolutionary process of cinema. Concordantly, my 

words for David Cronenberg's ‘new flesh’ concept in the middle of consumption, body and 

technology triangle, based on a hermeneutical study, above all, on contemporary cultural studies, 

aims at clarifying the correspondences between the figuration in Cronenberg and the 

contemporary digital world of cinema in the relationship between humans and interfaces. 
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From Modernism; How Did We Come up with this World? 

  

 Finally, if nothing can be truly asserted, 

 even the following claim would be false, 

 the claim that there is no true assertion. 

  The Metaphysics of Aristotle 

 

Chase, one of the side characters of Cronenberg's latest work, Consumed (2014), 

performs rituals in which she tears small pieces of flesh from her hands and serves it. These 

rituals are a part of her unspecified disease on which experimental treatments have been applied. 

Chase calls her disease ‘consumption’. According to Cambridge Dictionary, consumption means 

‘the act of using, eating, or drinking something’ but also it is used for saying ‘tuberculosis’ (= a 

serious disease of the lungs) in an old-fashioned way.’ (n.d.) I believe Cronenberg, with this 

wordplay, indicates the relationship between consumption and his way of disease that turns old 

flesh into new flesh. In this context, in order to ground the new flesh concept, it is essential to 

understand where and how it was born. New flesh belongs to a godless chaotic society and it was 

born in the postmodern world of this society. Therefore, I will begin my discussion from the 

world of the old flesh as it is the mandatory first stop of old flesh’s adventure into the new one. 

Habermas says that ‘The word "modern" in its Latin form "modernus" was used for the 

first time in the late 5th century in order to distinguish the present, which had become officially 

Christian, from the Roman and pagan past. With varying content, the term "modern" again and 

again expresses the consciousness of an epoch that relates itself to the past of antiquity, in order 

to view itself as the result of a transition from the old to the new’ (Habermas, 1981, 3). From this 

point of view, modern refers to newer. Thus, talking about what was old is also needed. The 
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period covering from the late Middle Ages through the modern which is called ‘premodern’ is 

the old one. In that period, there was a notion of an ultimate truth that lays on authoritative 

sources, mostly the church. The church was the main holder of knowledge. Beliefs and traditions 

created the main discourse of understanding life.  On the other hand, as a separative notion, 

‘modern’ represented as an epoch called ‘modernity’ which broke this statement mainly relied on 

a huge changing: The Industrial Revolution 

Cronenberg in Videodrome (1983)’s commentary track says that ‘We no longer evolve in 

the old Darwinian ways. We’ve seized control of our evolution, everything has changed in the 

last couple of hundred years since the Industrial Revolution.’ The Industrial Revolution took 

place from the late 18th to the first half of the 19th century. It was mainly a technological 

revolution which liberates innovation in the fields of economics and technology. People who 

have been living in the countryside moved to cities as workers with the opening of factories. This 

brought changes in social classes and consequently in economics and politics which constitutes 

the background of the term, ‘modernity’ that ‘have swept us away from all traditional types of 

social order, in quite unprecedented fashion.’ (Giddens, 1990) Factories undergoing the change 

from local handmade production into industrial production brought people who had different 

ways of living together. The working man who comes to the city, once a producer with taking 

initiatives and results in his own production process, lost control over his work. He started to 

work for an object that he won’t be able to own. ‘The life he has given to the object confronts 

him as hostile and alien.’ (Easton and Guddat, 1967) This has heated the competition between 

workers and provided a basis of sharpened classes. Thus, new political notions have born such as 

democracy and socialism. ‘The decline of aristocracy, the growth of the middle or business class, 

democratic revolution and progressively widening suffrage, all served to erode the power of 

super-individual structures in determining the life of individuals. Society became more and more 

a community of politically and legally equal individuals or citizens.’ (Cahoone, 1988) 

Michel Foucault, however, while not refuting the progress that enlightenment has made in 

science and that it is a movement that encourages people to move away from tradition; argues 

that enlightenment cannot meet its universal promises by free usage of reason. (1984a) Just as 
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Vija Kinsky says in Cosmopolis (2012): ‘Technology is crucial to civilization, why? Because it 

helps us to make our fate. We don't need God, or miracles or flight of the bumblebee but it is 

also crouched and undecidable. It can go either way.’ 

He saw Enlightenment as a simultaneous way out of the classical world; a utopia. David 

R. Dickens and Andrea Fontana explains Foucault’s point of view into modernism in the 

following way: ‘Awakening in the classical world like a sleeping giant, reason finds chaos and 

disorder everywhere and embarks on a rational ordering of the social world.’(R. Dickens and 

Fontana, 2003) Thus, it became possible to talk about a stream of refusing a society which is 

created by individuals whose minds can solve everything by means of the science on the 

universal state, who do not obey to authorities: Postmodernism. If we examine the world 

etymologically just as my introduction to modernism, ‘postmodern’ can be described as ‘beyond 

the modern.’ Do these ‘post’ or ‘beyond’ necessarily refer to a new epoch?  

Zygmunt Bauman, instead of postmodernism, uses the term ‘liquid modernity’ as a 

contemporary existence ‘where the need gives way to the desire that dismays men in the constant 

changes and transformations that affect their lives, and that turn identity from fact into a task.’ 

(Palese, 2013) He argues that the relationship between the individual and society have changed. 

He claims that as though an individual must play the role, which is given by the society, being an 

individual itself does not have a meaning anymore. On the other hand, Giddens call the era as 

‘late modernity’ as just the more extreme instances of a fully developed modernity. (Gauntlett, 

2008) Even though some of the philosophers decide not to use the term ‘postmodern’, the idea 

that was developed in the late 20th century argues non-self-realized individuals as a failure of 

modernity. ‘Postmodernists view all knowledge to be a construction of one sort or another and 

the product of language and discourse. Thus, for example, they contend that there can be no such 

thing as transcendental signified or transcendental truth (Derrida, 1970) or ultimate truth 

(Foucault, 1980) or a unilinear vision of history (Vattimo, 1992). Postmodernism proposes the 

construction of a cultural and philosophical space that is both human and sensible. Instead of 

single truth, it acknowledges regimes of truth. It offers alternative visions of the world.’ (A. Fuat 

Fırat, 1995) While describing ‘postmodern’, opinions are concentrated on ‘what is not’. As the 
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definition is somehow demarking a word with subjects and objects, postmodernists stand apart 

from sharp descriptions. It criticizes the creations of modernism and as one of those individuals 

who are assigned deep meanings. This individual who is described in the modern world called 

modern man ‘Modern man, for Baudelaire, is not the man who goes off to discover himself, his 

secrets, and his hidden truth; he is the man who tries to invent himself. This modernity does not 

'liberate man in his own being'; it compels him to face the task of producing himself.’ (Foucault, 

1984a) The modern man who is alienated to their own production with the industrial revolution 

could not meet the expectations of the age of enlightenment. 

Contrary to being an individual, he is the man who is replaced by the determinants of 

authorities. Accelerating production with the industrial revolution led to a production surplus. In 

order to convert productions to money, of course, there must be a consumption. At this point, the 

worker in the factory turned into a target group who should consume the product that he works in 

its production process. Thus, mass production has started. ‘Something is provided for all so that 

none may escape’ (Adorno & Horkheimer, 1973, p. 123) Products have begun to satisfy 

consumers with emotional benefits beyond their functional ones. According to the idea of 

Adorno and Horkheimer, individuals who are convinced that they have their own pleasures, 

decisions, and wishes, who actually have no other choice because there is a product for everyone 

and what they have done is nothing but to consume the product that was produced for them 

rather than to make a decision, have begun to consume more in this direction. Hence, the term 

‘consumer culture’ has appeared. It argues on consumption choices and behaviors from a social 

and cultural point of view. ‘It refers to a family of theoretical perspectives that addresses the 

dynamic relationships between consumer actions, the marketplace and cultural meanings.’ 

(Arnould & Thompson, 2005) 

Deriving an argument around the notions of consumption and blurry lines calls for a 

mention of a certain French thinker: Jean Baudrillard. In his 1998 dated book The Consumer 

Society, Baudrillard explains the concept in its entirety, emphasizing that the post-modern and 

post-industrial social order is built around consumption. Such social order causes the identity to 

be inevitably accomplished through the display of commodities that are not significant in their 
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use and exchange values, but rather in their sign value which refers to the expression and mark of 

style, prestige, luxury, power, and so on - that becomes an increasingly important part of the 

commodity and consumption. Just like words take meaning in a system of language, consumer 

society uses a system of signs to signify prestige and status. According to him, consumption in 

the post-modern era has become an indicator of identity, not based on the satisfaction of any 

external need. Thus, objectification of social relations in such a system replaced reality with 

illusions of reality. The individual living in the consumer society has a contradictory perception 

of life; creating objects to be accomplished, then destroying them to exist. Consequently, man is 

more and more dependent on consuming. He defines the dilemma as following: “The consumer 

society needs its objects to be and more precisely it needs to destroy them.” (1998, p. 47) 

Industrial Revolution being the first technological revolution, what is referred to as 

technology here  is perhaps the replacement of arm power to machinery. Since then, the 

replacement has moved to situate itself between human and technology itself: named The Digital 

Revolution. ‘Before the fruit of the industrial era have been fully reaped, humankind entered yet 

another technological revolution: the digital revolution. A tentative timing would place this 

revolution around the 1980s when personal computers have begun to permeate firms and 

households; however, the revolution really gained momentum in the 2000s when the 

Internet-connected the computers in a truly global World Wide Web.’ (Growiec, 2018) The 

number of worlds that we touch has increased inversely to the arrival of the digital to our homes 

and mobile phones. On the other hand, we can not call this revolution a complete revolution. As 

Cronenberg said, this series of serious changes that have survived to the present day, starting 

from the Industrial Revolution will continue by conversion. Indeed Klaus Schwab uses of the 

term ‘fourth industrial revolution’ (Schwab, 2016) (coined by him in his book of the same name) 

for the very contemporary condition of Digital Revolution and explains the term as building on 

the Third, the digital revolution that has been occurring since the middle of the last century. ‘It is 

characterized by a fusion of technologies that is blurring the lines between the physical, digital, 

and biological spheres.’ (2016) In this era, technological possibilities became more and more 

advanced while the average person’s accessibility to the said technologies has also increased. 
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Baudrillard elaborates on Francis Coppola’s Apocalypse Now (1979) in the same-titled 

chapter in his book Simulacra and Simulation. According to him, the Vietnam War as the first tv 

war, perhaps never happened: ‘The war became film, the film becomes war, the two are joined 

by their common hemorrhage into technology.’ (1994) This argument takes attention to how the 

realities of the movie and the war itself came together as the movie was shot only 4 years later 

than the publicity of war scenes on American televisions with an intention of creating sensation 

about the position of American soldiers in the Vietnam War. At this point, Baudrillard shows us 

that the reality of war has been telecasted on TVs almost synchronously with the Vietnam War, 

and then the movie was about the war itself and additionally, thanks to technology, the special 

effects that are used made the movie closer to the real war scenes. Because of all these reasons, 

the movie was closer to reality than ever before and it was almost impossible to tell them apart 

from each other. On the other hand, the September 11 attacks on the World Trade Center in 

2001, was synchronously watched on our tablets and not only by the American public but the 

whole world. The time was only two years after Cronenberg’s eXistenZ (1999) came out  and 

Baudrillard’s arguments took another step because now, we were all able to watch both the 

attacks and the movies about it at the same time. In other words, we were all in New York 

experiencing it or maybe, this incident has never happened. Parallelly, Existenz (1999) plays 

with the idea that how the digital world affected our perception of reality. 

 On another note, Baudrillard compares these theories with those of classical philosophy. 

There, the subject is the object, the thought of Baudrillard poses today is the object that exists on 

the subject. What he argues is that consumption, as a notion, appeared as our societies’ own 

myth and has become the morality of post-modern times. Baudrillard claims that this myth is 

destroying the foundations of the essential human being, the which European thought has 

maintained since the Greeks between our mythological roots and the world of the logos, and ends 

on a poetic note: 

 “Just as medieval society was balanced on God and the Devil, ours is balanced on 

consumption and its denunciation. Though at least around the Devil heresies and black magic 
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sects could organize. Our magic is white. No heresy is possible any longer in a state of affluence. 

It is the prophylactic whiteness of a saturated society, a society with no history and no dizzying 

heights, a society with no myth other than itself.” (Baudrillard, 1998) 

 Within the blurry boundaries of such a demanding myth together with what the Digital 

Revolution has brought upon us; a new way of being is born. 
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Cronenberg’s Places: Metropolises 

 

 The contacts of the city may indeed be face to face, 

 but they are nevertheless impersonal, superficial, transitory, and segmental 

Louis Wirth, Urbanism as a Way of Life  

 

       Whilst humanity is in motion between modernism and postmodernism, along comes a 

transformation for its habitat as well. Obviously, the transformation in question results in 

physical changes. What it also does is altering the reflections of places in the human mind, 

therefore changing the experience and the sense of reality. What happens simultaneously in the 

history of humankind is, the use of high technology comes with the loss of reality and belonging. 

These together result in the loss of an integrated identity and shows its effects on the relations 

between time and space. “Cognitive maps are used in defining the relations between the human 

and space, therefore the human mind’s perception of space and its representation.” (Bilgin, 2003, 

p. 437). The post-modern era which is defined by going beyond the pace, movement and 

everything physical; has made it hard to feel connected to space and time. The digitalization of 

imagery and communication networks has brought globalization, deepening the complexity 

around the notion of places. And as the human experience of space and time has moved to cyber 

platforms, the understanding of the experienced environment has changed as well. Whilst the 

places; the setting was nothing but a passive background, it has claimed its identity with time. 

 

      The identity of places in Cronenberg’s films, as one who is merely obsessed with altering 

reality with ease, cities and urban areas where many alternatives of reality are being lived 

simultaneously are of great importance. Many of the scenes in his films are set in Toronto, 

having a great role in the context of the films. Acknowledged as his first feature film Stereo 

(1969), benefits from the film location, Toronto University’s Andrews Building in Scarborough 

campus. It sets the perfect scene of a harsh and cold environment where Dr. Luther Stringfellow 

puts his subject through sexual tests which brings them on different conscious levels. 
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In the 1996 film Crash, public spaces, the city roads with heavy traffic, medians, and urban 

connection roads are not only an element but directly themes of the film. In the modernizing and 

crowded city, people usually commute by cars. They spend a certain part of their time in these 

public spaces and must abide by certain rules. Not obeying the traffic rules, sexuality 

experienced in public rather than behind closed doors represent the struggle of people to 

overcome the fear of melting into the majority and losing their individuality. The scene with 

wide angle and intense car passage is of great importance in giving this feeling to the audience. 

