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Forewords
Alex Sainsbury
D irector, Raven Row, London

Harun Farocki has created a body of work that uniquely suspends the distinction 
between film and criticism in order to produce a new kind of image thought. That 
his films have been seen so rarely in the UK tells us more about the shortcomings 
of its repertory cinemas and television than its art institutions, although Raven 
Row is very proud to have initiated the largest exhibition to date of Farocki's work 
in this somewhat fugitive context.

Having made his first film in 1966, Farocki felt compelled to start making two- 
screen works 30 years later. These two screens seem more essential than those 
employed by artists to enliven space and narrative. Farocki places two images 
side by side so that they can examine and question each other with the richness 
and openness brought by simultaneity as well as succession.

Farocki may be a filmmaker who is more of a visual artist, or perhaps it's the 
other way round. Someone as good as this who couldn’t be fitted in was likely to 
become a magnet for a serious fan club. The theorists, artists and critics in this 
book -  some of whom are colleagues, others friends, still others fellow travellers
-  approach their subjects and formulate their arguments with the passion and 
purpose of such enthusiasts.

Antje Ehmann and Kodwo Eshun have been painstaking editors. They have 
structured the elements of the book imperceptibly, like film editors. Their montage 
is based on close collaboration with the book's designer Wiebke Enwaldt. And 
Harun Farocki himself was always on hand, answering questions without trying to 
influence the outcome.



Thaddaeus Ropac
Galerie Thaddaeus Ropac, Salzburg/Paris

My colleague Arne Ehmann, Director of Galerie Thaddaeus Ropac in Salzburg, 
drew my attention to Harun Farocki and his work several years ago. From then 
on, I repeatedly heard from gallerists, curators and artists who told me he was 
engaged in a unique form of political work. Farocki does not translate politics into 
cinematic images; his audiovisual production thinks in images and is therefore a 
politics of its own.

It was not until 2007 that an opportunity to collaborate emerged: at the gallery in 
Salzburg, Arne Ehmann curated an exhibition with the works Auge/M aschine l-lll 
(Eye/Machine l-lll, 2000-2003) and Zur Bauweise des Films bei Griffith (On 
Construction of Griffith’s Films, 2006).

The trilogy Eye/Machine deals with war technologies and in this context with pro
duction technologies as well. These works pick up on the new modes of represent
ation that image processing enables. Just as Pop Art took up and slightly shifted 
the image worlds of advertising, Farocki slightly dislocates technological images 
so that they reveal something other than what they are meant to or want to 
convey. And ju st as the Pop artists were enthusiastic about the trivial world of 
signs, Farocki is taken with the unintentional beauty of machine art, with beauty 
not intending to have an effect, something which otherwise seem s to character
ise natural phenomena. His work on Griffith's montage technique uses the word 
'Bauweise' [construction method] and not 'aesthetics'. Farocki is interested in 
the methods of narrative order. In his own works, too, methods of construction 
come to the fore: what emerges is the particular pleasure one experiences when 
a complex set of facts is elaborated or represented in an informative way.

I am delighted to hereby contribute to a comprehensive presentation comment
ing on and making accessible Harun Farocki's work. In the early summer of this 
year, many of Harun Farocki's pieces were on view in the exhibition HF/RG. Harun 
Farocki/Rodney Graham  at the Jeu de Paume which I visited several tim es. I real
ised that his works can be understood the way they are; that they do not require 
comments to unfold their effect. Yet they do stimulate comments and explora
tion; they do lead to new ideas. The book at hand was written in this spirit.

On the morning after the opening in Salzburg, I asked Harun Farocki whether he 
felt comfortable with showing his work at our venue. He said something along 
the lines of finding it interesting when his work appears in spaces where it is not 
expected. Of course, our exhibition policy always aims at something that goes 
beyond expectations. But where would one expect the work of Harun Farocki? It is 
not bound to a place, it wants to create room for itself, wherever it is placed.
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1966 Zwei Wege
Two Paths
director, sc rip tw riter: Harun Farocki 
cinem atographer: Horst Kandeler 
production : SFB, Berlin-West 
16mm, b/w, 1 :1.37, 3 min.

1966 Jeder ein Berliner Kindi
Everybody a Berliner Kindi 
director: Harun Farocki 
cinem atographer: Gerd Delp 
production : DFFB, Berlin-West 
16mm, b/w, 1:1.37, 4 min.

1967 Der Wahlhelfer
The Campaign Volunteer 
director, scrip tw riter: HarUfl FarOCki 
cinem atographer: Thomas Flartwig 
production : DFFB, Berlin-West
16mm, b/w, 1:1.37, 14 min.

1967 Die Worte Des
Vorsitzenden 
The Words of the Chairman 
directo r: Harun Farocki 
assistant d irec tor: Helke Sander 
scrip tw riter: Harun Farocki, 
based on a text by Lin Piao 
cinem atographer: Holger Meins 
production : DFFB, Berlin-West
16mm, b/w, 1 :1.37, 3 min. D

1968 Einige Probleme
des antiautoritaren und 
antiimperiaiistischen Kampfes 
in den Metropolen am Beispiel 
Westberlins oder: Ihre Zeitungen 
Some problems of antiautlioritarian and 
antiimperialist urban warfare in the case 
of West Berlin or: Their Newspapers 
director, scrip tw riter, editor: Harun Farocki 
assistant d irec tor: Helke Sander 
cinem atographer: Skip Norman 
sound: Ulrich Knaudt 
production : DFFB, Berlin-West 
16mm, b/w, 1 :1 .37 ,1 7  min.

1968 White Christmas
White Christmas
director, scriptw riter, ed ito r: Harun Farocki 
cinem atographer: Skip Norman 
m usic: Bing Crosby: White Christm as 
production : DFFB, Berlin-West 
16mm, b/w, 1:1.37, 3 min.

1968 Drei Schiisse auf Rudi
Three Shots at Rudi
director, scrip tw riter, ed ito r: Harun Farocki
cinem atographer: Skip Norman
sound: Ulrich Knaudt
production : DFFB, Berlin-West
16mm, b/w, 1:1.37, s ilen t, 4 min.

The film is presumed lost

1968 Ohne Titel Oder:
Wanderkino fur Ingenieurstudenten
Untitled or: The Wandering Cinema for 
Engineering Students
director: Harun Farocki 
scrip tw riter: Rote Zelle Technik,
TU Berlin
production : DFFB, Berlin-West 
video (1 -in ch ), b/w , 1 :1.37, 40 min.

1969 Nicht loschbares Feuer
Inextinguishable Fire
director, scrip tw riter, editor: Harun Farocki
assistant d irector: Helke Sander
cinem atographer: Gerd Conradt
sound: Ulrich Knaudt
production : Harun Farocki, Berlin-West,
for WDR, Cologne
16mm, b/w, 1:1.37, 25 min. B

1969 Ohne Titel Oder:
Nixon kommt nach Berlin 
Untitled or: Nixon comes to Berlin 
d irector, sc rip tw riter: Harun Farocki 
cinem atographer: Giorgios XylandreU 
production : Larabel Film Harun 
Farocki, Berlin-West, Sozialistische 
Filmemacher Cooperative, 
West-Berlin
16mm, b/w, 1:1.37, 2 min.

The film is presumed lost

German version only 
English version available
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1969 Anleitung, Polizisten
den Helm abzureissen
Instructions on how to Pull off 
Police Helmets
director, scriptw riter, edito r: Harun FarOCki 
cinem atographer: Michael GeiSler 
production : Larabel Film Harun Farocki, 
Berlin-West, Rote Zelle Germanistik 
(FU Berlin), Sozialistische 
Filmemacher Cooperative West-Berlin
16mm, b/w , 1:1.37, 2 min.

The film is presumed lost

1970 Die Teilung aller Tage
The Division of all Days
director, scrip tw riter, editor:

Hartmut Bitomsky, Harun Farocki 
assistant d irec to r: Petra Milhoffer,
Ingrid Oppermann 
pedagogic program e: Petra Milhoffer, 
Wolfgang Lenk, based on texts by 
Karl Marx
cinem atographer: Carlos Bustamante,
Adolf Winckelmann
anim ation cam era: Helmut Herbst,
Carlos Bustamante 
sound: Johannes Beringer 
production : Cinegrafik, Helmut Herbst, 
Hamburg, WDR, Cologne
16mm, b/w, 1:1.37, 65 min. D

1971 Eine Sache, die sich
versteht (15x)
Something Self Explanatory { 15x)
director, sc rip tw rite r: Hartmut Bitomsky, 
Harun Farocki, based on texts by 
Karl Marx and Friedrich Engels 
cinem atographer: CarlOS Bustamante, 
David Slama 
editor: Hasso Nagel 
sound: Johannes Beringer 
production : Larabel Film Harun Farocki, 
Berlin-West, with financial support 
from Kuratorium junger deutscher 
Film, Wiesbaden 
16mm, b/w , 1 :1.37, 64 m in. D

1972 Remember Tomorrow Is
the First Day of The Rest of Your Life
Remember Tomorrow Is the First Day of 
The Rest of Your Life 
director, scriptw riter, editor: Harun FarOCki 
cinem atographer: Fritz GrOSChe 
production : SFB, Berlin-West 
16mm, co l., 1:1.37, 10 min.

