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Realism here 1s but a kind of truthiness.

Harun Farockl, Parallel 11, 2014, two-channel HD viaeo, color, sound, 7 minutes.
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Above: Harun Farocki. Parallel I, 2012, two-channel HD video, color, 50un.:1_. 16 minutes.
Right: Harun Farocki, Parallel IV, 2014, HD video, color, sound, 11 minutes.

of progress, but the study of the internal logic of a foreign
world. Farocki and his longtime collaborator Matthias
Rajmann gathered nearly a thousand film clips in prepa-
ration tor the project. An analysis of this vast trove—
which is still preserved on the artist’s hard drive, although
it has not been available to scholars until now—provides
a record of how exhaustive their research was. The
material gathered for the first phase of the project, which
lasted until 2012, drew on state and scientific archives as
sources for films of clouds and weather patterns, ranging
from crude early simulations to recent computer models.
The juxtaposition of ilms and digiral images of such eva-
nescent phenomena revealed the driving torce behind
the evolution of such simulations. As Farocki wrote to
Rajmann in the summer of 2011, “I think with great
pleasure about the new project, abourt filmic precursor
and digital atterimage. I imagine how the ocean shim-
mers, leaves move in the wind, sand runs.”

In the first months of 2012, the focus of research
shifted from the evolution of computer graphics to the
limits of computer games. Farocki himself, it barely
needs to be said, was not a keen gamer; for his field-
work, he needed a local guide. He employed Rajmann’s
teenage son to play the games for hours (from a look at
the archive, many hundreds) in order to provide the raw
material from which the work was made. For Parallel
[I-1V, Farocki instructed him not to try to win, but
to explore two boundary conditions implicit in the
construction ot typical game worlds: the edge of the

playable universe and the limits of interaction with
computer-generated characters. In an email from April
2012, Matthias Rajmann described an expedition with
his son in prose that captures the strangeness of this new
world: “In a slow progression we surfaced from below,
and kept our noses just over the level of the water | i §
W{f Investigated a cascading fountain, and we captured
Images of the drops coming from the sprinkler in front
FJfEil suburban house (while a massacre was taking place
nside). In Vietnam, we circled around a

burning roof:
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the Internationales Kolleg fiir Kulturtechniktorschung
und Medienphilosophie in Weimar, Germany, in 20 1—1.}
Farocki expressed dismay at the seeming impotence of
the defining concept of modernist ilm—montage, the
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construction of meaning through the collision of inde-
pendent shots—in the ftace of the endlessly tlowing
movement of first-person shooters.

These games untold across a continuous and linear
space, from the scrolling band of the first Super Mario
Bros. to the immersive environment of Counter-Strike,
and time 1s locked in a perpetual present. The player is
tascinated not by the dream logic of mont: ge, of discon-
tinuous juxtapositions, but rather by a different kind of
dreaminess, one rooted in the surprise of events that
transpire in frictionless space. Understanding game space
requires something closer to Jean Epstein’s concept of
photogénie, understood as all that is inetfable in ilm—in
particular, the motion of leaves, reflections on glossy
surfaces, or the movement of waves gver deep water—
con“%ple:-: movements 1-\-"1]&'[‘(? the individyal components
are impossible to clearly distinguish and are normally
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straps, and the wind that blows, as in Jean Piaget’s par-
able, 1s causally indistinguishable from the waving of the
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As a meditation on the history of computer-generated
images, Parallel can be viewed as an extension of Farocki’s
litelong exploration of the fate of cinema but also as a
radical break with that initiative—a work of reflective
detachment. Farocki professed an enduring love of
dictionaries and thesauruses and, in particular, of that
unwieldy German genre known as the Begriffsgeschichte.
Haltway between an etymological dictionary and an
ﬁllC}*C:lOpedia of philosophy, a Begriffsgeschichte traces
the history of philosophical terms, including how they
AL applifgd} by whom, and to what ends. Farocki valued
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qumgl thr.i: dialectical history of film, even as celluloid
itself slips into the past. ]
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