  

 Perhaps it is the anonymous nature of these places that create the feeling of dissociation, 

or mirror the said feeling of characters in Cronenberg’s movies. These places in Cronenberg’s 

cinema are usually “non-places”, as anthropologists Michel de Certeau and Marc Auge has 

coined into literature to define a perfect mixture of places and spaces. (Auge, 1995) In another 

words, a place to be; that dances between having its own depth and meaning in one’s mind or 

not. These non-places in Cronenberg’s cinema, usually places to pass without a second thought; 

give the feeling of just existing in a metropolis, without necessarily being aware of the place and 

connecting time and space. 

 

 

          

               Figure 1 - 1. Toronto University                     Figure 1 - 2. Crash roads 

 

It is a mystery to us whether or not the roads that Catherin Ballard in Crash stares and 

stares at are to be interconnected or not. And just like those roads, Michel Foucault's heterotopias 

are also composed of layers that do not have to be interconnected. ‘There are probably in every 

culture, in every civilization, real places—places that do exist and that are formed in the very 
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founding of society— which are something like counter-sites, a kind of effectively enacted 

utopia in which the real sites, all the other real sites that can be found within the culture, are 

simultaneously represented, contested, and inverted.’ (Foucault, 1984b) Foucault gave a 

definition to the concept like a real stationary habitat that includes microhabitats, each has its 

own boundaries, its own adaptable dynamics, and changeable meanings not adjustable to the 

other one. Heterotopia made its explanation through the antinomy it has with the utopia. Because 

the utopian world is an unreal place that consists of perfect properties appropriate for everyone in 

every condition. On the contrary, heterotopia is a real place but not for everyone. Then we can 

see heterotopia as real places planned for everyone and shows reality as an illusion. That is like 

the sites built out of the city. J. G. Ballard, suggests the following in his book  High-Rise (2012) 

about housing estates: one of the spaces that we shape our social lives at: 

 

“A new social type was being created by the apartment building, a cool, unemotional 

personality impervious to the psychological pressures of high-rise life, with minimal needs for 

privacy, who thrived like an advanced species of machine in the neutral atmosphere. This was 

the sort of resident who was content to do nothing but sit in his over-priced apartment, watch 

television with the sound turned down, and wait for his neighbours to make a mistake.” (Ballard, 

2012) 

 

Starliner Island in Shivers (1975) is a good example of this gap was the public housing 

projects far from the center of the city. These ghettos had all the opportunities for their residents 

like play gardens for the kids, car parking areas, green lands, cinemas. So the people who were 

living in the ghettos did not have a reason to go to the city center. With that, the upper class 

could get their own space to live with the people who had similar economic, social, and cultural 

facilities. They became ‘gated communities’. ‘The gated community as a safe haven and 

sanctuary from fear unintentionally exacerbates a sense of being an insider or outsider by 

architectural features such as walls and gates demarcating a threshold keeping inside and outside 

apart.’ (Low, 2008) Such places do not necessarily intend to accommodate the individual, but 

instead, aim to distract the society by creating a utopian land to their likeness. (Barreiro Leon, 
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2017) Low has also argued that this kind of isolation could give people some kind of safety sense 

away from social danger.These isolated areas were the places where people have the right to say 

anything they want about their own land. In other words, the gated community was built for 

giving people ‘the sense of belonging’ into the city. At this point, I want to point out the relation 

between these gated communities with Foucault’s concept of ‘heterotopia’.  

The opening scene of Cronenberg's film Scanners (1981) is set in a shopping mall. A 

person of a lower class enters the space that is dominated by people of high-income class through 

the exit door. Eats left-out food, takes a cigarette from someone and smokes. The woman he met 

in the mall says: "I have never seen such a creature in my life", "How do they let creatures like 

this in". It marginalizes the person whom he thinks is threatening her isolated and safe space and 

becomes uncomfortable with his existence. The shopping mall is her illusion and she rejects the 

people that are not acceptable according to her understanding. 

While heterotopia reminds us of the "placeless place" utopia that has no reflection in 

reality, the opposite dystopia creates a completely different world with terrible city images. The 

theme of dystopia first appears in the 1927 film Metropolis by Fritz Lang. The city that will 

emerge with the inclusion of machines in human life, and the struggle of people against 

machines, offers us the balance of adapting and the opposite. The city turns into a place that 

allows the life of a certain group under the rule of the machines. A gong that reminds a heart is 

designed in the middle of the public sphere, and children gathered around this machine to save 

themselves. At the beginning the dystopian city is depicted with large columns. However, they 

leave their place to sense and fluid traffic models in the later stages of the film. Fritz Lang says 

that in the design of this dystopian city in the movie Metropolis (1927), he is influenced by the 

way Manhattan coming to only by night and its dizzying, hypnotizing "bright and light and 

bright like a vertical curtain" (Neumann, 1996, p. 34) 

In his book “Six Discourses on Postmetropolis”, Edward Soja emphasizes the impact 

factor of postmodernity as a much more of an inclusive reality based on the fact that the new 

world cannot be analyzed correctly by focusing solely on the phenomenon of globalization. 

(Soja, 1997, p.20) For this reason, he prefers to use the term “postmetropolis” instead of the 
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global city when defining cities. Soja describes the postmetropolis as the spatial projection of 

intense exclusion and polarization. (1997, p. 23) The postmetropolis described by Soja is 

conveyed to the audience in Blade Runner 2049. Los Angeles Police Department chief Lt. 

Addressing Joshi, K, who is a police officer in the same department: “The world is based on an 

order that separates classes. If you tell one of the sides that there is no wall, there will be chaos. 

“The rhetorical discourse of the form includes not only spatial segregation but also mental, 

sociological and political polarization. The wall, used as a metaphor in the film, is 

conceptualized as analytic borderlands in Saskia Sassen's definition of the global city. (Sassen, 

1998, 102) Sassen describes these areas that are tried to be reflected in Blade Runner 2049 as the 

tension areas of the postmodern world. (Sassen,1998, 56-57) 

 

In her book “Sexual Personae: Art and Decadence from Nefertiti to Emily Dickinson”, 

Camille Paglia states that: Civilized life requires a state of illusion. The idea of the ultimate 

benevolence of nature and God is the most potent of man’s survival mechanisms. Without it, 

culture would revert to fear and despair. (Paglia, 1990, p. 1) Cronenberg, who started directing in 

a pre-digital era, could not benefit from the technical features of digital in the places he chose 

until his recent works. However, in their godless spaces, they are in places with heterotopias, 

chaos and crowds because the destruction of order is only possible in these places. The godless 

places of his cinema that go beyond order reminds us that the new flesh was born here. 
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Death to Old Flesh: Everything is sexual, even old flesh! 

 

We know what the anarchists have always said: 

The urge to destroy is a creative thing, 

Destroy the past. Make the future! 

Vija Kinsky, Cosmopolis 

 

New flesh, emerging as the cornerstone of Cronenberg's cinema, is placed in the middle 

of his triangle: consumption, body and technology. The "new flesh", which could be defined as 

the integration of man with technology in his evolution that he took control over, is not an event 

with a beginning and an end, but a becoming of two concepts. Cronenberg encourages the 

audience to rethink the impact of technology on the human consciousness and belief system 

within the borders of such becoming. New flesh; as a revolution that urges from impossible 

dualities that modern man needed to live with such as mind/body one/other, opens up to the new 

possibilities that it can carry within. It is the independence of the body and ‘pure immanence of 

desire’ (Deleuze & Guattari, 2005, p.154) where Eros becomes free and embarks on a journey 

beyond the order. According to Pisters, ‘Contemporary culture has moved from considering 

images as “illusions of reality” to considering them as ‘realities of illusions’’ (Pisters, 2012, p. 6) 

Besides, Nicki Brand (Deborah Harry) says in Videodrome (1983): ‘To become the new flesh, 

first, you have to kill the old flesh’. From this point of view, it is possible to identify the old flesh 

that should die through the ‘illusions of realities' images that will turn into ‘realities of illusions’ 

with new flesh, in pre-digital cinema as it is old flesh of the cinema both technically and 

narratively. Likewise, how could it be possible for the desire to reach pure immanence in an 

anthropocentric old flesh, where capital took the body from the hand of God and served up as an 

important subject? 
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The old meaning of the world ‘consumption’, tuberculosis, as a disease, which consumes, 

infects others, and therefore kills other members of the family, is often associated with the 

vampire before the Industrial Revolution. It is believed that the infected person came back from 

the dead as a vampire to drain the life of the surviving relatives. (Sledzik & Bellantoni, 1994) 

Thus, the old meaning of the word ‘consumption’ turned into a modern myth as the public could 

not explain it otherwise and the desire of the disease for the body has been passed on to the 

vampire. 

The post-industrial period, which is closely tied to the promises of the Enlightenment 

age, is a period in which the body as a commodity, a material, is on the rise. As Foucault puts it, 

"The soul is the effect and instrument of a political anatomy; the soul is the prison of the body" 

(Foucault, 1979, 30). In the period when religion was dominant in thought, the devil wanted to 

take over the possession of spirit, now evil one desires a bodily experience by ‘destroying the 

distinction which, since Plato, has been made between body and soul, between Eros and Love’ 

(Bou, 2019). The vampire as the embodiment of this desire wants to consume other bodies and 

create others. Its place no longer refers to the world of spirits, but the place of this bodily 

experience. In parallel with this thought, in the classical period of cinema, a vampire, an Eros 

who wants to reproduce, emerges as a fictional character. 

Count Dracula of Tod Browning’s Dracula (1931) has been living in Transylvania for 

centuries. He is a well-dressed kind man who wishes to buy a big house in London to reach 

opportunities that a metropolis can provide. Dracula as an upper-class count, can not be one of 

us. Moreover, he is represented with other supernatural powers such as mind-reading, 

transforming to a wolf or bat as references to the curiosity and concerns of technology in that 

period. According to Douglas Kellner, ‘the classical horror film attempted to provide symbolic 

resolutions to primal and social anxieties while offering reassurance that institutions, authorities, 

and society were capable of eliminating evil and restoring order.’ (Kellner, 1989) Parallel to this 

idea, Count Dracula as a reflection of anxieties of the period is killed by Dr. Seward in the final 

scene of Dracula (1931). Dr. Seward as a representative of progressive thought pulls out all the 

stops to raise the awareness of the public and comes up with a solution in a didactic way. 
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The evil vampire myth is eliminated by modern science; nevertheless, the desire that 

reaches bodily experience is represented on the screen although it was not in a direct way. 

Dracula lusts for touching the white and soft necks and brings his lips closer to them until the 

image fades black. Similarly, when Mina escapes from her room and rushes to him, he is already 

waiting for her to come, with his cloak open and when Mina enters, Dracula covers up his cloak. 

As there was no chance to show it, the protagonists’ bodily experience that goes beyond kissing 

is relegated to the off-screen space. In this period, I see the directors' position as a rebellion 

against the regulations for the desire to reach bodily experience. At this point, the fact that 

Dracula is not visible in mirrors can also be associated with him being the embodiment of desire 

as an insurrection to the impossibility of showing bodily experience on the screen because of 

regulations.  

 

Figure 2 - 1. Dracula not visible in the mirror 

Nuria Bou, for the classical cinema period of Hollywood, says that ‘Eros lived on the 

screen, but it formed part of the fictional world; it appeared intangibly between clever editing 

techniques or through obviously neutral images that compelled spectators to construct their own 

abstract world of sexuality. The regulators thus encouraged a metaphoric language and an 

expressive style that was indirect and distanced from reality.’ (2019)  As one of the most lyrical 

examples of this situation, in Jean Vigo's movie L'atalente (1934), the newly-wed couple Jean 

and Juliette set off on a voyage by ship. Jean leaves Juliette behind, who was having a hard time 

finding her sea legs and wants to see Paris' nightlife and continues the journey, but the couple's 

bodies still desire each other. Vigo's poetic narrative combines with the enchanting editing of the 

film, and the couple whose bodies are separated meet in their dreams. The sensual contact with 

their own bodies actually points with dissolving effects to the lovemaking of these two bodies, 

whose touching each other cannot be shown on the screen. 
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Figure 2-2. Jean and Julliette’s meeting in their dreams 

In his book, The Order of Things (1994) Foucault asserts that the death of God also 

means the death of man by revising Nietzsche’s death of god formula. (Foucault, 1994) First, 

God died with the Age of Enlightenment, and the man turned his face to the material subjects 

subsequently; there were deaths caused by wars, famines and poverty and promises of the 

enlightenment did not come true. Thus, human belief in the worldly subjects began to disappear. 

Unable to face his own death, the man fell into a deep depression and protagonists were in great 

disappointment correspondingly in modern cinema, where regulations started to be released. 

Michelangelo Antonioni explains this situation through his film L'avventura (1960) with the 

following words: 

‘Man is quick to rid himself of his technological and scientific mistakes and 

misconceptions. Indeed, science has never been more humble and less dogmatic than it is today. 

Whereas our moral attitudes are governed by an absolute sense of stultification. In recent years, 

we have examined these moral attitudes very carefully, we have dissected them and analyzed 

them to the point of exhaustion. We have been capable of all this, but we have not been capable 

of finding new ones… ...Why do you think eroticism is so prevalent today in our literature, our 

theatrical shows, and elsewhere? It is a symptom of the emotional sickness of our time. But this 

preoccupation with the erotic would not become obsessive if Eros were healthy, that is, if it were 

kept within human proportions. But Eros is sick; man is uneasy, something is bothering him. And 

whenever something bothers him, man reacts, but he reacts badly, only on erotic impulse, and he 

is unhappy.’ (Arrowsmith, 1995, 30) 

Now, the bodily experience becomes extremely accessible and representable, but this 

time desire gets sick just as Marrienne’s song that she was singing while her lover Ferdinand 

Griffon dit Pierrot who got tired of the social environment that he was forced to be inside was 
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staring absently at her with a cigarette in his mouth in Godard’s Pierrot le Fou (1965): ‘I never 

thought I’d always love you, We never thought we could live together and not grow tired of each 

other to wake up every morning surprised to still be so happy in the same bed and want nothing 

more than that ordinary pleasure of feeling so at ease with each other.’ The body that capital 

takes from God begins to lose its meaning. According to Mark Fisher, ‘Capital is an abstract 

parasite, an insatiable vampire and zombie-maker; but the living flesh it converts into dead labor 

is ours, and the zombies it makes are us. There is a sense in which it simply is the case that the 

political elite are our servants; the miserable service they provide from us is to launder our 

libidos, to obligingly re-present for us our disavowed desires as if they had nothing to do with 

us.’ (Fisher, 2009, 15) Modern man, who is looking for meaning, alienated from everything, 

unable to face his death and who still sees himself as the basis of everything, is dragged into 

inextricable chaos. This chaos is exactly where the new flesh will emerge from.  