1972 Die Sprache Der
Revolution. Beispiele Revolutionarer 
Rhetorik, untersucht von 
Hans Christoph Buch
The Language of Revolution. Examples 
of a Revolutionary Rhetoric, examined by 
Hans Christoph Buch 
d irecto r: Harun Farocki 
scrip tw rite r: Hans Christoph Buch 
cinem atographer: Bemd Maus,
Joachim Pritzel
sound: Christian Praszer
editor: Ulla Agne, Claudia Karsunke
production : WDR, Cologne
16mm, b/w, 1:1.37, 45 min.

1973 Sesamstrasse
Sesame Street
director, scrip tw riter: Hartmut Bitomsky, 
Harun Farocki
cinem atographer: CarlOS Bustamante 
sound: Hans Beringer 
editor: Rolf Basedow 
production : Larabel Film Harun Farocki, 
Berlin-West
16mm, co l., 1:1.37, series of 12 films of 3 min.

1973 Make Up 
Make Up
director, scrip tw riter: Harun Farocki 
assistant d irec tor: Tilmann Taube 
cinem atographer: Carlos Bustamante 
sound: Hans Beringer 
ed ito r: Rolf BasedOW 
production : Larabel Film Harun Farocki, 
Berlin-West, for BR, Munich
16mm, co l., 1 :1.37, 29 min. □
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1973 Brunner ist dran
Brunner is Next
director, sc rip tw riter: Harun Farocki,
Heinz von Cramer (overall
programme, concept and
implementation)
script: Harun Farocki, based
on the story Le mauvais vitrier
by Charles Baudelaire
cinem atographer: David Slama
sound: Hans Beringer
ed ito r: Rolf Basedow
production : Larabel Film Harun Farocki,
Berlin-West, for SFB, Berlin-West
16mm, co l., 1:1.37, 17 min, B

1973 Einmal wirst auch Du
mich lieben. Uber die Bedeutung 
von Heftromanen
Someday you will love me too. About the 
Meaning of Dimestore Novels
d irector, sc rip tw riter: Hartmut Bitomsky,
Harun Farocki
assistant d irec to r: Walter Adler
cinem atographer: Karl Heinz Blohm
sound: Peter Gratz
editor: Ursula Hermann
production : WDR, Cologne
16mm, co l., 1:1,37, 44 min. D

1973 Der Arger mit den Bildern.
Eine Telekritik von Harun Farocki
The Trouble with Images.
A Critique of Television
director, scrip tw riter: Harun Farocki 
editor: Evelyn Reichert-Panitz 
production : WDR, Cologne 
16mm, b/w, co l., 1:1.37, 48 min.

1974 Moderatoren im Fernsehen
Moderators
director, scrip tw riter, com piler: Harun Farocki 
production : W DRr Cologne 
video (2 -in ch ), co l., 1:1.37, 22 min.

1974 Uber ‘Gelegenheitsarbeit
einer Sklavin'
About ‘Part-time Work of a 
Female Slave'
d irector, sc rip tw riter: Harun FarOCki 
production : WDR, Cologne 
16mm, b/w, 1 :1.66, 10 min.

1974 Plakatmaler
Poster Artists
director, scriptw riter, edito r: Harun Farocki 
cinem atographer: Rainer Marz 
sound: Manfred Stelzer 
production : WDR, Cologne 
16mm, co l., 1:1.37, 20 min.

1974 Die Arbeit mit Bildern.
Eine Telekritik von Harun Farocki
The Struggle with Images.
A Critique of Television 
director, sc rip tw riter: Harun Farocki 
editor: Marion Zausch 
production : WDR, Cologne 
16mm, co l., 1:1.37, 44 min.

1975 Uber Song Of Ceylon
von Basil Wright
About Song of Ceylon 
by Basil Wright
director, scrip tw rite r: Harun Farocki 
editor: Marianne Muller-Kratsch 
production : WDR, Cologne 
16mm, b/w, 1:1.37, 25 min.

1975 Erzahlen
About Narration
director, scrip tw riter: Harun Farocki, 
Ingemo Engstrom 
cinem atographer: Axel Block 
editor: Erika Kisters, Birgit Schuldt 
sound: Karl-Heinz Rosch 
production : Harun Farocki 
Filmproduktion, Berlin-West, 
for WDR, Cologne
16mm, co l., 1:1.37, 58 min. D
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1976 Die Schlacht.
Szenen aus Deutschland
The Battle, Scenes from Germany
director, te levision adaption:

Harun Farocki, Hanns Zischler, 
based on a stage play by 
Heiner Muller
cinem atographer: Jupp SteiOf
editor: Lilo Gieseler 
sound: Hans Joachim Konig 
production : SFB, Berlin-West 
video (2 -in ch ), co l., 1:1.37, 52 min.

1977 Einschlafgeschichten 1-5
Bedtime Stories 1-5
director, scrip tw rite r: Harun FarOCki
cinem atographer: In g O  KratiSCh
editor: Johannes Beringer 
sound: Harun Farocki 
production : Harun Farocki 
Fiimproduktion, Berlin-West, 
for NDR, Hamburg
16mm/35mm, co l., 1 :1.37, 5 of 3 min.

1977 Sarah Schumann
malt ein Bild
Sarah Schumann Paints an Image 
director, sc rip tw riter: Harun Farocki 
cinem atographer: IngO KratiSCh 
editor: Rolf Basedow 
sound: Johannes Beringer 
production : Harun Farocki 
Fiimproduktion, Berlin-West, 
for NDR, Hamburg
16mm, co l., 1:1.37, 8 min.

The film is presumed lost

1978 Ein Bild von 
Sarah Schumann
An Image by Sarah Schumann 
director, sc rip tw riter: Harun FarOCki 
cinem atographer: IngO KratiSCh 
editor, sound: Hans Beringer 
production: Harun Farocki 
Fiimproduktion, Berlin-West, 
for WDR, Cologne
16mm, co l., 1:1,37, 30 min.

The film is presumed lost

1978 Zwischen Zwei Kriegen
Between Two Wars 
director, edito r: Harun Farocki 
assistant d irec tor: Jorg Papke 
scrip t: Harun Farocki, based on 
the radio play by Harun Farocki 
Das groBe Verbindungsrohr (1975) 
cinem atographer: Axel Block, IngO KratiSCh 
production : Harun Farocki,
(financed by the participants)
16mm, b/w, 1 :1.37, 83 min. D

1978 Hauser 1-2
Buildings 1-2
director, scrip tw rite r: Harun FarOCki 
production : Harun Farocki 
Fiimproduktion, Berlin-West, 
for NDR, Hamburg
16mm, col., 1 :1.37, 10 min.

The film is presumed lost

1978 Einschlafgeschichten 1-3,
Katzengeschichten
Bedtime Stories 1-3/Cat Stories 
director, sc rip tw riter: Harun Farocki 
cinem atographer: IngO KratiSCh, 
production : Harun Farocki 
Fiimproduktion, Berlin-West, 
for NDR, Hamburg
16mm, co l., 9 min. (3 of 3 m in.);

35-m m , co l., 13 min.

The film is presumed lost

1979 Industry und Fotografie
Industry and Photography 
director, sc rip tw riter: Harun Farocki 
cinem atographer: IngO KratiSCh,
Rosa M ercedes, Rolf Siiber 
editor: Hella Vietzke 
production : Harun Farocki 
Fiimproduktion, Berlin-West, 
for WDR, Cologne
35mm, b/w, 1 :1.37, 44 min. EE]
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1982 Etwas wird sichtbar
Before your Eyes Vietnam 
scrip tw riter, d irec to r: Harun Farocki 
cinem atographer: IngO KratiSCh 
editor: Johannes Beringer 
sound: Rolf Muller, Manfred Blank 
production : Harun Farocki 
Fiimproduktion, Berlin-West, 
for ZDF, Mainz 
35mm, b/w, 1 :1.37 ,114  min. IS

1979 Anna und Lara machen
das Fernsehen vor und nach
Anna and Lara are Playing Television
director, cinem atographer, editor:

Harun Farocki
scrip tw riter: Annabel Lee Faroqhi, 
Larissa Lu Faroqhi 
production : Harun Farocki 
Fiimproduktion, Berlin-West
16mm, co l., 1:1.37, 18 min.

The film is presumed lost

1979 Single. Eine Schallplatte
wird produziert
Single. A Record is Being Produced 
director, scrip tw riter: Harun Farocki 
cinem atographer: IngO KratiSCh,
David Slama
editor: Gerd Braun, Gerrit Sommer 
sound: Rolf Muller, Johannes Beringer 
production : Harun Farocki 
Fiimproduktion, Berlin-West, for SFB, 
Berlin
video (1 -in ch ), co l., 1:1.37, 49 min. E Q

1979 Zur Ansicht: Peter Weiss
On Display: Peter Weiss
director, scriptw riter, ed itor: H a r U f l  F a r o c k i  

cinem atographer: Gerd Braun
sound: Lasse Sjastrom 
production: Harun Farocki 
Fiimproduktion, Berlin-West
16mm, co l., 1:1,37, 44 min. E 0

1979 Der Geschmack
des Lebens
The Taste of Life
director, scrip tw riter, cinem atographer:

Harun Farocki
editor, sound: Johannes Beringer 
production : Harun Farocki 
Fiimproduktion, Berlin-West
16mm, co l., 1 :1.37, 29 min.

