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The Dilemma in the “Free Fall”’: Hito Steyerl and the Essay Film

JHJE%  Zhou Houyi
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Abstract: The artist Hito Steyerl used the "Thought Experiment" of
the "Free Fall" to metaphor the "Weightlessness" of images and subjects
in the "Post-cinema" era, and she also believed that the Essay Film, which
"resurrected" in the form of the "Poor Image" in the New-media Space,
reconstructed the ontology of cinema. This experiment puts the dilemma of both
the art practice of Steyerl and the prospect of the essay film. Trying to embrace
or resist the "Free Fall" corresponds respectively to her blueprints of taking
"Network-media Space" or "Museum Space" as the destination of the essay film,
however, both explorations are mired in a paradoxical dilemma. By analyzing
Steyerl's ambiguous attitudes towards the "definition" and "disposition" of the
essay film, people can reconsider the ontology of the film and subject.

Keywords: essay film, Hito Steyerl, Post-cinema, the poor image, new
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