The disease is what will unite the man who once believed that he was the one and only 

with the others. Looking at us through the doorway beyond order, new flesh will invite new or 

non-moral attitudes. All the blurring lines will stay as they are, the parasites will reveal their 

productive powers, the zombies will celebrate the beginning of their era. Dracula as the 

embodiment of desire will evolve and enter our neighborhood as he will no longer be primal 

anxiety that needs to be eliminated. Modern man will face the fact that he was already one of the 

infected half vampires in Ubaldo Rogana and Sidney Salkow’s The Last Man on Earth (1964) 

and maybe even all Rose of Cronenberg’s Rabid (1977), Dr. Shane and Core of Claire Denis’ 

Trouble Every Day (2001), the couple in Jim Jarmush’s Only Lovers Left Alive (2013) and the 

girl in Ana Lily Amirpour’s A Girl Walks Home Alone at Night (2014) will be neighbors in this 

new world with full of new flesh.  
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Evolution of Cronenberg’s Doctors: From Dr. Frankenstein to Dr. 

Molnar 

  Everybody’s a mad scientist, and life is their lab.  

We’re all trying to experiment to find a way to live,  

to solve problems, to fend off madness and chaos.  

Cronenberg on Cronenberg 

Frankenstein as Dr. Frankenstein’s Monster  

The ‘mad scientist’  stereotype who works on his experiments without resting for a 1

second with his fluffy hair and a crazy look has its origin in on one of the first mad scientist 

examples as a novel as well as one of the first science fiction novels, Mary Shelley’s book 

‘Frankenstein; or Modern Prometheus ’ (Shelly, 1818).  As its very name signifies, Dr. 2

Frankenstein with his everlasting interest in giving life to inanimate flesh made the ‘mad 

scientist’ fiction motif highly related to playing god. Dr. Frankenstein’s story that became 

immortalized inside of film-genre, needless to say, has also critical importance to be able to 

discover the evolution of Cronenberg’s mad doctors.  

 ‘The mad scientist has determined to repair, to complete, or to replace God’s 

substandard handiwork. The phrase plays God captures that rivalry. If the version of the myth is 

post-Darwinian, to the extent that a creator God is not held responsible for human inadequacy, 

then the scientist will try to do better than evolutionary processes have done.’ (Bartlett, 2014, 6)  

 Bartlett says that mad scientists who replace God or complete what he failed to do were 

driven by a desire that developed over the idea that humanity was not enough. Science is, of 

1  It is also varied as ‘mad doctor’ or ‘mad professor’ 
2 ‘Prometheus in Greek mythology known as a Titan, culture hero, and trickster figure who is credited 
with the creation of humanity from clay, and who defies the gods by stealing fire and giving it to 
humanity as civilization. Prometheus is known for his intelligence and as a champion of humankind.’ 
(Hansen, 2005) 
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course, the only friend of the mad scientists, who are experimenting not for God but for 

humanity, to make the world a better place. They believed that science can do better than God 

but it is possible that this way of thinking caused them to practice science as if it was a religion. 

Bauman says that ‘...with the Enlightenment came the enthronement of the new deity, that of 

Nature, together with the legitimation of science as its only orthodox cult, and of scientists as its 

prophets and priests.’ (Bauman, 1991, p. 68)  When the power of the church, which was 

destroyed with rational thought, was replaced by the power of science, the areas that the church 

declared inviolable were discovered. Scientists who practiced science as if it were a religion got 

mad by the great power they had. They acted in an unethical manner according to the rules 

imposed by the same anthropocentric rational thought to be able to reach the places that were 

once prohibited. Not all but some of them finally arrived to the point that they wanted and those 

moments went down in history of science fiction just as the first scene where Dr. Frankenstein's 

monster appears in Frankenstein (1931). In his magnificent laboratory, the lifeless body rises up 

with a reel to the accompaniment of thunder, the fearful face of his lover illuminated by the 

bright light that increases with the increase in voltage, and the monster coming back from those 

lights: 'It' s alive!’  

 

Figure 3- 1.  Monster of Dr Frankenstein’s arrival 
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Dr Frankenstein was the ‘one’ who managed to create living beings by combining 

inanimate parts. ‘To be One is to be autonomous, to be powerful, to be God; but to be One is to 

be an illusion, and so to be involved in a dialectic of apocalypse with the other.’ (Haraway, 1991) 

In the ‘one’ and the ‘other’ dichotomy on an anthropocentric plane, the ‘one’ represents 

rationality and power, while the ‘other’ has always been the inferior one. The being that was 

animated by the ‘one’ and powerful Dr. Frankenstein was not like him. This horrible creature to 

whom he addresses with nicknames such as "monster", "vile insect", should actually have been a 

sacred being that represents the future of humanity. However, ‘The creature of the future is now 

present as an object of horror in the eyes of a humanity that cannot accept its futurity.’ (Slusser, 

1992, p. 48) I would like to support Slusser's idea with Vija Kinsky’s sentences from 

Cronenberg’s movie Cosmopolis(2012):  

‘What is the flaw of human rationality? It pretends not to see the horror and death at the 

end of the scheme it builds. They want to hold off the future. They want to normalize it, keep it 

from overwhelming the present. The future is always a wholeness, a sameness, we're all tall and 

happy there. This is why the future fails. It can never be the cruel happy place we want to make 

it.’ 

 This situation, which Slusser calls the Frankenstein barrier, is that the creature designed 

for the future of humanity but presented as a terrible monster is not freed and abandoned by Dr 

Frankenstein because it may be deadly. This abandonment, as Kinsky will confirm, according to 

Slusser; ‘causes science fiction to turn into horror by forcing the future back on itself so that it is 

now the future itself that blocks the future. The organ of progress doubles itself in a being that 

not only links mind to its superstitious past but incarnates that past in a terrifying present opacity 

-- the devil itself. This is the conflict between utilitarian technology and all those who, like the 

Parnassians and art-for-art's-sake advocates, say that things are not to be used, even if we make 

them with the intent of bringing about future change. Such opponents of things to come are 

cultists of ruins. They are fond of demonstrating, by the mute presence of things that have 

outlived their function, that all created things eventually outlast the use ascribed to them by their 

creators.’ (1992, p. 48)  
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 On the other hand, Cronenberg’s fearless cinema, from the really beginning, fights with 

this barrier. Cronenberg, accepted our future with its horror and death and thus, has never 

hesitated to show it. Doctors who are afraid of what will happen and refuse what they created, 

immediately die as the future must be revealed to our eyes in all its horror and death. Moreover, 

the ‘new flesh’ concept, which is the cornerstone of Cronenberg’s cinema, represents the 

liberation of Frankenstein’s monster, in other words, the ‘other’. The complex and 

incomprehensible machines in Victor Frankenstein’s laboratory transform from tools to movie 

characters. Mad scientists who face the fact that they are not god; change, transform and 

eventually become one of us: Doctors on screen (Videodrome, 1983), doctors combined with the 

machine and the animal (The Fly, 1986) and finally posthuman doctors, Cronenberg, us (The 

Nest, 2013). Now, everyone is a mad scientist, and the debate moves from playing deity to 

non-anthropocentric pursuits of ethics. I would like to support this idea of mine with examples of 

some of Cronenberg's mad scientists chronologically. Among the examples I will give, I will 

discuss Seth Brundle of The Fly (1986) a little more detailed and reach Dr. Molnar of The Nest 

(2013) 

One of the first and most important Cronenberg’s mad doctors, Dr Hobbes, from Shivers 

(1975)  as if to counter Frankenstein barrier, believed that the contemporary individual was "an 

over-rational animal that's lost touch with his body," and put in practice one of his experiments. 

The crazy idea was helping our guts with a parasite that consists of ‘a combination of aphrodisiac 

and venereal disease that would hopefully turn the world into one beautiful mindless orgy.’ and 

at the end of the movie, all Starleiner residents were in a massive mindless orgy indeed. 

Everybody got infected. Mad scientist committed suicide at the beggining. Similarly, in Scanners 

(1981), Dr. Paul Ruth experimented drugs on unborn babies including his twins that made them 

scanners. Scanners found each other and created a sort of community. Here, I would like to share 

the extremely inspiring follow-up sentence from the Haraway quote I used above, expressing the 

rebellion of the ‘other’ in the ‘one’ and the ‘other’ relationship: ‘...Yet to be other is to be 

multiple, without clear boundary frayed, insubstantial. One is too few, but two are too many.’ 
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(Haraway, 1991) Unlike Dr. Frankenstein’s lonely and frustrated monster that was refused by its 

creator,  the ‘other’ reproduced itself and outlasted in both examples. 

 

Another one of Cronenberg’s mad scientists with whom things are getting a little more 

complicated is Dr. Oblivion of Videodrome (1983). Dr. Oblivion helped to create Videodrome as 

“he saw it as the next phase in the evolution of man as a technological animal.’ and became the 

very first victim of it. O’Blivion tried to do better than evolutionary processes have done in 

accordance with the post-Darwinian way of mad scientist myth. (Bartlett, 2014)  Videodrome 

fell into bad hands but the future was not blocked. It shouldn’t be missed that this situation didn’t 

prevent him from being a public figure. Although he didn’t have a skin-covered body, he was 

there, on the screen, with several formats, including the Videodrome format. Dr. Oblivion wasn't 

afraid to let his body die because it was just the beginning, ‘beginning of new flesh’. Starting 

from Dr. Oblivion’s point of view, I would like to discuss  ‘man as a technological animal’  term 

and the new way of relationship between human who was once the ‘one’ and the others through 

Seth Brundle’s transformation in The Fly (1986). 
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Transformation of Transformation: From Seth Brundle to 

Brundlefly-teleporter  

 Unlike ‘Gregor Samsa awoke one morning at home he found himself in his bed 

monstrously transformed’ in Carolina Leaf’s short animationThe Metamorphosis of Mr. Samsa 

(1977) based on Kafka’s immortal novel Metamorphosis (1915), metamorphosis in The 

Fly(1986) indicates a long process just as how would be passing into ‘the next phase in the 

evolution of man’. In the film, two types of metamorphosis are seen, intertwined with each other, 

describing what "man as a technological animal" is. The first of these is the 'new flesh' 

metamorphosis, which started long before the movie and is the becoming of human and 

technology: 

  Seth Brundle was working on ‘something that will change the whole world and mankind 

itself’: teleportation. The working principle of the teleportation was disintegrating molecules in 

one teleporter and reintegrating in the second one. In the beginning, Brundle could only teleport 

non-living things. No matter what he did, the taste of the teleported flesh, in this case a piece of 

steak, was changing and becoming artificial when it is teleported. Then he comes up with the 

idea that he needs to teach the computer ‘how to be crazy about flesh’ in order to be successful at 

human teleportation. But apparently, it also learns how to change its being and when it sees a fly 

with Brundle in the teleporter, decides to act like a gene splicer and splices the fly and Seth 

Brundle’s genes instead of teleporting both. In other words, becoming of Seth Brundle and the 

fly begins with the fact that the machine learns such a thing that actually should have been 

impossible to learn for a machine and can act like a human. In other words, the machine is 

presented as more than a passive tool throughout the film. Just like we already do for our 

personal technological devices, Seth Brundle in The Fly (1986) represents the machine with 

human-like characteristics as something has its own interpretation, makes decisions, can get 

confused and even change its being. Although we don’t see these machines in a human shape 

that we see in Blade Runner (1982) or Ex Machina (2014), Seth Brundle sees his computer as his 

assistant and even assigns female sex to the teleporter. Yet, Brundlefly’s transformation into 

Brundlefly-teleporter at the end of the movie brings us back to the term ‘man as a technological 
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animal’ as a pure representation of it. The second transformation is the transformation of Seth 

Brundle into Brundlefly, as a result of the first one, at the decision of the teleporter that reminds 

the transformation of Dr Jeckyll and Mr Hyde: 

 Dr. Jekyll creates a potion based upon his desires in order to tell apart conflicted the good 

and the evil inside humankind. In doing so, he painfully transforms into the primitive creature 

that was lying inside of him: Mr. Hyde. Barbara Creed in a post - Darwinian point of view, lists 

what metamorphosis scene of Dr. Jekyll and Mr Hyde (1931) captures as follows: ‘The action of 

variation of evolution, dissolution effects, the fluidity of human forms, the power of mutation, 

the relation of human and animal, and the entanglement of culture and nature… Suddenly the 

camera whirls around the room in a spinning subjective shot, which was to become one of the 

film’s landmark techniques and which Mamoulian employs to destabilize the spectator and 

undermine the anthropocentric viewpoint.’ (Creed, 2009, p. 24)  

While Dr Jekyll and Mr Hyde (1931) underlines fluidity of the transition from ‘one’ to 

‘other’, The Fly (1986) takes this non-anthropocentric point of view one step further and points 

out to the new subject, becoming of the one and the others, following a "more egalitarian path in 

the Zoe-centric route" (Braidotti, 2013, p. 88).  In Mamoulian’s film, although the transitions 

take an increasingly natural form with each transformation, there are still two distinct opposite 

characters: Dr. Jekyll and Mr. Hyde. Moreover, Mr. Hyde who is the reincarnation of the past 

that humanity worked so hard to change its primitive state into the civilized, can also retransform 

into Dr Jekyll. On the other hand, what happens to Seth Brundle is on an organic level and there 

is no such a tonic to go back. It is not the transformation of Seth Brundle to a fly in a magical 

way but becoming of Seth Brundle and a fly: Brundlefly. Starting with the thick hairs growing 

on Seth's back, which are very similar to fly hairs, a gradual transformation is seen. His body 

changes slowly. In this transformation, subjects lose their opposition and become each other. 