1981 Stadtbild
View of the City
d irector, sc rip tw riter: Harun Farocki 
cinem atographer: In g O  KratiSCh,
Ronny Tanner 
sound: Rolf Miiller 
editor: Johannes Beringer 
production : Harun Farocki 
Fiimproduktion,
Berlin-West, for WDR, Cologne
16mm, co l., 1:1.37, 44 min.

1982 Kurzfilme von Peter Weiss
Short Films by Peter Weiss
d irector, scriptw riter, commentary:

Harun Farocki 
cinem atographer: Rainer Marz 
production : Harun Farocki 
Fiimproduktion,
Berlin-West, for WDR, Cologne
16mm, b/w , 1:1.37, 44 min. (1 st broadcast version ); 

80 min. (com plete version)

1983 Ein Bild
An Image
director, scriptw riter, editor: Harun Farocki 
cinem atographer: IngO KratiSCh 
sound: Klaus Klingler 
production : Harun Farocki 
Fiimproduktion, Berlin-West, 
in collaboration with SFB, Berlin
16mm, co l., 1:1.37, 25 min. EQ

1983 Jean-Marie Straub und
Daniele Huillet bei der Arbeit 
an einem Film nach Franz Kafkas 
Romanfragment Amerika
Jean-Marie Straub and Daniele Huillet 
at Work on a film based on Franz Kafka's 
Amerika
director, scriptw riter, editor: Harun Farocki 
cinem atographer: IngO KratiSCh 
sound: Klaus Klingler 
production : Harun Farocki 
Fiimproduktion, Berlin-West,
WDR, Cologne,
Large Door, London
16mm, co l., 1:1.37, 26 min. E S
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1983 Interview: Heiner Muller
interview: Heiner IVliiller
director, scriptw riter, interview : Harun Farocki
16mm, co l., 1:1.37, ca. 30 min.

The film is presumed lost

1983 L'Argent von Bresson
U rgen t by Bresson 
d irector: Hartmut Bitomsky,
Manfred Blank, Harun Farocki
scriptw riter, com m entary: Harun Farocki,
Manfred Blank, Hartmut Bitomsky, 
Jurgen Ebert, Gaby Korner,
Melanie Walz, Barbara Schlungbaum 
cinem atographer: Leo Borchard,
Carlos Bustamante
editor: Manfred Blank
sound: Manfred Blank, Egon Bunne,
Susanne Rockel
production : Harun Farocki
Fiimproduktion, WDR, Cologne
16mm + 2 -inch -VTR , co l. & b/w, 1:1.37, 30 min.

1984 Peter Lorre -
Das Doppelte Gesicht
The Double Face of Peter Loi re 
director, scrip tw riter, com m entary:

Harun Farocki, Felix Hofmann 
cinem atographer: Wolf-Dieter Fallert,
Ingo Kratisch
animation cam era: Ronny Tanner 
sound: Klaus Klingler, Gerhard Metz 
production: Harun Farocki 
Fiimproduktion,
Berlin-West, for WDR, Cologne
16mm, col. & b/w , 1:1.37, 59 min. E E

1985 Filmtip: Tee im Harem des
Archimedes
Filmtip: Tea in the Harem
director, scriptw riter, commentary:

Harun Farocki 
production : WDR, Cologne 
video (1 -in ch ), co l., 1:1.37, 7 min.

1986 Filmbucher
Fllmbooks
director, scriptw riter, commentary:

Harun Farocki 
production : WDR, Cologne
video (1 -in ch ), co l., 1:1.37, 15 min.

1986 Wie man sieht
As You See
director, scrip tw riter, commentary, 

edito r, interview : H a r u n  F a r o c k i  

assistant d irector: Michael Pehlke 
cinem atographer: IngO Kratisch,
Ronny Tanner
sound: Manfred Blank, Klaus Klingler 
production : Harun Farocki 
Fiimproduktion, Berlin-West
16mm, b/w & Eastm ancolor, 1:1.37, 72 min. ED

1986 Schlagworte, Schlagbilder.
Ein Gesprach mit Vilem Flusser
Catch Phrases -• Catch Images.
A Conversation with Vilem Flusser
d irector, scrip tw riter, commentary,

interview : Harun Farocki 
production : WDR, Cologne 
video (1 -in ch ), co l., 1:1.37, 13 min. EQ

1985 Betrogen
Betrayed

director, scrip tw rite r: Harun Farocki 
assistant d irecto r: Ronny Tanner 
cinem atographer: Axel BlOCk 
editor: Renate Merck 
sound: Rolf Muller 
production: Harun Farocki 
Fiimproduktion, Berlin-West, 
Winkelmann Fiimproduktion, 
Dortmund, BR, Munich, with 
financial support from Hamburgische 
Filmforderung/Hamburger Filmburo/ 
Bundesministerium des Innern
35mm, Fujicolor, 1 :1.66, 99 min. f f l

1986 Filmtip: Kuhle Wampe
Filmtip: Kuhle Wampe
director, scriptw riter, commentary: H a r u n

Farocki
production : WDR, Cologne 
video (1 -in ch ), co l., 1:1.37, 6 min.

1987 Die Schulung
Indoctrination
director, sc rip tw riter: Harun Farocki 
cinem atographer: Simon Kleebauer 
ed itor: Roswitha Gnadig 
sound: Rolf Muller 
production : SWF, Baden-Baden 
video (1 -in ch ), co l., 1:1.37, 44 min. B O
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1987 Filmtip: Der Tod des
Empedokles
Filmtip: Death of Empedocles
director, scrip tw riter, editor, commentary:

Harun Farocki 
cinem atographer: In g O  Kratisch 
sound: Klaus Klingler 
production : WDR, Cologne 
16mm, col., 1 :1.37, 7 min.

Die Menschen stehen 
vorwarts in den Strassen
Die Menschen stehen vorwarts 
in den Strassen 
d irector, edito r: Harun FarOCki 
s crip tw riter: Harun Farocki,
Michael Trabitzsch, based on the 
poem Die M enschen stehen vorwarts 
in den StraSen  by Georg Heym (1911) 
cinem atographer: IngO Kratisch 
production : SWF, Baden-Baden 
lSm m , co l., 1:1.37, 8 min.

1987 Bilderkrieg
Images-War
director, scrip tw riter, editor: Harun Farocki,
cinem atographer: In g O  Kratisch
anim ation cam era: Irina Hoppe
sound: Klaus Klingler
production : Harun Farocki
Fiimproduktion, Berlin-West, for WDR,
Cologne
16mm, co l., 1 :1.37, 44 min.

1988 Georg K. Glaser -
Schriftsteller und Schmied
Georg K. Glaser -  Writer and Smith
director, scrip tw riter, commentary,

editor, interview : Harun Farocki
cinem atographer: IngO KratiSCh
sound: Klaus Klingler
production : Harun Farocki
Fiimproduktion, Berlin-West, for SWF,
Baden-Baden
16mm, Eastm ancolor, 1:1.37, 44 min. HI

1988 Bilder der Welt und
Inschrift des Krieges
Images of the World and 
the inscription of War 
d irector, scriptw riter, editor: Harun Farocki 
cinem atographer: IngO Kratisch 
anim ation cam era: Irina Hoppe 
sound: Klaus Klingler 
production : Harun Farocki 
Fiimproduktion, Berlin-West 
16mm, co l. & b/w, 75 min, £9

1988 Kinostadt Paris
Cine City Paris
director, scrip tw riter, com m entary:

Manfred Blank, Harun Farocki 
cinem atographer: Helmut Handschel 
editor: Edith Perlaky 
sound: Thomas Schwadorf 
production : WDR, Cologne 
video (1 -in ch ), co l., 60 min. 0 3

1989 Image und Umsatz Oder:
Wie kann man einen Schuh 
darstellen?
Image and Sales or: How to depict a Shoe
d irector, scrip tw riter: Harun Farocki
cinem atographer: In g O  Kratisch
editor: Egon Bunne
sound: Klaus Klingler
production : Harun Farocki
Fiimproduktion,
Berlin-West, for SWF, Baden-Baden
video (1 -in ch ), col. & b/w, 52 min.

1990 Leben -  BRD
How to Live in the FRG
director, scriptw riter, editor: Harun Farocki
cinem atographer: IngO Kratisch
sound: Klaus Klingler 
production : Harun Farocki 
Fiimproduktion, Berlin-West, ZDF, 
Mainz,
La Sept, Paris
16mm, co l., 83 min. B 3
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1991 Was ist los
What’s Up?
director, scrip tw riter, interview s:

Harun Farocki
cinem atographer: IngO Kratisch
editor: Harun Farocki, Irina Hoppe
sound: Gerhard Metz 
production: Harun Farocki 
Fiimproduktion,
Berlin-West, for WDR, Cologne
16mm, co l., 60 min. 0 3

1994 Die Umschulung
Retraining
director, scrip tw rite r: Harun Farocki 
cinem atographer: IngO Kratisch,
Thom as Arslan
editor: Max Reimann
sound: Klaus Klingler
production : Harun Farocki
Fiimproduktion, Berlin, SWF, Baden-
Baden
video (B eta  S P ), co l., 44 min. B 1

1992 Videogramme einer
Revolution
Videograms of a Revolution
director, scrip tw riter, com m entary:

Harun Farocki, Andrei Ujica 
editor: Egon Bunne 
production: Harun Farocki 
Fiimproduktion, Berlin, Bremer 
Institut Film/Fernsehen 
Produktionsgesellschaft mbH,
Bremen
video (VHS , S -VH S , U -M a tic , 2 -in ch ), transferred to 

16mm, co l., 106 min.

1992 Kamera und Wirklichkeit
Camera and Reality
director, scriptw riter, com m entary:

Harun Farocki, Andrei Ujica 
in the studio : Harun Farocki, Andrei Ujica, 
Andrei Plesu, Friedrich Kittler, 
Manfred Schneider,
Peter M. Spangenberg 
production: SWF, Baden-Baden, in 
collaboration with Harun Farocki 
Fiimproduktion, Berlin, for arte, 
Strasbourg
video (Beta S P ), co l., 120 min. (SW F-version);

186 min. (a rte -vers io n )

1993 Ein Tag im Leben der
Endverbraucher
A Day in the Life of a Consumer 
director, scrip tw riter, com piled by: Harun
Farocki
editor: Max Reimann 
production: Harun Farocki 
Fiimproduktion, Berlin for SWF, 
Baden-Baden and 
WDR, Cologne
Video (B eta S P ), col. &  b/w, 44 min. E l

1994 Die fiihrende Rolle
The Leading Role
d irector, scrip tw riter, com m entary: Harun 
Farocki
editor: Max Reimann 
p ro d u c tio n :Tele Potsdam, Berlin,
3sat, Mainz
video (B eta S P ), co l., 35 min. E D

1995 Arbeiter verlassen
die Fabrik
Workers Leaving the Factory
director, scrip tw riter, com m entary: Harun
Farocki
ass istan t: Jorg Becker 
e d ito r: Max Reimann 
production : Harun Farocki 
Fiimproduktion, Berlin, for WDR, 
Cologne, with support by ORF,
Vienna, LAPSUS, Paris, DRIFT,
New York
video (B eta SP), co l. & h/w, 1 :1.37, 36 min. ED

1996 Die Kiichenhiifen
Kitchen Helpers
(out of material from What's Up?) 
director, scriptw riter, interviews: Harun FarOCki 
cinem atographer: Ingo KratiSCh 
second cinem atographer: Arthur Ahrweiler 
editor: Harun Farocki, Irina Hoppe 
sound: Gerhard Merz 
production : Harun Farocki 
Fiimproduktion, Berlin, 
for WDR, Cologne
16mm, co l., 1 :1.37, 60 min.
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1996 Theater der Umschulung
The Theater of the Retraining 
(out of material from Retraining) 
director, sc rip tw riter: Harun Farocki 
assistant d irec tor: Ronny Tanner 
cinem atographer: IngO Kratisch,
Thomas Arslan 
editor: Max Reimann 
sound: Klaus Klingler 
production : SWF, Baden-Baden,
Harun Farocki Fiimproduktion, Berlin
video (B eta  S P ), co l., 1:1.37, 4 min.

1996 Der Auftritt
The Appearance
director, scrip tw rite r: Harun Farocki 
cinem atographer: IngO KratiSCh 
editor: Max Reimann 
sound: Ronny Tanner 
production : Harun Farocki 
Fiimproduktion,
Berlin, for 3 -sat, Mainz
video (B eta S P ), co l., 1:1.37, 40 min.

1996 Der Werbemensch
The Ad Guy
(out of material from The Appearance) 
director, sc rip tw riter: Harun Farocki 
cinem atographer: Ingo Kratisch 
editor: Max Reimann 
sound: Ronny Tanner 
production : Harun Farocki 
Fiimproduktion, Berlin, 
for 3sat, Mainz
video (B eta S P ), co l., 1:1.37, 3 min.

1997 Die Bewerbung
The Interview
director, sc rip tw riter: Harun Farocki 
cinem atographer: IngO Kratisch 
editor: Max Reimann 
sound: Ludger Blanke 
production : Harun Farocki 
Fiimproduktion, Berlin, 
for SDR, Stuttgart
video (B eta  S P ), col., 1:1.37, 58 min.

1997 Die Werbebotschaft
The Advertisement Info 
(out of material from The Appearance) 
director, scrip tw riter: Harun Farocki 
cinem atographer: IngO Kratisch 
editor: Max Reimann 
sound: Ronny Tanner 
production : Harun Farocki 
Fiimproduktion, Berlin
video (B eta  S P ), co l., 1:1.37, 3 min.

1997 Stilleben
Still Life
director, scrip tw riter: Harun Farocki 
cinem atographer: IngO Kratisch 
ed ito r: Irina Hoppe, Jan Ralske 
sound: Ludger Blanke, Jason Lopez, 
Hugues Peyret 
production : Harun Farocki 
Fiimproduktion, Berlin,
Movimento, Paris, in co-production 
with ZDF/ 3sat, RTBF-Carre Noir, 
Latitudes Production, ORF, Vienna, 
in collaboration with NOS TV, The 
Netherlands, Plandte Cable, with 
support from Centre National de la 
Cinematographie, France, 
documenta X, Kassel
16mm, col., 56 min. ED

1997 Der Ausdruck der Hande
The Expression of Hands
director: Harun Farocki
scrip tw rite r: Harun Farocki, Jorg Becker
cinem atographer: IngO Kratisch
sound: Klaus Klingler
editor: Max Reimann
production : Harun Farocki
Fiimproduktion, Berlin, for WDR,
Cologne
video (B eta  SP ), co l. & b/w, 1 :1.37, 30 min. E3

Der Finanzchef 
The Chief Executive Officer 
(out of material from The Interview)
director, scrip tw rite r: Harun Farocki 
cinem atographer: IngO Kratisch 
editor: Max Reimann 
sound: Ludger Blanke 
production : Harun Farocki 
Fiimproduktion, Berlin, for SDR, 
Stuttgart
video (B eta  S P ), co l., 1:1.37, 7 min.
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1998 Worte und Spieie
Words and Games
director, scrip tw rite r: Harun Farocki
cinem atographer: Ingo Kratisch, Harun
Farocki, Ludger Blanke
editor: Max Reimann
music: Markus Spies, after Johannes
B r a h m s ,  Opus 121, Denn es geht
dem M enschen wie dem Vieh
production : Harun Farocki
Fiimproduktion, Berlin
video, co l., 1:1.37, 68 min. E S

2000 Gefangnisbilder
Prison Images
director, scrip tw riter, sound: Harun Farocki 
cinem atographer: Cathy Lee Crane,
Ingo Kratisch 
editor: Max Reimann 
production : Harun Farocki 
Fiimproduktion, Berlin, Movimento, 
Paris
video (D ig ita l B eta), co i., & b/w, 60 min. E H

2001 Die Schopfer der 
Einkaufswelten
The Creators of Shopping Worlds 
director, scrip tw rite r: Harun FarOCki 
cinem atographer: In g O  K ratisch,
Harun Farocki 
editor: Max Reimann 
sound: Ludger Blanke,
Matthias Rajmann 
researcher: Rob Miotke, Stefan Pethke, 
Matthias Rajman, Brett Simon 
production: Harun Farocki 
Fiimproduktion, Berlin, in 
co-production with SWR, NDR and 
WDR, in collaboration with arte
video (D ig ita l B eta), co l., 72 min.

Erkennen und Verfolgen
War at a Distance
director, scrip tw rite r: Harun Farocki
cinem atographer: Ingo Kratisch,
Harun Farocki
research, assistance : Matthias Rajmann 
sound: Louis van Rouki 
editor: Max Reimann 
production: Harun Farocki 
Fiimproduktion, Berlin, in 
collaboration with ZDF/3sat, Mainz
video (M in i-D V  and D igita l B e ta ), co l., 58 min.

2004 Nicht Ohne Risiko
Nothing Ventured
directo r: Harun Farocki 
scrip t: Harun Farocki,
Matthias Rajmann 
cinem atographer: IngO Kratisch 
sound: Matthias Rajmann 
ed itor: Max Reimann 
production : Harun Farocki 
Fiimproduktion, Berlin, in 
collaboration with 
WDR, Cologne
video (D ig ita l B eta), co l., 50 min. ED

2007 Aufschub
Respite
author, p roducer: Harun Farocki 
collaboration: Antje Ehmann, Christiane 
Hitzemann, Lars PienkoB, Matthias 
Rajmann, Jan Ralske,
Meggie Schneider 
photos: Nederlands Instituut voor 
Oorlogsdocumentatie/The 
Netherlands Institute for War 
Documentation, Amsterdam 
film footage: Rijksvoorlichtingsdienst, 
Filmarchief, The Netherlands, 
Institute for Sound and Vision, 
Hilversum
production : Harun Farocki 
Fiimproduktion, Berlin comm issioned 
and funded by Jeonju International 
Filmfestival, Jeonju
16mm (D ig ita l B eta) transferred to video, b/w, 

silen t, 40 min. E S

2009 Zum Vergleich
In Comparison 
d irecto r: Harun Farocki 
scrip tw rite r: Harun Farocki,
Matthias Rajmann 
cinem atographer: IngO Kratisch 
sound: Matthias Rajmann 
editor: Meggie Schneider 
draw ings: Andreas Siekmann 
collaboratio n : Antje Ehmann,
Anand Narayan Damle,
Michael Knauss, Regina Krotil, 
lyamperumal Mannankatti,
Mamta Murthy, Markus Nechleba, 
Jan Ralske, Yukara Shimizu,
Isabelle Verreet
16mm, co l., 61 min. E S
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Workers Leaving the Factory in Eleven Decades. Photo: ©  Warner Kallgofsky 2006