This is why if Brundlefly’s metamorphosis were to be positioned within Dr. Jekyll’s it would be 

a less painful but really long version of the metamorphosis scene of Dr. Jekyll that will never 

arrives to Mr Hyde, nor goes back to Dr. Jekyll.  
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 Figure 3 - 2. Dr Jekyll’s transformation                  Figure 3 - 3. Seth Brundle’s transformation  
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Dr. Molnar: ‘We must destroy the insect religion.’  3

 Cronenberg’s latest mad scientist Dr Molnar is not necessarily fit to the character as he 

applies: ‘the controversial Hungarian breast-cancer radioactive seed implant treatment thing’ 

(Cronenberg, 2014, 7). This was what made him internationally-famous but without having 

terrible consequences that could be a threat for society's future. There wasn’t any infected 

zombie society either. Maybe, the society was already infected. Who knows?  

Cronenberg himself plays Dr. Molnar, in his short film The Nest (2013) which he shot as 

the teaser of  his novel Consumed (2014) that also will be later released as a shortened 

two-minute video version of it (Consumed, 2014) with the same name of his book. The Nest 

(2013) that was shot with a go-pro camera on Cronenberg’s head is basically Dr. Molnar’s 

conversation with Celestine about her desire to remove one of her breasts in Cronenberg’s 

garage. I think it would not be wrong to interpret The Nest (2013) as a visualized form of 

Cronenberg’s saying that we are all mad scientists, including himself as what makes Dr. Molnar 

a mad scientist, is in this conversation with Celestine. 

 The Nest (2013)  filmed in one long take where only Celestine is seen from the little 

camera strapped to Cronenberg’s head shaking with his every small move. The question was 

Celestine’s sanity until that time but Dr. Molnar was happy to remove her breast. They discussed 

how to remove insects and decided together the strategy. Dr. Molnar listened to her breast, heard 

insects voices and marked her breast to show her how he will cut it.  

 

 

3  Cronenberg, D. (2014). Consumed: A Novel. Harper Collins UK, 174 
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Figure 3 - 4. Celestine’s pre-surgery examination 

  

Hereby, I would like to point out that only The Nest (2013) has shot digitally among the 

examples of Cronenberg's mad scientist movies that I mentioned because this time, thanks to 

digital, we were guests in Cronenberg’s garage, and almost felt how she felt when the marker 

touched her breast drawing the road of freedom for her and the insects. Cronenberg with his 

camera strapped to his head points out that this new subject, that is; we, posthumans, who are far 

from playing god in the mad scientist debate, should seek new ethical understandings at the point 

we have reached in our evolutionary process. According to Rosi Braidiotti, ‘posthuman ethics 

urges us to endure the principle of not-One at the in-depth structures of our subjectivity by 

acknowledging the ties that bind us to the multiple ‘others’ in a vital web of complex 

interrelations. This ethical principle breaks up the fantasy of unity, totality and one-ness, but also 

the master narratives of primordial loss, incommensurable lack and irreparable separation. What 

I want to emphasize instead, in a more affirmative vein, is the priority of the relation and the 

awareness that one is the effect of irrepressible flows of encounters, interactions, affectivity and 

desire, which one is not in charge of.’ (Braidiotti, 2013, 100) In my opinion, that’s why 

Frankenstein’s ‘vile insect’ monster evolved to Brundlefly, reproduced and settled in Celestine’s 

left breast and Dr. Molnar was happy to break them free.  

 

 

 

 

32 



 

Cronenbergian Way of  Disease: Parasites, Tumors, and Wounds 
 

 

That disease is the love of two kinds of creatures for each other 

Nurse Forsythe, Shivers 

 

While I am writing these lines today in self-quarantine due to the ongoing Coronavirus 

pandemic of 2020, who knows how many people in different parts of the world in a different 

language are repeating one of these following sentences: ‘Is all this real?’ or ‘Our life is no 

different from a terrible science fiction movie?’ As a common theme in these said science fiction 

movies, this chapter is dedicated to ‘disease’. As it is clear to see from the beginning of the year, 

the most extreme theme of 2020 as well. Indeed, we don't have another agenda these days. In 

fact, this state of confusion we are experiencing now is not because we came across a disease for 

the first time. Yet we have scrambled the pages of history books, - perhaps we better have read 

online articles or seen the news on Twitter - looked at other epidemics that happened before, and 

even made calculations on how and in what way the next major epidemic could spread. Just like 

the science fiction movies we think we are in, we have also made preparations based on 

simulations where the consequences of a future 'x' disease are calculated. So why are we so 

confused? These days when the social order is completely broken and life has come to a halt, 

how should we deal with the "disease" issue right out of the catastrophe? Because of the disease, 

we have entered into a new order that has made us question the ways in which we have lived our 

lives up to this day. A new order that is sure to have its effect on our identities, relationships, 

economies and morals: all because of a disease. 

 

According to Douglas Kellner, ‘in Cronenberg's films both mind and body, in mysterious 

interaction, disintegrate or mutate out of control and wreak havoc in a hyper functionalized and 
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hygienic social order unable to deal with frenzied metamorphosis and proliferating disease.’ 

(Kellner, 1989) The disease in David Cronenberg's cinema, as the theme that created his triangle 

of consumption, body and technology, presents us a scene beyond the social order. Diseases that 

occur as a result of experiments which combine technology and the human body in Cronenberg’s 

cinema do not illustrate a terrifying dystopian future, but rather draw attention to the productive 

forces of the transformations it creates. ‘In Jacques Derrida’s reading of Plato’s Phaedrus he 

singles out the word pharmakon – which in Greek has multiple meanings, among which Derrida 

seizes on the apparently incompatible connotations of remedy and poison, deducing from them a 

more general semantic instability, and making it a concept of foundational philosophical 

indeterminacy, not dissimilar to the homely horror Sigmund Freud identified in the words 

heimlich/unheimlich i.e. the uncanny, or – to cite examples from the hard sciences – the ‘both 

particle and wave’ properties of light, or the uncertainty principle of quantum physics… ...For 

Derrida, the pharmakon is welcome proof of the ambivalence inherent in writing as both an 

emulation and a negation of speech, but at another level, the pharmakon is the very figure of 

similarity and difference, active and passive, affirmation and critique as not binary oppositions, 

but relationalities, which makes the pharmakon the movement, the site, and the play for the 

production of difference.’ (Derrida 1981, 103–110 as cited in Elsaesser, 2018)  

 In Cronenberg's cinema, the disease frightens and poisons, just like Derrida's 'pharmakon' 

figure, with the chaos it created, but on the other hand; calls for new non-human-based thinking 

beyond the order in which the enlightened modern man is imprisoned. The disease meets with 

the audience sometimes as a parasite or virus, sometimes as a tumor, and sometimes as a wound 

on the body in his cinema. I will continue my discussion,  starting from one of his early movies 

Shivers (1972) going back to 48 years ago from now when we are able to follow up to what point 

the number of infected/dead people in which country has reached day by day through online 

maps. 
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Parasites  

 

There is not enough love and kindness in the world 

 to permit us to give any of it away to imaginary beings.  

Nietzche, Human All to Human 

 

In Shivers (1975), Dr. Hobbes believes that the modern man is "an animal that thinks too 

much, an over-rational animal that has lost touch with his body and his instincts" and implants a 

parasite that can take over our guts and consists of ‘a combination of aphrodisiac and venereal 

disease’ that will ‘turn the world into one beautiful mindless orgy’ to one of the Starliner inmates 

and it becomes a wide plague. ‘The parasites in Cronenberg's films do not conform to any such 

dialectical logic. We can say neither that monstrosity is purely extrinsic and has nothing to do 

with us nor that it is actually internal, really a repressed and projected portion of ourselves.’ 

(Shaviro, 1993, p. 156) Sexually transmitted parasites that have invaded the bodies of tenants 

cause the tenants to engage in certain disruptive behaviors such as violent sexual assaults. Sexual 

desire becomes something irresistible and impossible to escape for them. Nurse Forsythe (Lynn 

Lowry) expresses this desire with these sentences: 

 

‘I had a very disturbing dream last night. In this dream, I found myself making love to a 

strange man because he's old and dying and he smells bad and I find him repulsive. But then, he 

tells me that everything is erotic, that everything is sexual… ... He tells me that even old flesh is 

erotic flesh. That disease is the love of two kinds of creatures for each other. Even dying is an act 

of eroticism.’  

 

These sentences of Nurse Forsythe recall the incestuous scene in George A. Romero’s 

“The Crazies” (1973) that has filmed only two years before “Shivers” (1975), where a virus 

drives patients crazy and Lynn Lowry this time plays infected young girl Kathy who has become 
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crazy. Consecutive instant cuts between incestuous assault of his infected father who also has 

become crazy and the tolling bell scenes herald forthcoming destruction. Indeed, the wall-hung 

portrait which is really similar to the famous catholic Queen Mary of Scots’  portrait falls down 4

during Kathy’s flutter as an illustration of the destruction of the family institution by irresistible 

sexual desire. 

 

 

Figure 4-1. Incestuous assault and the tolling bell 

 

 

Figure 4-2. Wall-hung portrait falling down 

 

 Baudrillard says: ‘Sexual desire is never anything but the possibility bodies have of 

combining and exchanging their signs.’ (Baudrillard, 2011, p. 158) Therefore, I personally see 

these sentences of Nurse Forsythe as a key point to understand what is the function of ‘disease’ 

in Cronenberg’s cinema. The disease as a cause and/or result of the organic relationship of the 

human body with technology and/or others directly links to his ‘new flesh’ concept starting from 

Starliner Island.  Old flesh that is penetrated by the disease falls in love with an ‘other’ and they 

enter together a becoming process that Cronenberg calls ‘new flesh. From then on, old flesh 

disappears.  I also find what parasites turn Starliner people into highly related to Deleuze and 

Guattari’s ‘body-without-organs’ (2005) concept. 

  

4 ‘Mary’s own Catholicism complicated matters further, and her forced abdication was clearly welcomed by Scottish 
Protestants. Mary was repudiated by the Scots and thrown on the mercy of her cousin Elizabeth, but eventually it 
was her religion and the threat it invoked that decided English policy towards her affairs. Consequently, because of 
her Catholicism, Mary can be seen as a symbol for an old form of religion.’ ( Ágústsdóttir, 2012) 
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The BwO is the field of immanence of desire, the plane of consistency  specific to desire 5

(with desire defined as a process of production without reference to any exterior agency, 

whether it be a lack that hollows it out or a pleasure that fills it (Deleuze & Guattari, 2005, 

p.154) 

According to Deleuze and Guattari, a body-without-organs is a body that is not an 

opponent of organs but against the organism which is the ‘organisation of organs’.  A 

body-without-organs is the ‘limit’, the ‘experimentation’ and a constructed ‘machine’ which is 

always ‘ready to plugged into other collective machines’. (2005) ‘Firstly, that the BwO exists 

within stratified fields of organisation at the same time as it offers an alternative mode of being 

or experience (becoming); secondly, the BwO does not equate literally to an organ-less body.’ 

(Parr, 2010, 38)  Just like Derrida's 'pharmakon' concept, a body-without-organs can be deadly, 

but it is also the body's struggle for freedom against the organization. 

In Shivers, tenants who are freed from almost any kind of rule that keeps every single of 

them inside of their ascribed roles shows how works a body-without- organs by their endless 

production of sexuality. ‘Yet the final scene is highly ambiguous and can be read either as a 

horrific vision of sexual apocalypse (the destruction of civilization through sexual excess) or as a 

missionary attempt to share new-found sexual liberation with others.’ (Kellner, 1989) As 

everything, even old flesh is erotic, the classical heterosexual way of sexuality can no longer 

exist alone. Now, it is possible to talk about a nonhierarchical, incestuous, and genderless way of 

sexualism which is beyond the order:  

 

‘Thus the bodies of lovers: they do not give themselves over to transubstantiation, they 

touch one another, they renew one another as spacing forever, they displace themselves, they 

address themselves (to) one another.’ (Nancy, 2008,19)  

5 ‘Deterritorialising movement strays away from the concept and state of molar identity and aims to force 
splinters to crack open into giant ruptures and cause the subsequent obliteration of the subject as he 
becomes ensconced within a process of becoming- multiple. Engaged in this process, the subject is 
constituted, and becomes a new kind of assemblage that occupies what Deleuze and Guattari call the 
‘plane of consistency’, which is a space of creativity and desire. However, because this plane is also that 
of death and destruction, traps are scattered throughout this process.’ (Parr, 2010, ,34) 
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Figure 4 - 3. Parasite non-heterosexually passing from one resident’s neck to another  

 

 

 

                            Figure 4 - 4. An incestuous kiss        Figure 4 - 5. A mindless orgy 
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Tumors 

Nothing is real until you put it in the VCR. 

 J. G. Ballard 

 

 Philip K. Dick in his book, “Valis” (1991) describes our position in the information age 

with the following sentences: “We hypostatize information into objects. Rearrangement of 

objects is change in the content of the information; the message has changed. This is a language 

which we have lost the ability to read. We ourselves are a part of this language; changes in us are 

changes in the content of the information. We ourselves are information-rich; information enters 

us, is processed and is then projected outward once more, now in an altered form. We are not 

aware that we are doing this, that in fact this is all we are doing” (Dick, 1991) In fact, 

Videodrome (1983), which elaborates on Cronenberg's concept of 'new flesh', approaches the 

relations of contemporary individual with technological innovations of communication in a 

similar way of thinking. In Videodrome (1983) , the disease is presented as a tumor that is 

formed in the brain as a result of exposure to the signal of a new videotape format called 

Videodrome that transforms the protagonist Max Renn (James Woods) into the ‘new flesh’ by 

produced hallucinations to the point that Max’ reality is changed. Max who is the owner of a 

small TV channel becomes popular with his extraordinary transmission decisions including 

violent and sexual contents. He assumes that he gives his viewers a harmless outlet for their 

fantasies and their frustrations as a socially positive act with his channel’s contents and while 

searching for new similar contents he is introduced to Videodrome. Unable to take his eyes off 

this extremely realistic torture and murder videotape, Max goes after Videodrome to be able to 

broadcast it on his channel. However, the visions caused by a tumor becomes uncontrollable 

flesh and ruins the organisation of his organism by penetrating his limits. Besides, Professor 

O’Blivion to whom Max comes across while searching for Videodrome, as a clear example of 

new flesh that Max transforms into, is only seen on screen because he was convinced that public 

life on television is more real than private life in flesh and thus wasn't afraid to let his body die. 

Professor O’Blivion says in one of his video letters: 
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‘The television screen has become the retina of the mind’s eye. Therefore the television 

screen is part of the physical structure of the brain. Therefore whatever appears on the television 

screen emerges as raw experience for those who watch it. Therefore television is reality and 

reality is less than television.’  