1996 Schnittstelle
Interface
Double channel video installation
scrip tw riter, commentary, rea lisation :

Harun Farocki 
cinem atographer: IngO KratiSCh 
editor: Max Reimann 
sound: Klaus Klingler 
production : Musee Moderne d'art 
de Villeneuve d' Ascq,
Harun Farocki Filmproduktion, Berlin
2 videos (B eta  S P ), co l., sound, 23 min. (loo p ) D

2000 Ich Glaubte Gefangene 
zu Sehen
1 Thought I Was Seeing Convicts
Double channel video installation 
scrip tw riter, rea lisa tion : Harun Farocki 
researcher, cinem atographer: Cathy Lee 
Crane
editor: Max Reimann 
sound: Harun Farocki 
production : Harun Farocki 
Filmproduktion, Berlin, Generali 
Foundation, Vienna, with support 
from ZDF/3sat, Mainz, Movimento, 
Paris
2 videos (B eta S P ), b/w & col., sound,

23 min. (loop) B l

2000 Musik-Video
Music-Video
scrip tw riter, rea lisa tion : Harun Farocki 
cinem atographer: Harun Farocki,
Antje Ehmann 
editor, sound: Harun Farocki 
production : Harun Farocki 
Filmproduktion, Berlin
video { M in i-D V ), col., s ilen t, 50 sec./2 0  sec. (loo p )

2000 Auge/Maschine
Eye/Machine
Double channel video installation 
scrip tw riter, rea lisa tion : Harun Farocki 
collaboration: Matthias Rajmann,
Ingo Kratisch 
editor: Max Reimann
production : Harun Farocki Filmproduktion, 
Berlin, with support of ZDF/3sat, 
Mainz, Galerie Greene Naftali, New 
York, ZKM, Karlsruhe
2 videos {D ig ita l B e ta), col., sound, 23 min. (loop)

2001 Auge/Maschine II 
Eye/Machine II
Double channel video installation 
scriptw riter, rea lisation : Harun Farocki 
collaboration: Matthias Rajmann,
Ingo Kratisch, Kilian Hirt 
editor: Max Reimann
production: Harun Farocki Filmproduktion, 
Berlin, with support of ZDF/3sat, 
Mainz, Galerie Greene Naftali, New 
York, Bruges 2002 -  European 
Capital of Culture, desire 
productions, Bruges
2 videos (D ig ita l B e ta), col. & b/w, sound,

15 min. (loop) H

2003 Auge/Maschine III
Eye/Machine III
Double channel video installation 
scrip tw riter, rea lisation : Harun Farocki 
collaboration: Matthias Rajmann,
Ingo Kratisch
editor: Max Reimann, Harun Farocki 
Filmproduktion, Berlin, with support 
from ZDF/3sat, Mainz, Galerie 
Greene Naftali, New York, Institute of 
Contem porary Arts, London
2 videos (D ig ita l B eta), co l., sound, 25 min. (loo p)

2004 Gegen-Musik
Counter-Music
Double channel video installation 
scrip tw riter, rea lisation : Harun Farocki 
co llaboratio n : Matthias Rajmann 
cinem atographer: Ingo Kratisch 
sound: Matthias Rajmann 
editor: Max Reimann 
production : Le Fresnoy, Tourcoing,
Harun Farocki Filmproduktion, Berlin, 
Lille 2004, capitale europeenne 
de la culture, Delegation aux Arts 
Plastiques, Paris, Fonds Image/ 
Mouvement Centre National de 
la Cinematographie, Paris, Fonds 
DICREAM, Paris
2 videos (16-mm transferred to D igita l B eta/D ig ita l 

B eta), b/w & col., sound, 23 min. (lo o p ) D



2005 Drei Montagen
Three Assemblies
Video installation for three monitors 
produced for the exhibition 
Zur Vorstellung des Terrors: die RAF 
idea, realisation and m ontage: Harun Farocki 
research : Matthias Rajmann
3 videos, b/w & co l., sound, to t. 13:20 min. (loop)

2005 Aufstellung
In-Formation
Single channel video installation 
scriptw riter, rea lisa tion : Harun Farocki 
idea, researcher: Antje Ehmann 
researcher: Matthias Rajmann 
production: Harun Farocki Filmproduktion, 
Berlin, with support from TRANSIT 
MIGRATION, Cologne, Kulturstiftung 
des Bundes, Berlin
video (D V ), b/w & co l., s ilen t, 16 min. (loo p) E l

2005 Ausweg
A Way
Single channel video installation 
scriptw riter, rea lisa tion : Harun Farocki 
collaboration: Antje Ehmann, Matthias 
Rajmann, Jan Ralske 
production: Flarun Farocki 
Filmproduktion, Berlin,
video (M in i-D V  and D igita l Beta), b/w & col., 

sound, 14 min. (loop)

2006 Horstationen
Listening Stations
Audio installation for seven phones, 
produced for the exhibition Cinema 
like never before 
idea and rea lisa tion : Antje Ehmann,
Harun Farocki
speaker, germ an: Michael Baute
speaker, english : Cynthia Beatt
7 wail telephones, 7 sound loops 0

2006 Zur Bauweise 
des Films bei Griffith
On Construction of Griffith's Films
Video installation for 2 monitors 
idea: Antje Ehmann, Harun Farocki 
realisation and m ontage: Harun Farocki 
editing: Jan Ralske
2 videos (D V ), b/w, s ilen t, 9 min. (loo p) D

2006 Arbeiter verlassen die 
Fabrik in elf Jahrzehnten
Workers Leaving the Factory in Eleven 
Decades
Video installation for 12 monitors 
idea, rea lisa tion : Harun Farocki 
collaborato r: Jan Ralske 
12 videos (D V and Digital B eta), b/w & co l., sound, 

to t. 36 min. (loo p) Q

2006 Synchronisation
Dubbing
Single channel video installation 
idea and rea lisa tion : Antje Ehmann,
Harun Farocki
research: Matthias Rajmann
video (D V ), co l., sound, 3 min. (loop)

2007 Vergleich liber ein Drittes
Comparison via a Third
Double channel film or video 
installation
scrip tw riter, rea lisation : Harun Farocki 
cam era: IngO Kratisch 
sound: M atthias Rajmann 
collaboration: Antje Ehmann, Regina 
Krotil.Mamta Murthy, Markus 
Nechleba, Jan Ralske, Claus Ublacker 
executive producer: Matthias Rajmann 
production : Harun Farocki 
Filmproduktion, Berlin, with support 
of Kulturstiftung des Bundes, Berlin, 
Museum Moderner Kunst Stiftung 
Ludwig, Vienna
16-mm double projection (a lso  transferred to D igital 

B eta), co l., sound, 24 min. (loo p) 0

T
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2007 Deep Play
Deep Play
Installation for 12 screens
scrip tw riter, rea lisa tion : Harun FarOCki 
assistance : Matthias Rajmann 
cam era: Ingo Kratisch 
editing : Bettina Blickwede 
player softw are : Benjamin Geiselhart 
anim ation: Regina Krotil 
research, production : Matthias Rajmann 
techn ica l d irec tor: Jan Ralske 
co llaboratio n : Antje Ehmann, Wiebke 
Enwaldt, Christiane Hitzemann,
Ronny Tanner
production : Harun Farocki Filmproduktion, 
Berlin, with support of DFB 
Kulturstiftung, Berlin, Cine-Plus 
Media Service GmbH & Co. KG,
Berlin
12 videos (D V ) tracks of 2 hours, co l., sound,

15 min. (loo p) IE]

2009 Immersion
Immersion
Double channel video installation 
scrip tw riter, rea lisation : Harun Farocki 
research : Matthias Rajmann 
editor: Harun Farocki, Max Reimann 
cam era: IngO Kratisch 
sound: Matthias Rajmann 
production : Harun Farocki 
Filmproduktion, Berlin, with 
support from Medienboard Berlin- 
Brandenburg GmbH 
co-production: Jeu de Paume, Paris, 
Stuk, Leuven
2 videos (D igita l B eta), col., sound,

20 min. (loop) EE]

4 U U I  Transmission
Transmission
Single channel video installation 
scrip tw riter, rea lisation : Harun Farocki 
idea: Antje Ehmann 
research : Antje Ehmann,
Christiane Hitzemann, Regina Krotil, 
Matthias Rajmann, Isabel I Verret 
cam era: Carlos Echeverria,
Harun Farocki, Ingo Kratisch,
Matthias Rajmannn 
e diting : Meggie Schneider 
sound: Jochen Jezussek 
technical d irec to r: Jan Ralske 
production : Harun Farocki Filmproduktion, 
Berlin, comm issioned by "Kunst 
Offentlichkeit Zurich”, with support of 
Schwyzer-Winiker Stiftung, Zurich
video (M in i-D V ), co l., sound, 43 min. (loo p) H I

2008 Fressen oder Fliegen
Feasting or Flying 
Video installation for 6 screens 
rea lisa tion : Antje Ehmann, Harun Farocki 
idea, research , edito r: Antje Ehmann 
com m issioned by: HAU. Hebbel am Ufer, 
Berlin, with support of 
Siem ens Arts Programme, 
Haupstadtkulturfonds, Berlin
6 videos (M in i-D V ), b/w & co l., sound, to t.