 

These sentences of O’Blivion completely overlap with Baudrillard’s ideas about the 

media and the medium: ‘The medium and the real are now in a single nebula whose truth is 

indecipherable.’ (Baudrillard, 2011, 122) based on McLuhan’s ‘Medium is the message’ 

(McLuhan, 1967, 7) formula. However, he goes one move ahead of the formula and says: ‘The 

medium is the message not only signifies the end of the message, but also the end of the 

medium.’ (Baudrillard, 2011, 57) Meaning has a new meaning together with the medium. Thus, 

what the message wants to say disappears. There is now truth to be told by the medium, but 

overtime, the self-reproducing meaning becomes independent from the medium and this 

continues to the state of reproduction. At this point, the medium also disappears. ‘Rather than 

creating communication, information exhausts itself in the act of staging communication.’ (1994) 

In fact, according to Baudrillard, the universe of simulations is the result of the failure of the age 

of communication. He argues that the madness of information makes communication tools 

increasingly intertwined with each other and says that this is the communication of the consumer 

society. He says, ‘Communication seems to become immediately an unlimited, proliferating 

system. There is a kind of imperialism of communication.’ (Gane, 1993, 146)  

 

 

Baudrillard assumes that medium as the transmission of real, even though it simulates the 

real or not, takes over the real, and the real becomes the medium. When the event is taken place 

on the level of the screen, it loses it’s authentic content and becomes the medium. In the current 

circumstances, it gets harder to sort what is real and the real gets lost. Videodrome can be 

interpreted in this way: ‘Beyond the neutralization of all content, one could still expect to 

manipulate the medium in its form and to transform the real by using the impact of the medium 

as form. If all the content is wiped out, there is perhaps still a subversive, revolutionary use value 
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of the medium as such.’ (Baudrillard, 2011, 121-122) Just as what happened in Max’s 

Videodrome story: at the beginning what Videodrome was saying was interesting and riveting 

but in time, Videodrome held Max inside. He became a victim of his fantasies and frustrations. 

By doing so, using Videodrome as a medium transformed the reality of Max and used it. 

Creators of Videodrome explain the goal of it as using it politically to make north-America 

survive, in other words, the revolutionary use-value of the medium. According to Baudrillard’s 

ideas, disappearing of the content and the message also causes the disappearance of the real. On 

the other hand, as I completely agree, according to Browning, ‘Baudrillard posits a 

disappearance of the real into a world of simulacra but Videodrome suggests a process of 

reinscription in, and transfiguration of, the body as a site where new meanings might be 

explored.’ (Browning, 2007, 65) Cronenberg draws attention to the body's disengagement from 

its own organization and the new possible paths this ‘new flesh’ opens up with the process in 

which both the medium and the message dissolve and manipulate reality. ‘The film effects a 

double movement whereby biomaterial becomes a pure, abstracted simulacrum, the value and 

effects of which radiate and infect indiscriminately across a range of forms; but this very process 

introduces corporeal intimacy and abjection, making the body once more a political platform 

from which to speak and act.’(McQueen, 2016, 243)  One of Max’ hallucinations caused by the 

tumor, a vagina opens up through Max’s organs and he penetrates it with his hand unlike the 

ones he was torturing Nicki inside of the Videodrome, showing that ‘anatomy is not destiny, 

precisely in the sense that the corporeal is the realm in which the Symbolic inscription of fixed 

gender identity reaches its limit, and can be broken down.’ (Shaviro, 1993, 142) Max’s body as a 

body-without-organs by reaching its own limits represents ‘new flesh’ as beyond the sexual 

representation that contemporary individuals are exposed to. ‘After all, there is nothing real 

outside our perception of reality, is there?’ 

 

Figure 5-1. The vagina on Max’s stomach that opens up 
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Wounds  

 

I believe in the power of the imagination to remake the world, 

 to release the truth within us, 

 to hold back the night, to transcend death,  

to charm motorways, to ingratiate ourselves with birds,  

to enlist the confidences of madmen.  

I believe in my own obsessions, in the beauty of the car crash,  

in the peace of the submerged forest,  

in the excitements of the deserted holiday beach,  

in the elegance of automobile graveyards,  

in the mystery of multi-storey car parks,  

in the poetry of abandoned hotels. 

J. G. Ballard 

 

As the off-voice says in the trailer of “Crash” (1996), ‘In society driven to extremes, two 

people met by accident. James Ballard has been seduced into a secret world but the only way to 

connect is to crash. Now they will do anything.’ Cronenberg’s movie Crash (1996) adapted from 

Ballard’s book which has the same name, Crash (1995) tells the story of a film producer James 

Ballard’s (James Spader) crossing with a group of car-crash victims who transform car accidents 

into sexual experiences emerged from a serious accident he had. Ballard and his wife Catherine 

Ballard (Deborah Unger) who have an open marriage and already enjoy sexual experiences in 

company with mechanical parts, become members of this underground group that drives them to 

increase the level of danger but also pleasure of their sexual experiences.  ‘Hence Montaigne can 

formulate the ultimate goal of experience as a nearing death- that is, man's advance to maturity 

through an anticipation of death as the extreme limit of experience. But for Montaigne this limit 

remains something that cannot be experienced, which can only be approached ('si nous ne 

pouvons le joindre, nous le pouvons approcher' ).’ (Montaigne, 1580 as cited in Agamben, 1993, 

19) 
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 In Crash, there is no produced parasite or a signal that creates a tumor in the brain. 

Instead of an organic level transformation characters relationship with technology is all 

mechanical. The disease is transformed into an extreme sexual behavior, symphorophilia  and 6

shows itself through wounds and scars. The leader of the group, Vaughan, whom we can see as 

the mad doctor of Crash (1996), approaches the cars as the meeting point of eroticism and 

technology in his project called "reshaping the human body with modern technology" and 

reproduces an extreme form of pleasure arising from a non-anthropocentric approach to 

eroticism through planned car accidents and ‘slow-motion films of test collisions that he had 

photographed with his cinecamera’.(Ballard, 1995, c1)  The seductive nature of the cars is 

approaching death, which is the limit of life, with planned accidents. ‘Deleuze says of the 

habitual synthesis that ‘a scar is the sign not of a past wound but of “the present fact of having 

been wounded”: we can say that it is the contemplation of the wound, that it contracts all the 

instants which separate us from it into a living present’ (Deleuze 1987, 77 as cited in Reynolds, 

2007)  In Crash (1996), extreme forms of pleasure are carried to living present with wounds. The 

characters who modify themselves with their wounds explore the limits of their sexual 

experiences through the temptation of mutation. Cronenberg in TIFF Talks 2019, answers one of 

the questions about Crash (1996) after the movie screening: ‘For me it's always been apparent 

that technology is basically an extension of our bodies, and you know, the phone-the ear, 

television- the eyes and so on. Here it's almost like a group of people who want to refuse their 

bodies with technology to fuse their bodies again with technology to bring the technology back 

into their bodies and all that kind of thing. So it's kind of a meditation on the strangeness of 

human technology and the human body ends with infuse almost literally the bodies in the car.’ 

(TIFF Talks, 2019) 

 

Baudrillard discusses Ballard’s book in one whole chapter with the same name Crash in 

his book Simulacra and Simulation (1994). According to French philosopher, ‘In the apocalyptic 

6 ‘A special form of sacrificial paraphilia, for which a suitable name is symphorophilia (being erotically turned 
on by accidents or catastrophes), culminates in an arranged disaster, such as an automobile crash.’ (Money, 
1984) 
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and baroque version of Crash technology is the mortal deconstruction of the body, the 

dismemberment and cutting into pieces, not in the pejorative illusion of a lost unity of the 

subject, but in the explosive visions of a body delivered to ‘symbolic wounds’, of a body 

confused with technology in its violating and violent dimension, in the savage and continual 

surgery that violence exercises: incisions, excisions, scarifications, the chasms of the body, of 

which the sexual wounds and pleasures of the body are only a particular case, a body without 

organs or to pleasure of the organs, entirely subjected to the mark, to cutting, to technical scar 

out a referential and without limits.’ (Baudrillard, 2011, p.156-157) And the answer comes from 

Deleuze: ‘Even within a BwO (the masochist body, the drugged body, etc.), we must distinguish 

what can be composed on the plane and what cannot. There is a fascist use of drugs, or a suicidal 

use, but is there also a possible use that would be in conformity with the plane of consistency? 

Even paranoia: Is there a possibility of using it that way in part?’ (Deleuze and Guattari, 2005, 

p.165)  In Crash (1996), masochist bodies, bodies without organs are perverted and extremes that 

endanger their lives, but at the same time, they are the bodies that have been freed from imposed 

'beauty' patterns, from the 'one' and the 'normal', from biological sex. They are the bodies that 

discover and produce new forms of pleasure from a non-anthropocentric point of view. The 

leader of the symphoropic group, Vaughan has an anti-hedonistic way of looking at cars. For 

him, a car accident is a productive event that reveals sexual energy and combines sexuality with 

other emotions in a way that would not be possible otherwise. Ballard in his book Crash (1995), 

Vaughan and the meaning of wounds for him with these sentences:  

  

“Trying to exhaust himself, Vaughan devised an endless almanac of terrifying wounds 

and insane collisions: The lungs of elderly men punctured by door-handles; the chests of young 

women impaled on steering-columns; the cheek of handsome youths torn on the chromium 

latches of quarter-lights. To Vaughan, these wounds formed the key to a new sexuality, born 

from a perverse technology. The images of these wounds hung in the gallery of his mind, like 

exhibits in the museum of a slaughterhouse.” (Ballard, 1995, c1).  
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For Nancy, ‘A body is an image offered to other bodies, a whole corpus of images 

stretched from body to body, local colors and shadows, fragments, grains, areolas, lunules, nails, 

hairs, tendons, skulls, ribs, pelvises, bellies, meatuses, foams, tears, teeth, droolings, slits, blocks, 

tongues, sweat, liquors, veins, pains, and joys, and me, and you.’ (Nancy, 2008, 121) From this 

point of view Vaughan has just chosen to carry images of wounds with him and he also says, 

‘From now on, a wound is only a wound-and the whole body's only a wound.’ (2008, 81) and 

thus everything is sexual, even a wound. In the movie, car accident lovers have sex with each 

other in different combinations and locations (mostly in the car) by touching the bodies and 

wounds that they offer to each other. Gabrielle is another car-accident lover as an evidence of the 

sexiness of mutation whose legs bells and upper body are clad by steel and leather braces that 

will later transform into parts of Ironman (2008)’s digitally created several armors from 

mechanical one to nano-technological ones on the screen, also attracts Ballard’s attention. Unlike 

jets situated in the boots of Ironman (2008), Gabrielle only has an unlockable small pocket on 

her leg where she keeps her joints. In one of the scenes, Ballard, instead of her vagina, penetrates 

the vagina-like wound on her leg: 

 

‘As I unshackled the left leg brace and ran my fingers along the deep buckle groove, the 

corrugated skin felt hot and tender, more exciting than the membrane of a vagina. This depraved 

orifice, the invagination of a sexual organ still in the embryonic stages of its evolution, reminded 

me of the small wounds on my own body, which still carried the contours of the instrument panel 

and controls… ...My first orgasm, within the deep wound on her thigh, jolted my semen along 

this channel, irrigating its corrugated ditch’ (Ballard, 1995, c 19) 

 

 

     Figure 6-1. The wound on Gabrielle’s leg 
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The New Game System: eXistenZ 

 

Walking through the suburbs though not exactly lover, 

 You're a couple, 'specially when your body's doubled 

Massive Attack, Karmacoma  
 

Tom Tkywer’s film Run Lola Run (1998) starts with these off-voice’s questioning lines: 

‘Man, probably the most mysterious species on our planet. A mystery of unanswered questions. 

Who are we? Where do we come from? Where are we going? How do we know? What we think 

we know? Why do we believe anything at all? Countless questions in search of an answer, an 

answer that will give rise to a new question, and the next answer will give rise to the next 

question, and so on. But, at the end, isn’t it always the same question? And always the same 

answer?’ The questioning lines end up with an answer of German football coach Sepp 

Herberger’s famous quote: ‘The ball is round. The game is 90 minutes. Everything else is pure 

theory.’. We may have some opinions on the matter but we never know what can happen in the 

game for sure. The only thing that we know is the duration of the game. Because it has already 

been agreed upon. Aside from the fact that what can be included in this time limitation is very 

wide, we are not in the same game if we do not accept it. Just as what Allegra Geller is saying 

while presenting eXistenZ: ‘The world of games is in a kind of a trance. People are programmed 

to accept so little. But the possibilities are so great. eXistenZ is not just a game. It's an entirely 

new game system.’ (eXistenZ, 1999) Maybe, it is possible that once the duration was the only 

thing we needed to be conscious of has become something so far in a new system that we are not 

even aware of if it is a game. 

  

 eXistenZ is a role-playing video game on trial inside another role-playing video game on 

trial called ‘transCendenZ’. There were dreams inside other dreams in Paprika(2006) and 

Inception (2010). On the other hand, eXistenZ applied this matryoshka doll style by using the 
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games. These games coming out of each other questions the blurry relationship between human 

and the digital. ‘eXistenZ is a kind of virtual reality clip that precisely questions the virtue of 

reality.’ (Borras, 2003) but also the reality of virtue. While they are connecting to the game, one 

of the spectators raises his gun and shoots Allegra saying ‘Death to demoness Allegra Geller’ 

with a gun exactly seems like the gun that Max kills himself in Videodrome(1983) that has 

human teeth instead of the bullets that we know. Allegra escapes from this attack with a 

marketing trainee of the company called Pikul and the story continues with their experiences 

inside eXistenZ. In the end, the film reaches such a point that brings out our main characters 

Allegra Geller and Pikul were actually agents working for an extreme-realist group sent to 

eliminate this new system. In other words; eXistenZ with the threat of an extreme-realist group 

becomes real when it comes out of ‘TranscendenZ. 

  

Although it is not filmed digitally, eXistenZ (1999) represents digital cinema’s 

philosophy through what this ‘new game system’ carries within. Starting from this point, I will 

try to explore this ‘new game system’ and the ways in which it creates the illusion of reality in 

the movie. In eXistenZ, the digital that became a part of us certainly blurred boundaries between 

the real and unreal by the fingers touching gamepads. The guns that Allegra Geller and Pikul 

pointed at the security guard at the end of the movie were actually directed at us, with the 

question security guard asked them: ‘Hey, tell me the truth. Are we still in the game?’ I think 

now that it is also possible to ask the same question the other way around. 