24 min. (lo o p ) I B
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Suspended Lives, 
Revenant Images.
On Harun Farocki’s Film 
Respite

Sylvie Lindeperg

This text was firs t published in : Trafic, no. 70/2009 

Translated from French by Benjamin Carter

n  and □  D  to El R espite, Harun Farocki Filmproduktion

O  Im ages o f  th e  W orld and  th e  In sc rip tion  o f  War, Harun Farocki Filmproduktion



In  Bilder der Welt und Inschrift des Krieges (Images of the World and the 
I n s c r i p t i o n  of War, 1988) Harun Farocki analyses several photographs from the 
■Auschwitz Album'1 taken during the arrival of a train of Hungarian Jews at the 
platform of Birkenau. The material of his film, Aufschub  (Respite, 2007) consists 
of rushes of the Dutch camp Westerbork, including scenes of Jews and Roma 
boarding a train destined for Auschwitz. In this way, Farocki’s two films form a 
diptych revealing the two poles of the tragic voyage to the centres of killing.

The photographs and rushes, recorded in May 1944, are characterised by their 
singularity and rarity. The photographs of Auschwitz are inscribed at the periph
ery of the blind spot constituted by the mass murder in the gas chambers. They 
create a rupture in the politics of the secret and the economy of the invisible that 
the Nazis implemented at the centres of extermination. The Westerbork rushes 
make up part of the rare footage documenting the deportation from Western 
Europe to the Polish camps. Another common feature concerns the ambivalence 
of the images' production and the strange atmosphere of tranquility recorded 
in these scenes. The Auschwitz ‘reportage’, realised by two members of the SS 
Erkennungsdienst (Identification Service), show no act of coercion. In these photo
graphs, states are privileged over actions: open cars; waiting on the platform; 
forming into queues; shearing signified by the lining up of women with shaven 
heads ... In the Westerbork rushes, one is similarly struck by the calm but implac
able development during the various stages of embarkation: a couple exchange a 
distracted kiss on the edge of the platform; a man who has already boarded the 
train chats with a member of the Ordnungsdienst (Auxiliary Police) who has come 
to bolt his car; another helps the police to close the door of the wagon.

Only knowledge of the event and the context of its recording allow us to restore 
to these images their hidden violence, to take the measure of what is not imme
diately represented, to see how these elderly people, these women and children 
are caught on the threshold of death. Starting with different dispositifs, Harun 
Farocki's two films invite us to carry out this traversal of the visible. They open 
up the horizon of reading for these images of Auschwitz and Westerbork; they 
interrogate what is at stake in these images over which opacity and mystery still 
reign.

Collusion of Images and Text

Images o f the World and the Inscription o f War underlines the troubling proximity 
between acts of conservation and acts of destruction, the relationship between 
the violence of war and the technologies of recording and reconnaissance, the 
instability of meaning at work in the image.2 On the basis of these interwoven 
motifs, the film interrogates the singularity of the Auschwitz photographs and the 
effects of euphemism in their captions. It throws light on these photographs by 
placing them in relation to other sources: the aerial photographs taken in April

1 The A uschw itz  A lbum  is a photographic 

documentation of the Auschwitz-Birkenau 

concentration and extermination camp made 

by the SS, found by the inmate Lilf Jacobs 

after the liberation of the camp. See The 

A uschw itz  A lbum : A Book based upon  an 

A lbum  D iscovered  by a C oncen tra tion  

Camp Survivor, ed. by Serge Klarsfeld,

New York 1982.

2 The voice-over commentary was published in 

Trafic, no. 11/1994, under the title "La guerre 

inscrite sur les images du monde."
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1944 by American bomber pilots; the drawings of the deportee Alfred Kantor; the 
report of Rudolf Vrba and Alfred Wetzler, two prisoners, escaped from Auschwitz, 
whose testimony gave the Allies a precise knowledge of the process of extermina
tion in the Silesian death factory. Images o f  the World and the Inscription o f War 
therefore forcefully underlines the necessary “collusion of image and text in the 
writing of history."3 The knowledge constituted by eyewitness accounts permits 
us to decode elements hidden in the image, to recognise what was inscribed 
there, but neither interpreted nor even seen at the time it was recorded. The 
conjunction of seeing and knowing thus allows us to recover the unthought of the 
photograph at the moment of its making. This reading appears as the product of 
an encounter between historical knowledge, the regime of memory, the symbolic 
and social demands that condition the exhumation of photographs, the questions 
addressed to them, the ways of decoding them.

Harun Farocki, ReconnaJtre et poursu ivre, 

texts selected and introduced by Christa 

Bluminger, Paris 2002, p. 37.

Im ages o f the World and the Inscription o f War focuses extensively on one of the 
photographs of the album, taken during the ‘selection’, which depicts a young 
woman turned to face the camera. This picture reveals the contiguity between 
two scenes referring to two distinct universes which seem to be separated in 
time: while, in the background, the destiny of a line of deportees is being played 
out. the glance of the young woman and the movement of her body momentarily 
preserve her in a world ‘before’, at a distance from the implacable machinery of 
destruction. At the same time, this face-to-face encounter underlines the fragility 
of the subject in front of the photographer’s shutter, enacting one of the motifs 
of the film that is taken up by the commentary: “The camp, run by the SS, is go
ing to destroy her, and the photographer who captures her beauty for eternity is 
part of that same SS. Conservation and destruction -  how the two collude." In an 
exemplary way, Harun Farocki sheds light on a decisive moment in the history of 
the image, sketched out in the Nazis’ images of the Polish ghettos. In his mem
oir,4 Fritz Hippier recalls the instructions given to him by Goebbels while filming 
in Lodz in 1940: “ Film everything you see: the life and the crowds in the streets, 
the commerce and trade, the rituals in the synagogue, crime, none of this should 
be forgotten. It has to be captured in its original state, because soon there will no 
longer be any Jew s. The Fuhrer wants to have them all transported to Madagascar 
or another territory. This is why we need these docum ents for our archives."6

Fritz Hippier, Die Verstrickung: E inste llungen  

und  Ruckb lenden von Fritz Hippier, 

ehem a lige r R e ichsfilm in tendant u n te r Josef 

G oebbels, Diisseldorf 1982.

Quoted by Gertrud Koch in "Mystification 

et evidence dans les photos," in Ju ils  et 

Polonais, 1 9 3 9 -2 0 0 8 , ed, by Jean-Charies 

Szurek and Annette Wieviorka, Paris 2009, 

p. 164.

The idea of ‘original state' merits a detailed interpretation. Instead, it is a matter 
of combining the filmed subject and the anti-Semitic imagination in an image 
while sim ultaneously presenting the consequences of ghettoisation as an onto
logical state of the ‘Jewish race'. These remarks attributed to Goebbels reveal, 
above all, the conjunction between the act of archiving and disappearance that 
prefigures the tragic encounter between putting-in-an-image and putting-to-death. 
From 1942, in fact, filming was continued and increased in the Polish ghettos. 
The Nazis filmed those that they were going to kill, documenting them because  
they were going to kill them.

030



palimpsest Images

In Respite , the question of the relationship between the image and destruction 
and the theme of the exchange of looks are repeated and redistributed. These 
displacements concern, in part, the nature of docum ents and the supposed 
motjves of filming. The choice of the title Respite  indicates the hypothesis 
favored by Farocki: the Westerbork rushes were made to demonstrate the camp's 
economic efficiency and thereby to slow down or suspend the deportation of the 
slave labourers to the East. The image is, accordingly, invested with the power 
to prevent destruction. The second important feature of the rushes concerns 
the identity of the film team. Unlike the Auschwitz photographs, the W esterbork 
rushes were not made by the Nazis but by the Jewish prisoners them selves, thus 
modifying the nature of the face-to-face encounter with the filmed subjects while 
raising the issue of what Primo Levi called the 'grey zone'.6

In order to work on this body of images, Harun Farocki proposes a d ispositif that 
is at once minimalist, modest and subtle, allowing him to place the ambivalence 
of the sequences at the centre of his reflection, less in order to reduce this ambi
valence than to become increasingly conscious of it, to measure and displace 
its effects. The original material inspires the narrative and formal choices of 
Respite: the silent rushes from 1944 are presented in the form of a ‘silent movie’; 
the stylistic figures found in the shots (slow-motion and approaches by close up) 
are echoed in the freeze-fram es and enlargements practiced by the filmmaker; 
the white intertitle cards conceived for the aborted film project are made to reso
nate and collide with the black cards introduced by Farocki. The images of the 
camp were made at the initiative of its commandant, Albert Konrad Gemmeker, 
who ordered three Jewish prisoners to make a film about the life and activities of 
Westerbork. As Ido de Haan has recalled, the scenario was conceived by Heinz 
Todtmann, "a baptized Jew from the Ordnungsdienst, and Gemmeker's right-hand 
man. [...] After the latter had given his approval to the scenario, two other prison
ers, the photographer Rudolf Breslauer and his assistant Karl Jordan, undertook 
the filming between March and May 1944.”7

The first series of shots shows the work of the prisoners (in the camp workshops, 
the fields, and neighbouring farm) and also their leisure activities (sport, concert, 
theatre and cabaret). This can be compared with scenes filmed at Theresienstadt 
in August 1944 by the team of Kurt Gerron. Unlike the Dutch footage, which 
remained in the state of rushes, the images of the Czech camp-ghetto were 
edited together in the film Theresienstadt: Dokumentarfilm aus dem judischen  
Siediungsgebiet (Terezin: A Documentary Film of the Jewish Resettlem ent, 1945), 
a film that has come down to posterity under the apocryphal title Der Fuhrer 
schenkt den Juden eine Stadt. (The Fuhrer Gives the Jews a City).