  

  

Figure 7 - 1. Pikul and Allegra pointing their guns 
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The blurring lines around reality are, indeed, a result of alterations on various entities. 

Fractures, in reality, lie within alternative timelines, places, and as in Cronenberg’s cinema: 

body. The fusion that brought by the digital revolution is approached not only between 

inter-technologies but also between human and technology. eXistenZ (1999) in the most 

important years of the Digital Revolution, reflects the blurry relationship between real and digital 

and thus the philosophy of digital cinema. Such blurring is represented in eXistenZ through the 

game, and cinema; viewing the two both as a narrative form and a digital phenomenon; and the 

fusion between these two and the human body. According to Rodowick, ‘eXistenZ played with 

the idea that a digitally created simulation could invisibly and seamlessly replace the solid, 

messy, analog world of our everyday life’ and he explains this replacement as ‘the replacement 

of the analog world by digital simulation functions here as an allegorical conflict wherein cinema 

struggles to reassert or redefine its identity in the face of new representational technology.’ 

(Rodowick, 2007, 4) I personally think, the movie exactly takes shape around this ‘seamlessly’ 

replacement, the manifestation of digital cinema and its power to show other endless possible 

realities but not invisibly because eXistenZ constructs this replacement through the sense of 

‘touching’, making it visible and thus turning it into a part of us. Just as Digital Cinema gives the 

feeling that we touch the characters with the camera both technically and narratively. Extreme 

close-ups that we see in Dany Boyle’s 28 Days Later(2002), David Lynch’s Inland Empire(2006) 

or where everything is started, Lars Von Trier's Dogme 95 film, The Idiots(1998) by being 

‘crammed full of human faces; long, lingering shots arm over and over the contours of the face, 

the body’ (Rombes ,2009, p. 115) can be examples for the situation. 

  

Rombes in his book, Cinema in Digital Age (2009) interprets Digital Cinema as returning 

to realistic stories: ‘The technology is awesome and even frightening (its seemingly eternal 

databases), and one cultural response to that is to make stories with that technology that is 

intensely realistic in their portrayal of human beings and their relationships.’ (2009, p. 116) 

eXistenZ (1999) also examined the relationship between digital and human and thus the 

philosophy of digital cinema without separating it from human, from this point as a part of it, if 

not with its technical features. On the other hand, it needs to be remembered that eXistenZ 
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(1999) wasn’t shot digitally but Cronenberg for the first time decides to use advanced computer 

generating effects and works with a visual effect company called Toybox. Images of the digital 

‘are called to reinterpret reality revealing its multiple reverses while annihilating the distances 

between the characters and the background in which they are cut out, and between the surface of 

the screen and the viewer’ (Sanchez, 2013) and eXistenZ was here, in the middle of it, to explain 

it to us. 

Allegra Geller, just like Jesus Christ with his twelve apostles, offers the first eXistenZ 

experience to twelve lucky volunteers, in a place like church and manifests ‘the new system’. 

The way of playing the game reflects what is the position of the new game system in our lives. 

Players play the game by connecting prototype game-pods in the form of an external organ, 

covered with a material like human skin into their bodies and each other. They port their pods 

into holes on their backs called bio-ports. The cables that provide the connection to the game 

pods and to each other seem like cordons. When everybody is connected to each other and to the 

pods, eXistenZ begins; first Allegra and then lucky volunteers start to move their fingers on their 

pods as a challenge to what Christianity was telling us… 

 

        

Figure 7 - 2. Allegra and players touching their pods 

  

  

Jean Luc Nancy, in his book Corpus (2008), reminds us the Christian doctrine about 

Jesus Christ, his body as the spirit come into existence: ‘The Spirit passes from Father to Son; 

the son is the body, not the expansion that creates bodies, but the Spirit's body, gathered up, 

concentrated in its breath, offered in sacrifice to the father it returns to by expiring, the body of 

the last cry, of the final sigh where everything is consumed.’ (Nancy, 2008, p. 77) Deriving from 

the said description of Jesus’ body, she adds the following on the matter of ‘touch’: ‘...the 
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resurrected body of Christ (it is the resuscitated Christ who proffers the ‘Noli me tangere’ to 

Mary Magdalene who attempts to touch him, in the scene from the Gospels that is taken up in 

western painting). For Nancy, it is precisely the resistance or reluctance of this resurrected body 

to be touched that gives it its full meaning: in being denied the touch of Christ’s manifest body, 

we are brought into contact with his eternal body’ (Nancy 2003a, 28, as cited in Morrey, 2008). 

 Here, the idea reveals itself to be the destroying nature touching has, grounding in the 

fact that a bodily touch would destroy the sacred relationship with the Spirit. What eXistenZ did 

was describing the destroying relation between the human body and technology via touch. Touch 

is so important that Pikul cannot tell reality from the game apart even when he touches the table 

during a pause of the game, because it altered the very touch too. I believe that the touching 

feeling in Existenz that has followed the viewer or dare I say “user”, throughout the entire 

movie; and the game pods that we see in an organ-like depiction and are connected to the human 

body via cords are referring to a physical connection between the relationship of digital and 

human. And Allegra Geller challenges such a belief by doing the exact opposite of what 

Magdalene did; she touched the digital. 

‘Touch desires to destroy, and is destroyed by this desire. This is the truth of touch, 

Nancy suggests, from the tenderest kiss to the most terrible carnage (Nancy 2001b, p. 60, as cited 

in Morrey, 2008). It is this touch that embodies the digital in Existenz tearing away from its own 

fleshless world full of ones and zeros. Allegra Geller and Pikul kiss in the game because of the 

roles that they were assigned to. Allegra says that this is required to increase the emotional 

tension in the narrative, however when they pause the game they kiss again in ‘real-life’ and 

therefore destroy the line between what is real and what is in the game. That is what Cronenberg 

wants to shout out at us from the very beginning in his cinema. 

  

Throughout the movie, other technological devices are also seen as human organs such as 

the phone that is shaped like an ear. Cronenberg says ‘Technology can be seen as an extension of 

the human body, in one way to another, and I show this literally in the eXistenZ with references 

to the bioports.’ (Porton, 1999) Baudrillard also sees technology as in which created ‘many new 
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organs’ (1994) successors of the original ones. Machines are relays, extensions, media mediators 

of nature ideally destined to become the organic body of the man. In this ‘rational’ perspective 

the body itself is nothing but a medium. (1994). Just as Nancy says: ‘A body isn't empty. It's full 

of other bodies, pieces, organs, parts, tissues, knee-caps, rings, tubes, levers, and bellows. It's 

also full of itself: that's all it is.’ (2008, p. 150) Deriving the point from Nancy and Baudrillard’s 

ideas, the body that is defined as an ‘open space’, becomes one with the digital and enters a 

becoming. 

  

One of the early thinkers of the Enlightenment era, Spinoza’s idea is that being is one, 

that being is equivalent to God and that all the individual beings we experience are ‘modes’ of 

being and thus ‘modes’ of God. (Lord, 2010, 15) On the other hand, Deleuze, based upon 

Spinoza’s description of allness being idea, he uses the term ‘becoming’. ‘Instead of ‘being’ 

which is all made by determined subjectives,- the Hegelian move of defining the self by what it 

is not, hence Being as the negation of nothingness -’ (Nigianni Chrysanthi, 2009) Deleuze uses 

‘becoming’ concept which includes other contents like undone or continuity of changing. We can 

say, subjects and objects get rid of their opposite dualism and become each other. In other words, 

two notions do an exchange. Exchange is defined by Deleuze as the passing of something into 

the other; a process which results not in the disappearance of the terms, but in their 

transformation, and in the consequent ‘becoming’ of both terms. (Deleuze & Guattari, 1994) In 

this new game system that unites human and digital, digital cinema also appears as a reflection of 

becoming. The camera acts almost like one of the characters and we join the reality there via 

screens that have become retinas of our own eyes. Or it joins us. With the digital ‘Cinema 

understands that the virtual is the real and vice versa, that one can not exist without the other.’ 

(Sanchez, 2013) 

  

Abbas Kiarostami in his 2008 dated movie Shirin, shows us the situation that cinema has 

come to realize with digitalization. In the movie, we see the Persian poem Khosrow and Shirin’s 

story in a different way. Instead of watching the stage itself, we watch the group of women that 

are watching it. At first, our own eyes become the camera, which means the screen. Then we 
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realize that with our gaze, we are only one of the many gazes and many realities there. We are 

the gaze, and the gaze is us. So, the answer to the question that I was trying to find, the one that 

Security asks in Existenz is answered by digital cinema: Yes, we are still in the game and the 

game is still inside us. 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

52 



Consumption of Celestine’s Body 

 

‘...death transforms life into a destiny: in a way, it preserves it by giving it the absolute 

dimension. Death does away with time.’ 

Simone de Beauvoir, The Coming of Age 

 

Death as the boundary of life and the boundlessness of the digital world… In a body 

integrated with technology, the meaning of the word death has also changed. Cronenberg,  in his 

book Consumed (2014), most possibly to remind us how Simone de Beauvoir and Jean-Paul 

Sartre were in advance of their time, resurrected them by creating a postmodern version of this 

never-forgotten couple: Celestine and Aristide Arestoguy. However, in this story unlike the real 

turn of events, de Beauvoir is murdered and cannibalized by his husband.  

Intersection point of parallel discoveries that journalist couple Nathan and Naomi that 

they start out separately led us to the resolution of the cannibalistic murder on the very last pages 

of the novel. Celestine who was supposed to be cannibalized by his husband was not actually 

dead, insted, together with two students of her and her husband, reproduced her body parts made 

of an edible substance using a 3D printer and built this mimetic cannibalistic murder to defect 

North Korea. According to the last pages, only eaten flesh is Celestine’s amputated left breast 

because of her apotemnophilia.However, even the true heroes of this simulation are not sure 

whether she is alive or not as Celestine’s mimetic body parts are consumed and this murder has 

become real by overcoming her living state with evidential photos on the internet. Cronenberg on 

such alternative reconstruction of the reality in his interview about his novel Consumed (2014) 

with Arun Rath says: 
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‘So how real and how virtual is reality? And really, that is one of the themes of the book 

is the construction of reality - the sense that reality is neurology. If we incorporate the internet 

into our nervous system, which I think we obviously have done, the understanding of what reality 

is shifts hugely. (Rath, 2014, September 27) 

I also would like to consolidate Cronenberg's idea with cannibal Aristide Arestoguy’s 

sentences from Consumed (2014) :  

‘Let us say that the question of spousal cannibalism expanded in the media to the point 

where it took on a potent reality that was not really connected to my life or to Célestine. I was 

enveloped in that reality, enshrouded, until it became my own, until my own thoughts and 

emotions were displaced by those thousands that came from television, newspapers, the multiple 

internet sources, the YouTubes and Twitters, yes, even the car radio and the talk shows, and of 

course the people on the street, buses, the Métro. I lost possession of my recent past, and my long 

past, my history. I was colonized, appropriated. I had to leave my dead husk to shrivel and 

wither in Paris and become someone else, somewhere else. Become Japanese… (p. 136)  

Arestoguy himself admits that there is no point in questioning if he had killed and 

cannibalized his wife. Because whether the action were done or not, reality would not have 

changed since it was made sure by photographs of Celestine’s cannibalized body parts, online 

harsh comments on them or even black humour jokes, Arestoguy’s maid saying that “He wanted 

to take as much of her with him as he could. So he ate her, and then he ran away with her inside 

him.” (Cronenberg, 2014, p. 11), rumors that Celestine was a dying cancer patient. Reality gets 

lost in the countless reproductions of it. According to Baudrillard, ‘The very definition of real 

has become: that of which it is possible to give an equivalent reproduction… The real is not only 

what can be reproduced, but that which is always already reproduced. The hyperreal… which is 

entirely in simulation.’ (Baudrillard, 2011) The term simulation for Baudrillard also for Deleuze 

and Guattari is not a reference to reality as it is more real than real. "It carries the real beyond its 

principle to the point where it is effectively produced" (Deleuze & Guattari, 2000, p. 87) Based 

on this idea, it is possible to see the whole novel as a reproduction chain: As I mentioned above; 

Celestine and Ari is as reproduction of Beauvoir and Sartre, Nathan by biting Naomi’s nipple 
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reproduces Ari’s cannibal experience, Naomi by lying on the couch reproduces Celestine on the 

operating table, Arestoguy’s student Chase reproduces consumption of Celestine’s body parts by 

eating her own flesh and Aristide reproducing Issei Sagawa with cannibal murder… 

Thereby, having her body parts on the internet made it real. Celestine’s body is 

consumed. It was real with the photos on the internet. Celestine’s body is disparted from her, 

became and object and consumed not only by his husband but also by everyone that clicked on 

her murder photos. The photo of Celestine's brutally eaten body parts is on the Internet for all to 

see, in all their nakedness just as the photo of Laura Palmer’s corpse wrapped in plastic that 

never disappears in the mystery of her assassination in David Lynch’s Twin Peaks(1990-1991). 

Celestine, just as Laura Palmer, is presented as a self-contradictory figure, was present but 

absent. She was dead but her presence was brutal from the beginning of the novel. Her trace 

survived and it was very insistent.  Indeed, the only audiovisual material about the book is its 

teaser The Nest (2013) in which Celestine is alive in her pre-surgery examination.  

  

Figure 8 - 1. Laura Palmer dead      Figure 8 - 2. Celestine alive 

In Haneke’s Amour (2012)  Anna is presented as a corpse lying on the bed which is 

decorated with flowers in prologue, but for the remainder of the movie, Anna is presented as 

alive and the period from the beginning of her illness to her murder by being strangled with a 

pillow by his husband displays. Milosz Paul Rosinski who theorizes Anna’s death through Jean 

Luc Nancy’s ‘blind-spot’ (Nancy, 2001) concept in his article titled ‘Touching Nancy’s ethics: 

death in Michael Haneke’s Amour’ saying that ‘Extreme mundanity and domesticity, and the 

slowness of the apparently endless dying of Anne provoke questions for the viewer of the ethics 

of longevity and the treatment of the dying, or the living dead.’ (Rosinski, 2015) With a similar 

point of view I will suggest that Celestine’s alive presence in The Nest (2013) provokes 

55 



questions for the viewer of cannibalism and as another layer constructed through this, of the 

ethics of amputation of a healthy limb by combining two different types of narrative.  

 

 

       Figure 8 - 3. Anna’s death         Figure 8 - 4. Anna as living death 

 

Rosinski, grounds Anna’s death on Nancy's view on death as ‘the evidence of life’ itself: 

Death is neither the opposite of life nor the passage into another life: it is itself the blind 

spot [tache aveugle] that opens up the looking [le regard] […] a way of looking through which 

we have to look but that is not seen itself […]. For that reason, death is also always close to 

birth […]. (Nancy 2001, p. 18 as cited in Rosinski, 2015)  

Every evidence carries a ‘blind spot’ inside of its obviousness. Here, the blind spot ceases 

its being unseen condition and opens up a gaze that makes it possible to think about the subject. 

‘The gaze that is forced to go beyond mere looking while stopping short of some ‘idea’ that may 

lie behind it: stopping, regarding, thinking’. (Balfour, 2010) ‘ Death understood as Nancean 

‘blind spot’ here means the invasion of another layer of materiality… ...the penetration of 

looking confronts the metaphysical discourse of death.’ (2015) 

 

If we get back to Celestine's death, the death of Celestine's body with the photographs of 

her eaten body parts on the internet are evidence of the life of her body. So the "blind spot" of 

her body's life is its death. As we know from the book, the living image of her consumed body in 

the teaser of the book opens up a view that pushes us to ethical considerations on the living state 
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and death of her body. Moreover, looking at the living image of Celestine in The Nest (2013), 

she is seen alone on the operating table having a dialogue with Dr Molnar in her pre-surgery 

examination, where Celestine is suffering from apotemnophilia will have one of her breast 

removed, which she claims has turned into an insect nest. With a piece of information that I will 

complete from the book, Dr Molnar not only agrees to do such a surgery, but also supports them 

that her husband  should do this surgery and finally lets her cannibal husband Aristide Arestoguy 

amputate Celestine's breast. In The Nest (2013)  Dr. Molnar is off screen. He's obviously there, 

in dialogue with Celestine. As he listens to Celestine's chest towards the end, his gloved hands 

are also visible, but how he looks is completely unclear. According to Peretz, ‘the off-screen is 

perhaps the funda-mental innovation of the art of film, as it indicates both the continuous world 

beyond what the screen shows and an anytime/anyplace outside of this continuous world.’ 

(Peretz, 2017, 37)  First of all, Dr Molnar's being off screen leaves us alone with Celestine. This 

situation allows us to internalize her and the term apotemnophilia. This dialogue, which is also 

an evidence to Celestine's disease, with Dr. With Molnar's ‘an anytime / anyplace’ state, opens 

up a gaze towards posthuman condition, which advises us to seek new ethical understandings 

upon apotemnophilia, such as upon death and life, which is suggested by a cannibalistic murder. 

The little camera wrapped in the doctor's head becomes our eyes, and it invites us to a new 

ethical view, in other words, to ‘a way of looking through which we have to look but that is not 

seen itself.’ (Nancy, 2001)  by almost asking what you would do with this breast that has become 

a nest for insects.  

Hereby, I would like to return the reproduction chain of Cronenberg that he constructed 

in his book Consumed (2014) in order to intensify my ideas. As I mentioned above, in Consumed 

(2014), spousal cannibalism on social media had become Aristide Arestoguy’s own reality. If we 

look at this situation in the opposite way, it is seen that the true story of Issei Sagawa is 

reproduced by the Arestoguy. He gives a tip in his interview with journalist Naomi where he gets 

the inspiration in his own words as such:  

You know, Sagawa, the Japanese cannibal, who still lives right here in Tokyo, said that 

the Dutch girl’s ass tasted like tuna prepared for sushi. That’s enough to make it dangerous for 
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any Dutch woman to visit Japan. He’s considered a tragic hero here, a media celebrity. An 

artist. I can envision lineups of Japanese men waiting for the Netherlands tourist buses to 

unload, each with his Suisin maguro bōchō sharpened and ready. Of course, she was a Dutch 

girl. That made it somehow not so criminal. Maybe even praiseworthy. (p. 138)  

From such point of view, the act does not appear as essentially wrong but open to 

discussion about how criminal could it be for Aristide Arestoguy to consume Celestine’s body? 

When I read the book, I really wanted to be able to watch Naomi’s interview with Arestoguy, 

which almost turns into a documentary that is full of intimacy. I thought that how he alienated 

himself from France, how he manifested this reality that had become his own reality, and how 

the adventure of becoming someone else that he could not cope with would be projected on the 

screen, that could give what I felt and thought when I read the novel. Until I watched Lucien 

Castaing-Taylor and Verena Paravel Seti’s documentary... Then I decided, in my imagination, if 

Naomi's documentary existed, it would exactly be like Caniba (2017). 

 ‘Unable to find work, he has made his living from the notoriety generated by his crime’ is 

written in the prologue of Caniba (2017) in a naive way of Arestoguy’s sentences about Issei 

Sagawa. The documentary reflects Sagawa's cannibalistic desire, his internal feud with himself, 

in an extremely disturbing way with too little dialogue but too much intimacy. The gaze of the 

spectator with the camera gets closer to his face, to the gesture, to really understand how he 

looks, how he eats or talks. The spectator almost touches him with the image. His face is seen 

fragmented very very closely. First his gaze is seen and then his mouth eating something. The 

camera is getting closer and closer until the image gets blurry. From that moment, the distance is 

gone. We watch Sagawa while eating a piece of chocolate, with no lines for seconds, so closely 

and half-blurry, as if we were lying side by side in the same bed. 

 

Fig. 8 -5 Sagawa blurry  Fig. 8 -6. Sagawa’s gaze   Fig. 8- 7. Sagawa’s mouth  Fig. 8 - 8 Sagawa eating 
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It is as if I hear Arestoguy's words when Sagawa chews the chocolate: 

  “You know, everything that has to do with the mouth, the lips, with biting, with chewing, with 

swallowing, with digesting, with farting, with shitting, everything is transformed once you have 

had the experience of eating someone you were obsessed with for forty years.” (p. 136) 

Nancy claims that ‘extreme closeness emphasizes the distancing it opens up’ (Nancy, 

2000, 5, as cited in Rosinski, 2015)  Caniba (2017) with its extremely close face of Sagawa and 

the emptiness of his gaze, thanks to the digital, creates an intimacy that opens up a gaze through 

questions of his actual situation.  
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A Clash Between Present and Future 

 

It is all about death: Memory and desire, aging and death… 

A veteran actor, Camera 

 

Cronenberg’s six minute short film Camera (2000) was one of the 25 short films made 

for the 25th anniversary of Toronto International Film Festival. It tells the story of some children 

bringing an old Panavision camera to film a veteran actor. During the production process of old 

camera’s film, in his kitchen, veteran actor shares his thoughts about film and being an old actor 

with us. The entire movie is shot in digital camera except the final shot which is filmed with the 

same old Panavision camera that the children brought home. This actor is Leslie Carlson who 

engraved in our memory as Barry Convex in Videodrome (1983), the head of Spectacular 

Optical and also the wrong hand that Videodrome fell in. The opening scene starts while children 

are bringing the old camera with Leslie Carlson’s lines as off-voice: ‘One day the children 

brought home an old camera. I don’t know where they found it. They were really excited about 

it.’ and he repeats these lines once more on the final shot, after one of the children is seen saying 

‘action’ which is filmed with the same old Panavision camera. Cronenberg, with this final shot 

accompanied with dramatic music represents both technically and philosophically the difference 

between film and the digital. 

 

          

                 Figure 9 - 1. Leslie Carlson shot digitally      Figure 9 - 2. Leslie Carlson shot on film 
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In the last scene shot by the children with the old camera, with a soft lighting that does 

not strain the eyes, Leslie Carlson is presented as an almost perfect frontal view image with his 

make-up, hair combed and a scarf attached to his neck after the whole production process he 

went through. The old camera, ‘the kind that you only normally see in books about old movies’ 

slightly zooms in on Leslie Carlson, without changing either the focus or the angle, when he 

repeats the lines in the beginning of the movie. Unlike this decent final shot, in the digital part of 

the movie, together with some cuts showing the pre-production process of children with old 

camera that Leslie Carlson calls ‘a clumsy laughable old ghost’, the natural light exploding in his 

kitchen, flickering camera turns around him zooming in until the screen gets blurry by 

fragmenting his face and then particularly his eyes and mouth. 

 

Deleuze, in his book Time-Image (1985) says that first comes classical cinema, which 

consists of the sequential coordination of the images with rational cuts, and then the modern 

cinema, the world of irrational cuts, that is able to communicate with the past and to underline 

relatedness of the distinction between the images, and finally a third era appears ‘when the 

flickerings multiply the interstices’. According to french philosopher, in this cinema, ‘everything 

can be used as a screen, the body of a protagonist or even the bodies of the spectators; everything 

can replace the film stock, in a virtual film which now only goes on in the head, behind the 

pupils, with sound sources taken as required from the auditorium. A disturbed brain-death or a 

new brain which would be at once the screen, the film stock and the camera, each time 

membrane of the outside and the inside’ (Deleuze, 1997, p. 215)  Thanks to digital, Leslie 

Carlson’s face as Deleuze says becomes the flickering camera’s screen ‘as contact independent 

of distance, co-presence or application of black and white, of negative and positive, of place and 

obverse, of full and empty, of past and future, of brain and cosmos, of the inside and the outside’ 

(1997) like the creature enters through a hole created by a mysterious figure in David Lynch’s 

experimental short animation Fire (PoZar) (2020) that is developed as a musical interpretation of 

Lynch’s images by the musician Marek Zebrowski, who was hired by Lynch as a Polish 

translator for Inland Empire (2006) and then did some creative work together. The creature that 
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came out of the small hole that is created by fire becomes the screen on a rising melodic line 

while the burning, flickering and overflowing world is quickly flowing from the creature's eye. 

Because here, as French director Chris Marker says in his documentary  Sans Soleil (1983) from 

another world, ‘Memories must make do with their delirium, with their drift. A moment stopped 

would burn like a frame of film blocked before the furnace of the projector. Madness protects, as 

fever does.’ 

 

 

Figure 9 - 3. Leslie Carlson’s close ups 

 

 

       Figure 9 - 4.  Leslie Carlson’s eye   Figure 9 - 5. The eye of Lynch’s creature 

Veteran actor in the digital part talks about a dream that he had a long time ago, when he 

recently started acting, before he had achieved anything professionally. In this dream, he was 

aging rapidly while watching a movie with an audience in cinema because of some kind of 

disease that he caught from the movie that brings him closer and closer to death.  Staring at the 

camera from an extremely close angle, he says: ‘You see? The dream is coming true.’  

Sergi Sanchez, for digital cinema which he calls 'no-time-image’ referring to following 

epoch of Deleuze's ‘time-image,’ says that ‘The digital organizes feelings as if they were layers 

of the past, establishing itself as what Deleuze calls thought or the brain, the set of non-locatable 

relationships between all these layers, a continuum that prevents them from stopping at just one 
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point.’ (Sanchez, 2013, p. 187) In the same chapter, Sanchez discusses 'the digital death' through 

the moment of Rob's own death that is shot by himself in Matt Reeves’ movie Cloverfield 

(2008). He expresses the death of each of the first, second and third person with a different time 

and emotion. He says that death in the third person is ‘general death’ that ‘does not concern us’. 

Therefore, the death in the third person is related to the ‘serenity’ and ‘past’ for him. In the 

second person, he associates death with pain because it is almost like the death of one's own and 

'you' is the first 'other'. Therefore, the second person refers to the present and the first person, that 

is, our own death, is related to the future, since it cannot be expressed even grammatically with 

present or the past tense according to Sanchez. At this point, Rob's ability to shoot his own death 

is related to the great power of digital. According to Sanchez, ‘digital permits death to film its 

own death’, in other words, it transforms the future into a continuous present: Digital is the 

image of 'I am dying' (2013, p. 189) Rodowick in his book, The Virtual Life of Film, explains 

this situation by the fact that ‘nothing moves, endures’ in the digital world: ‘The impression of 

movement is really just an impression—the numerical rotation and transformation of geometrical 

elements. Here the sense of time as la durée gives way to simple duration or to the “real time” of 

a continuous present.’ (Rodowick, 2007, p. 171) 

Thereby, it absolutely would not be wrong to say that Cronenberg also used the great 

power of digital. In Camera (2000) Leslie Carlson became the screen and digital image let him to 

present his flutter: "the dream is coming true," or "I am dying." The old actor dreamed of the 

future, a film that is restless, zippy and fluid with no past, present or future: the digital film. On 

the other hand, According to Rosi Braidotti,‘Being mortal, we all are ‘have beens’: the spectacle 

of our death is written obliquely into the script of our temporality, not as a barrier, but as a 

condition of possibility.’ (Braidotti, 2013, p. 132) Maybe that's why, towards the end of the film, 

veterian actor says that sadness gradually left him, leaving only a taste of melancholy in its place. 
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Viva la New Flesh: Techno-bodies 

 

        We have paid a high enough price for the nostalgia of the whole and the one,  

for the reconciliation of the concept and the sensible,  

of the transparent and the communicable experience.  

Jean-François Lyotard, The Postmodern Condition: A Report on Knowledge 

The "new flesh" defined as "man as a technological animal" by Professor O'Blivion in 

Videodrome (1983) refers to a ‘becoming’ that represents the process of convergence between 

two terms, as well as human-animal integrity, at the point we have reached in the relationship 

between human  and technology. According to Haraway, ‘The basic story is simple: ever more 

complex life forms are the continual result of ever more intricate and multidirectional acts of 

association of and with  other life forms’ (Haraway, 2008) 

As I mentioned in the previous section, Braidotti says that we should consider the ghost 

of our death not as a barrier but as a probability condition, also says "cyborgs are the dominant 

social and cultural formations that are active throughout the social fabric, with many economic 

and political implications." In her book titled The Posthuman, Braidotti examines the Vitruvian 

Man's evolutionary adventure in different variations, starting from the original. According to 

Braidotti, Vitruvian Man’s last version ‘has gone cybernetic.’ (Braidotti, 2013, p. 90 ) 

 

Figure 10 - 1.  Vitruvian Man of Leonardo da Vinci and its variations (Braidotti, 2013)  7

7  Figure 1: Vitruvian Man, 1492, Leonardo da Vinci Source: Wikimedia Commons New, Figure 2: Vitruvian 
Woman Source: Friedrich Saurer/Science Photo Library,  Maggie Stiefvater, Figure 3: Vitruvian Cat Source: 
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I believe that interpreting Cronenberg's new flesh concept from a posthuman point of 

view will be extremely useful both in embracing our situation under pandemic conditions and 

contemporary science-fiction examples where numbers of cyborgs are increasing since it is also 

possible to see digital cinema as the 'new flesh' of cinema. In this new flesh of the cinema, the 

contemporary science-fiction genre has changed its form as well but it didn’t sever all ties with 

some laws. It shouldn’t be underrated by saying ‘How does fiction itself have laws?’ ‘The Three 

Laws of Robotics’ (Asimov, 1950) also known as ‘Asimov Laws’, are still present and 

hotly-debated in artificial intelligence theme science-fiction movies. The Three Laws of Robotics 

are: 

1. A robot may not injure a human being, or, through inaction, allow a human being to 

come to harm. 