Beyond the similarity of the scenes, however, the motivation of the two films 
seems to be quite different. Made at the initiative of the Prague Gestapo, the

6 See the chapter “Grey Zone" in Primo Levi,

The D row ned and  the  Saved, London 1988.

(I Sommersi e I Savati, 1986).

7 Ido de Haan, “Vivre sur le seuil: Le camp de 

Westerbork dans I'liistoire et la memoire des 

Pays-Bas," in "Genocides: Lieux (et non-lieux) 

de memoire", in Revue d 'h is to ire  de la Shoah  

no. 181/2004, p. 49.
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principal function of the Theresienstadt film was to deceive representatives of the 
Allied Powers and the neutral countries in the wake of a visit made to the camp 
in June 1944 by a delegation of the International Red C ross .8 The intention was 
therefore to present the Czech ghetto as a site of idyllic retreat while concealing 
its function as a transit camp for deportations to the East. But the will to deceive 
at the heart of the Theresienstadt film is not found in the Westerbork rushes, 
which show a train arriving at the camp and a convoy departing for the East.

By exhuming the scattered fragments and traces of the phantom film (intertitle 
cards, ideas for the scenario, graphic elements), Harun Farocki inscribes the 
Dutch footage within the genre of the corporate film.9 It was meant to highlight 
the economic efficiency of the camp at the very moment its existence seemed 
threatened: at the time of filming, as the majority of Jews from the Netherlands 
had already been deported, Westerbork was converted into a labour camp with 
the approval of the commandant who feared its closure and was afraid of being 
transferred to another theatre of operations. In this respect, one of the revela
tions of Respite concerns the discovery of a camp logo consisting of a factory 
dominated by a smoking chimney ... This is found at the centre of a chart signal
ing with arrows and numbers, “entrances" and "exits" (notably to the East) of the 
prisoners of the Dutch camp. Thus, the materials assem bled for the Westerbork 
film clearly demonstrate its double function as labour camp and place of transit, 
antechamber of extermination.

8 On the history of this film, see Karel Margry, 

"Theresienstadt (1944-1945): The Nazi 

Propaganda Film Depicting the Concentration 

Camp as Paradise," in H is to rica l Journa l

o f Film, R adio  a nd  Television, vol. 12, no. 

2/1992, pp. 145-157.

9 In this sense, the Westerbork rushes 

resemble the colour photographs taken at 

Lodz by Walter Genewein, Chief Accountant 

of the ghetto's Civil Administration.

See Gertrud Koch (2009).

Whatever the intentions of the creator of this striking logo might have been, for 
the viewers of Respite, the design echoes the tall chimneys of the crematorium 
installations at Birkenau. Taking this process as a source of inspiration, Harun 
Farocki chose to place the peaceful sequences of W esterbork in resonance with 
other tragic scenes and images that populate the collective memory and imagi
nation. Over the innocuous scenes of the dental clinic, he evokes the gold teeth 
wrenched from the dead at Birkenau; over the white coats of a laboratory, the 
sinister medical experiments practiced at Auschwitz; over the exposed cables in 
a workshop, the heaps of women's hair found by the Soviets; over the images of 
workers lounging in the grass, those of the open pits and the fields of corpses 
filmed by the Allies at the opening of the camps. In Im ages o f the World and the 
Inscription of War, Farocki juxtaposes photographs from diverse sources in order 
to decode the traces of the event inscribed in the pictures while simultaneously 
taking the measure of what is not immediately represented. In Respite, however, 
he starts with a single source in order to evoke memory-images. The sequences 
of W esterbork thus become palim psest images, which summon to the surface 
other image-strata, which recall the memory and history of cinema. Accordingly, 
the black intertitle cards play the role of crystallisers of memory and facilita
tors of vision, while simultaneously providing a space for absent images. This 
recalls the black film leader that Marguerite Duras inserted into her film Cesaree 
(1978) through which the statues of the Tuileries come to speak of the vanished 
city of Paris while carrying the trace of its destruction. If the black of the cards
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s t im u la te s  the imaginations of the viewers of Respite, the intertitles them selves 
propose a critique of the filmed document, one that is deepened in the course 
of the repetition o f shots, their enlarging and freezing, allowing us to reach more 
profound layers of meaning.

One example of this operation concerns the scenes of embarkation. Here, the 
filmmaker analyses the shots of an elderly woman installed on a rolling stretcher 
that a member of the Ordnungsdienst pushes successively in two opposite di
rections. By freezing and enlarging the image, Farocki manages to decipher the 
letters of the invalid’s name as weil as her date of birth written on the suitcase 
placed at her feet. Combined with the official lists of deportees, these elements 
allow us to find in the image signs of identification and dating.10 This examination 
of the document reveals that the images were made on May 19, 1944, and that 
the convoy had several destinations: the freight cars were destined for Auschwitz 
while the third-class cars were headed for Bergen-Belsen and Theresienstadt. 
The filmmaker’s analysis can be situated in the context of an earlier enquiry con
ducted on the basis of another shot of the convoy showing a girl wearing a head
scarf whose face appears in the crack of the doors of one of the cars. Farocki 
observes that this is the only example of close-up found in the rushes showing 
a striking face-to-face encounter, the girl’s expression undermining the cheerful 
atmosphere of the other scenes. This shot, became an iconic image of the Shoah 
and was the subject of an investigation by the Dutch journalist Aad Wagenaar in 
this new phase of trade with images marked by an imperious desire to name the 
victims. The enquiry led to the girl’s identification and the uncovering of the gap 
between what the image 'documented' and what it sym bolised for many decades: 
Anna Maria Settela Steinbach, gassed at Auschwitz, was not Jewish but Sinti.11

Indeed, unlike the images of work and leisure at Westerbork, which have only 
been used very rarely in cinem a,12 the convoy sequences have been reemployed 
frequently since the 1950s. Alain Resnais was one of the first to discover these 
shots,13 which he showed in a single sequence in Nuit et brouillard (Night and 
Fog, 1955). Disturbed by the serene atmosphere of the scenes of Westerbork, 
the filmmaker strove to ‘trouble’ these images by grafting on two foreign ele
ments shot in Poland. These shots show an old man wearing the armband with 
a star walking along a platform in the company of three small children before 
turning in front of the camera at the order of the cameraman. In Night and Fog, 
the insertion of these shots troubles the sequence of the Dutch images; the 
frightened looks of the children recall that of Settela. Another choice of montage 
concerns the shots of the invalid. Here, between the two opposed movements of 
the stretcher, Resnais inserts an image of Gemmeker pointing to a place outside 
the frame. Thus, due to the force of the montage, the stretcher's movement 
seems to be motivated by the camp commandant and no longer subject to the 
hesitations of a member of the Ordnungsdienst.14

10 The same reading process can be found in 

Cherry Duyns’ film, S e tte la : G esicht van het 

Verleden  (1994).

11 See on this subject, Aad Wagenaar, Sette la, 

het m e is je  h e e ft h a a r naam  terug, Amsterdam 

1995 (S e tte la , Nottingham 2005), and the 

article by Thomas Elsaesser", One Train May 

Be Hiding Another: Private History, Memory 

and National Identity," S creen ing  th e  Past, 

April 1999, http://www.latrobe.edu.au/ 

screeningthepast/classics/rr0499/terr6b. 

htm [19 August 2009]

12 Since they would have difficulty fitting into 

an account that is different from the one 

devoted to the history of their recording.

13 At the Netherlands Institute for War 

Documentation, Amsterdam.

14This remark is inspired by a dialogue with 

Jean-Louis Comolli. See Sylvie tindeperg,

N u it e t b ro u illa rd : Un film  dans I'H isto ire ,

Paris 2007 and Com olli’s film Face aux  

fan tom es  (2009).
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Grey Zone

This formal choice produces an effect of meaning which Resnais surely had not 
fully registered; it makes the viewer wonder about the roles of the protagonists 
involved in the Westerbork sequences. Indeed, by isolating a sequence of shots 
approaching an armband of a prisoner with the initials FK (Fliegende Kolonne15), 
Farocki highlights the role played by certain prisoners in the camp’s administration 
and surveillance. Gemmeker entrusted a German Jew, Schlesinger, with the 
management of the Westerbork's day-to-day business as well as the compiling of 
deportation lists. The embarkation process was carried out, in part, by members 
of the Jewish Ordnungsdienst. As for the commandant, as has been reported 
by Etty Hillesum, he only arrived once these tasks had been completed, "like a 
famous star making his entrance during a grand finale.”16 The effect of a close-up 
of an armband thus forces us to penetrate to the heart of the 'grey zone’, and 
underlines the convergence between the event and the images that carry its 
coordinates. At Westerbork, as in Theresienstadt, the Nazis ordered the Jewish 
prisoners to prepare and shoot films just as they forced other Jewish prisoners 
to draw up lists of deportees. The ambivalence of the filming process raises 
questions about the instance of enunciation and the motives of the Dutch film. 
By examining what the images ‘want to say’, Farocki reveals a number of points 
of view: the point of view of the filmed prisoners who demonstrate their energy 
for work in the hope of delaying deportation; the point of view of the film team 
who avoid close-ups so as not to record another look like that of Settela; and the 
point of view of Gemmeker engaged in the promotion of his 'small enterprise’. 
Moreover, by proposing several readings -  sometimes contradictory -  of the 
same scene, the filmmaker takes account of the indecisiveness of the Dutch 
images and of the impossibility of coming to a decision in relation to a meaning 
that is constantly deferred.