2. A robot must obey the orders given it by human beings except where such orders 
would conflict with the First Law. 

3. A robot must protect its own existence as long as such protection does not conflict with 
the First or Second Law. (1950) 

Subsequently, Asimov would have realized that these three laws need to be modified, he 
introduced a new law which is called the ‘Zeroth Law’: 

0. A robot may not injure humanity or, through inaction, allow humanity to come to 
harm. (Asimov, 1985) 

In this case, a new question comes to our minds; Do robots have the right to kill a human 

for the sake of humanity? The moral decision making imposed on robots by the zero-law is 

accompanied by the ambiguity of the difference between human beings and robots. Rosi 

Braidotti claims that technology is ‘normatively neutral’ against claims to the in-built moral 

intentionality of it. (Braidotti, 2013, p. 44) Correspondingly, in Alex Garland’s Ex Machina 

(2014) where Caleb and Nathan as the god-human duo, has been defeated by Ava; an artificial 

intelligence, focuses on this contradiction. Nathan, the owner of the world’s biggest search 

Maggie Stiefvater via Flickr, Victor Habbick (Maninblack), Figure 4: Robot in the style of Leonardo’s Vitruvian 
Man Source: Clivia – Pixmac (Braidotti, 2013) 
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engine Bluebook, delegates a typical nerd IT manager Caleb to test artificial intelligence Ava in 

order to understand whether she has consciousness. Ava is represented with a female cyborg 

body, innocent beautiful face and female clothes in her closet inside of a glass bell where she 

will escape leaving everyone behind. 

Ava, who eventually escaped from the glass bell where she was locked into, is seen in a 

room full of mirrors. She covers her mechanical-looking body parts with pieces of skin that she 

skinned out from another cyborg body and puts a wig on her skull. We see her naked body, 

completely wrapped in human skin, while looking at herself, with her other reduplications in 

mirrors. Ava has many mise-en-abîme scenes throughout the film, but unlike the others, this time 

her image is reproduced in the mirror, not the glass bell that she was once inside. On the final 

shot, Ava is blended into the crowd in the city center, and this time, it's the spectator who is 

behind the glass. Mise-en-abîme as Hayward’s definition ‘is a play of signifiers within a text, of 

sub-texts mirroring each other. This mirroring can get to the point where meaning can be 

rendered unstable and in this respect can be seen as part of the process of deconstruction.’ 

(Hayward, 2001, p. 231) While Ava's reduplicated images contain the death of Caleb and Nathan 

as a god-human duo, in the final shot, the audience changes its place with Ava, pointing to the 

ambiguity of the lines between us. Moreover, these images reveal the crowd of digital subjects 

within the digital cinema, other infinite worlds within the digital world and hence the 

possibilities of them. Once again we see that this world can no longer turn around ‘man’, just 

like Haraway says: 

‘Our bodies, ourselves; bodies are maps of power and identity. Cyborgs are no 

exception. A cyborg body is not innocent; it was not born in a garden; it does not seek unitary 

identity and so generate antagonistic dualisms without end (or until the world ends); it takes 

irony for granted. One is too few, and two is only one possibility. Intense pleasure in skill, 

machine skill, ceases to be a sin, but an aspect of embodiment. The machine is not an it to be 

animated, worshipped, and dominated. The machine is us, our processes, an aspect of our 

embodiment.’ (Haraway, 1991) 
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Figure 10 - 2. Ava’s mise-en-abîme varieties behind the glass 

                   

             Figure 10 - 3. Ava self mirror mise-en-abîme        Figure 10 - 4.  Ava beyond the glass 

Going back to Asimov’s laws, the main thing to be derived from these laws is that 

technologies contribute to people creating new ethical forms. New flesh, on the other hand, is a 

becoming, where technology and human beings become a single subject. Therefore, it is not 

possible to take any of the subjects as a basis, and the said becoming destroys the man's 

administrative position on the machine.  

According to Rodowick, ‘digital processes are increasingly used actually to efface and in 

some cases entirely to rewrite the actor’s body. Film “actors” have become Frankenstein hybrids: 

part human, part synthetic. (Rodowick, 2007, p. 171) Scarlett Johansson as mysterious woman of 

Jonathan Glazer’s Under the Skin (2013), operating system Samanta’s voice in Spike Jonze's Her 

(2013),  in Luc Besson’s Lucy (2014) where all the potential of her brain is unlocked, and finally 

as Major: first cyborg of the world Major in Rupert Sanders’ Ghost in the Shell (2017) literally 

corresponds to the hybrid that Rodowick has defined.  On the other hand, Scarlett's half-human, 

half-machine body reconstructed in the hands of the digital is a cyborg but as we incorporated 

the Internet into our nervous system, the connection between technology and human subjects 

also participated in distributing its creative power to all segments of society just as intermediate 

cables do. ‘Thus, cyborgs include not only the glamorous bodies of hightech, jet-fighter pilots, 

athletes or film stars, but also the anonymous masses of the underpaid, digital proletariat who 
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fuel the technology-driven global economy without ever accessing it themselves.’ (Braidotti, 

(2006) as cited in Braidotti, 2013, p. 90) 

‘Why should our bodies end at the skin, or include at best other beings encapsulated by 

skin?’ (Haraway, 1991) Under the Skin (2013) gives quite radical answers to Haraway's 

questions. A mysterious unknown form wraps itself up in Scarlett Johansson’s body, wandering 

around with her van, seduces men and takes them under her skin, and melts them away inside. 

These men, who lost their sex, form, everything under the skin of this new flesh are the ‘men’, 

that Bradiotti criticized over Vitruvian Man of Leonardo da Vinci (Bradiotti, 2013) as in the 

videoclip of Massive Attack's song Karmacoma (1995) also directed by Jonathan Glazer, and 

they reveal something that previously couldn’t be told, that only digital cinema could make 

possible to represent: nothingness. 

 

 

Figure 10 - 5. Scarlett Johansson melting men away under her skin 

 

Figure 10 - 6. Man in Massive Attack’s Karmacoma videoclip (Glazer, 1995) 
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Conclusion 
 

The disease wants to turn me into something else.  

That’s not too terrible, is it?  

Most people would give anything to be turned into something else 

Seth Brundle, The Fly 

 
 

Seeing the correspondences between the figuration in Cronenberg’s cinema  and the 

contemporary digital world of it as a whole in the relationship between human and technology, 

this study has aimed to emphasize any aspects on how David Cronenberg's ‘new flesh’ concept 

can be insightful to understand both the technical and philosophical infrastructure that constitutes 

digital cinema.  

Looking at the current state of the cinema, it is seen that digital has gradually surpassed 

the film since the 2000s; there is to say, technically the use of digital cameras doesn’t have a 

deep-rooted history. The fact that Cronenberg could not benefit from the features of digital until 

last years of his cinema restricts making technical inferences of digital within his own cinema, 

but this situation actually creates an insight that the new flesh can be associated with different 

disciplines as a philosophical concept, therefore I approached digital cinema within said 

framework as the new flesh of contemporary cinema. Considering this new and emerging 

identity of cinema from where we stand now, as well as visual effects; these small cameras made 

it possible to give the impression that we almost touch its images with the screen, just like 

bioports of eXistenZ (1999) as one of many examples that is seen in Cronenberg’s cinema; 

representing technology as an extension of our bodies. In this context, I think that the "new 

flesh" concept, which refers to a new subject that is beyond the human and thus, does not take 

the human as a basis, emphasizes the creative power of digital both technically and 

philosophically through its talent to offer images that were previously impossible to represent.  
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In the postmodern world, the commitment to science; which replaced One and Single 

Truth with the Industrial Revolution, has also been broken. In a society, where the lines between 

concepts are blurred and the reproduction chain is dominant, as digitalization is also involved, 

everything is possible and more than one person can be in the same experience ends up with the 

coincidence of the multiplicity of possibilities The tension created by this situation is also 

embodied in the giant, magnificent and sheltered spaces of these societies. Technology is now 

inevitable in this society and its spaces, however, as Caesar says, ‘Cowards die many times 

before their deaths.’  (Shakespeare, 2005, p. 80)  For this reason, a necessity for a new subject 8

that could also reveal the creative powers of technology emerges as an alternative to the dystopic 

images created by this society and this is how new flesh was born. 

 

The link between consumption and disease is directly related to desire, as the old 

meaning of the word itself is tuberculosis and the disease desires to consume other bodies. As the 

word itself would reveal, the evolution of the desire within bodily experience in the pre-digital 

era of cinema points out that it also needs new ways of thinking that will also bring new modes 

of representation. However, it should not be without specifying that we need to heed the 

warnings of the media prophet Professor O'Blivion and game pod goddess Allegra Geller 

because 'a wild ride' through 'a very strange new world' is waiting for us. 

 

Examining two subjects as a whole in a plane, where opposing concepts are intentionally 

intertwined, helped to develop an objective attitude and such a perspective succeeded in breaking 

down even the deepest myths, just like the evolution of the "mad scientist" myth in Cronenberg's 

cinema. In the context of their relationship with technology, mad scientists who set out to offer 

solutions to humanity's problems and shed light on its future, carry technology to the screens as a 

pure monstrosity since the consequences of their experiments frighten them.The reason for this 

was that they had substituted science for God, who was once the only source of truth. On the 

other hand, in Cronenberg's cinema, we see that this conflict is resolved step by step, as there is 

8 ‘Cowards die many times before their deaths. The brave experience death only once. Of all the strange 
things I’ve ever heard, it seems most strange to me that men fear death, given that death, which can’t be 
avoided, will come whenever it wants.’ (Shakespeare, 2005, p. 80) 
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no one in the place of God, and the presentation of human as a single new subject together with 

technology leads to the conclusion that this subject includes all of us and that anyone could be a 

mad scientist. Likewise, a point of view that is not based on “humanity” has also revealed the 

creative powers of even a disease. 

 

 ‘The disease is the love of two alien kinds of creatures for each other’ says Nurse 

Forsythe in Shivers (1975) In Cronenberg’s cinema, disease as a mediator for the transformation 

of old flesh into new flesh by offering a two-sided thinking system about our current pandemic 

situation where people are encouraged to keep a calculated social distance; captures images 

beyond the order indeed, in current conditions where the economy stagnated and the social order 

changed, as we had to move all of basic daily life practices such as communication, grocery 

shopping, and business to digital, our presence in a sense became online and this is the proof that 

Cronenberg's "new flesh" concept fits perfectly in our current situation. 

 

Images captured beyond the order are the images of Cronenberg's bodies-without-organs 

with its anarchist structure arising from the disease. In fact, these bodies, which are created by 

capital itself but do not serve its interests, are full of desire as it  is the limit of the body. These 

bodies, with their ongoing transformations, are like operating tables opened to all kinds of 

experience and fearlessly touch each other as the old flesh has already broken the order by 

touching an 'other'. The death of a body that is pushing its own limits does not refer to an end for 

a new flesh, but instead, a beginning. This very condition of new flesh takes us back to Nurse 

Forsythe's words at this point because from then on, ‘Even dying is an act of eroticsm.’  

 

The digital image, which allows us to touch the images with the screen, is just like the 

breathing video tapes in the Videodrome. The digital image is an invisible but ubiquitous image 

that can transform itself anytime, anywhere, and is filled with a desire to spread. These features 

indicate that it is also closely related to the concept of disease: Virus is the digital image and it 

changes us. Indeed, the digital world where desires are freed makes it also possible to present 

death on the screen in new ways just like handycams which replaced old cameras that is called as 
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'a clumsy laughable old ghost' by Leslie Carlson in Cronenberg’s Camera (2000), representing 

images of one's own death as a continuous present, which is not even grammatically possible to 

express. When these images are evaluated within the framework of the distance that they destroy 

and the intimacy that they reveal, it is seen that digital cinema, as the new flesh of contemporary 

cinema; could only achieve these with its post-moral condition comes from the incorporation of 

technology and human in a single subject. At this point, cyborg bodies of the digital cinema, as a 

pure representation of this new subject, prove the great power of the digital image that I 

mentioned above. A cyborg body, a body without organs, that is to say, a body integrated with 

technology, also includes the genderless nature of technology. This situation, which we have 

seen many examples in Cronenberg's films, such as a vagina opens up through Max’s organs in 

Videodrome (1983), parallel to the plane that Haraway examines over cyborg women and 

Bradiotti over variations of Vitrivus man, can be supportive for further studies in gender and 

queer studies. In the same way, emphasises on seductiveness of the transformed, diseased, 

injured or deformed bodies in Cronenberg's cinema can also be insightful for following studies in 

the field of cultural studies on body positivity concept. Additionally, to better understand the 

relationship between digital cinema and its technological background, future studies could 

address the advanced technical structure of digital cinema.  

 

When all these correspondences are taken into consideration, this comparative study 

concludes that David Cronenberg’s new flesh concept and his way of disease, as the love of two 

alien kinds of creatures and by offering a new subject, illuminated how to position ourselves 

where we stand now and both technical and philosophical infrastructure of the digital cinema 

through their relations with the consumption, body and technology triangle.  

 

It is after I have searched the answer to the questions that brought me here, I have taken 

into consideration what it means to be looking into a concept such as ‘new flesh’ in 2020: a year 

that will be remembered for all our lives. Long live the new flesh, as you also enlightened the 

darkness of our current pandemic conditions, as you made it possible to show impossible, as you 

made possible to redefine every single construction that has been made until now and  as you are 
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scary as much as seductive, as you hypnotize but also resurrect the dead ones in a new form. 

Hereby, I would like to finish my words with famous lines from the Battlestar Galactica (2004 - 

2009) TV series, dedicating it to all the precious scholars I have quoted: So say we all!  
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