There remains the fact that the hope of ‘respite’ eventually collided with the 
exterminating logic of the Nazi enterprise -  for the filmed prisoners as well as 
for the film team. This tragic misconception becom es apparent in the case of 
Rudolf Breslauer who experienced the same fate as the smiling ‘passengers' of 
May 19, 1944: shortly after filming, he was deported, then gassed at Auschwitz, 
ju s t like Kurt Gerron, who had received from the Nazis the assurance that his life 
would be spared. Consequently, the filming seem s to have precipitated rather 
than prevented the destruction, condemning to death the filmed subjects as well 
as those that filmed them. It is to this cynical trap that the images of Westerbork 
bear testimony.

There is another meaning of the title Respite that refers to the notion of latency, 
to the passing and the work of time, the time that mirrors the forgotten scenes 
of life in the camp and that extends into the present. In this sense, the force of 
Farocki's film depends on the contextualisation of these shots within the mecha
nisms of propaganda as well as the confidence he places in their autonomous 
power. Detached from the intentions of the film, the luminous faces of the per
secuted appear before us as revenant images. This spectral effect allows an 
emotion to surge forth that assures the posthum ous victory of these captive 
men, women and children placed in front of the camera at the whim of their jailor, 
since time can foil the designs of the conquerors, and the image, as Chris Marker 
observed, has the power to transform the dead into something eternal,

15 These are also the initials of the invalid 

Frouwke Kroon written on the suitcase 

enlarged by Harun Farocki.

16 Etty Hillesum, E tty : The Le tte rs  a nd  D iaries o f  

E tty  H illesum  1941 -1943 , Cambridge 2002, 

p. 652.
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May 19,1944 and 
the Summer of '53
James Benning



*0

Upon seeing Respite, Harun Farocki's 2007 film that uses images taken entirely 
from footage shot at W esterbork in The Netherlands, I immediately had two 
thoughts. But first some information gleaned from the intertitles Farocki provides 
and the images alone;

W ESTERBORK WAS ORIGINALLY CONSTRUCTED BY THE DUTCH GOVERNMENT 
IN 1939 TO HOUSE JEW S WHO HAD FLED GERMANY. IN 1940 GERMANY 
INVADED THE NETHERLANDS AND BY 1942 W ESTERBORK HAD BEEN CONVERT
ED INTO A ‘TRANSIT CAM P’ BY THE GERMAN NAZIS. IN 1944 ALBERT GEMMEKER, 
THE CAMP COMMANDER, ORDERED A FILM TO BE MADE. IT WAS SHOT ON 
16MM, FILMED BY RUDOLF BRESLAUER, ONE OF THE INMATES, WHO WAS 
LATER SHIPPED TO AUSCHW ITZ AND MURDERED. TH E FILM WAS NEVER COM 
PLETED. APPROXIMATELY 90 MINUTES OF THE FOOTAGE STILL EXISTS. DURING 
THEIR CONFINEM ENT INMATES PROVIDED SLAVE LABOUR RECYCLING MATERI
ALS TO BENEFIT THE GERMAN WAR EFFORT. THE GOOD THING AT WESTERBORK 
WAS THAT WHILE THERE WASN'T MUCH TO EAT, TH EY DIDN'T STARVE. THE BAD 
THING WAS, W ESTERBORK WAS A TRANSIT CAMP; FROM THERE OVER 100,000 
PEOPLE WERE DEPORTED.

The footage itself provides us with proof of the slave labour, but also shows a 
softer side: inmates doing daily exercises, performing a play, somewhat at leisure. 
Farocki comments that we expect other images from a camp of the German Nazis 
and informs us that these calmer images are rarely shown. But he then asks us 
to look closer, at the watchtower in the background -  and at the train, the only 
train to be filmed taking its victims to an extermination camp.

My first thought was of Inextinguishable Fire, Farocki’s brilliant early film question
ing the culpability of those who look away. In it Farocki first plays Thai Bihn Dahn, 
a Vietnam ese victim of napalm, giving a statement to the Vietnam War Crimes 
Tribunal in Stockholm; and then from Farocki's own mouth:

"How can we show you napalm in action? And how can we show you the injuries 
caused by napalm? If we show you pictures of napalm burns, you'll close your 
eyes. First you’ll close your eyes to the pictures. Then you’ll close your eyes to the 
memory. Then you'll close your eyes to the facts. Then you’ll close your eyes to 
the entire context. If we show you a person with napalm burns, we will hurt your 
feelings. If we hurt your feelings, you’ll feel as if we’d tried napalm out on you, at 
your expense. We can give you only a hint of an idea of how napalm works."

Farocki then extinguishes a cigarette on his left arm, and we hear:
“A cigarette burns at 400 degrees Celsius. Napalm burns at 3000 degrees Cel
sius. If viewers want nothing to do with the effects of napalm, then it is important 
to determine what they already have to do with the reasons for its use.”

Culpability.
Around 100 trains left the Westerbork Transit Camp taking deportees to their 
deaths. The Breslauer footage is the only recording of such a train. In Respite we 
see the footage twice. Twice we see the same man help close the same door of 
the same boxcar which carries him away. It happened on May 1 9 ,1 9 4 4  and stays 
in my memory like that small 400 degree Celsius scar on Farocki’s left arm.



(2)

And then I thought of the summer of ‘53. I was 10 years old living on North 39th 
Street in a Milwaukee working class neighbourhood. My neighbours on my side of 
the block were Schindler, Steiner, Schaub, Deizinger and Eder. My best friend at 
the time was Joey, who had ju s t turned 14, and lived two houses up. His father 
was Joseph Sr. and his mother was Mary. He had two sisters, Rosemary and the 
older one whose name I can’t remember. That particular day Ronnie, a school 
friend of mine, joined Joey and me. Ronnie and I went to 37th Street School. Joey 
went to Saint Thomas. Ronnie was my age but in school half a grade higher. The 
three of us went on a raid stealing plums from our neighbours’ trees. We stuffed 
our shirts full and ran for cover in Joey’s backyard. Unexpectedly the plums were 
covered with caterpillars, the kind that Ronnie was allergic to. He removed his 
shirt and showed us the welts on his chest. Being older, Joey suggested Ronnie 
rinse off and led him to a rain barrel kept by Joey's father for garden use. Next 
to it was a cement ash box. Joey lifted Ronnie onto it and then he too climbed 
on top. Grabbing Ronnie by the ankles Joey held him upside down threatening to 
lower him head first into the water, it looked so strange, I laughed. And then so 
did Joey. Ronnie screamed and Joey began to laugh crazily. At the time it didn’t 
occur to me that Ronnie was the only Jew in our neighbourhood, nor did that fact 
seem important. Joey kept him hanging there, lowering his head into the water 
a number of times. On Ronnie’s face THERE WAS AN EXPRESSION OF DEATHLY 
FEAR, of course not the same as 10-year old Settela Steinbach, who was aboard 
that train on 19 May 1944, but nevertheless it was there.

And as an image-maker myself, I know in some way my profession suffers from 
the tortured and shortened life of Rudolf Breslauer; the footage he left behind is 
stunning. We must stop looking away. We must begin to pay attention. And then 
we must look closer. It’s what Farocki teaches, and Breslauer demands.



How to Open Your Eyes
Georges Didi-Huberman

Translated from French by Patrick Kremer

D  Archive Harun Farocki Filmproduktion

Q  to □  Inextingu ishab le  Fire, Harun Farocki Filmproduktion

□  In te rface , Harun Farocki Filmproduktion

I I  to □  E ye/M achine, Harun Farocki Filmproduktion



Certainly, there exists no image that does not sim ultaneously implicate gazes, 
gestures and thoughts. Depending on the situation, the gazes may be blind or 
oiercing, the gestures brutal o r delicate, the thoughts inept or sublime. But there
IS n0 Such thing as an image that is pure vision, absolute thought or simple 
m anipulation. It is especially absurd to try to disqualify certain im ages on the 
grounds that they have supposedly been ‘manipulated’. All images o f the world 
are the result of a manipulation, of a concerted effort in which the hand of man 
intervenes -  even if it is a mechanical device. Only theologians dream of images 
which were not made by the hand o f man (the acheiropoietic images from the 
B y z a n t in e  tradition, Meister Eckhardt’s ymagine denudari etc.). The question is 
rather how to ascertain, each and every time -  in each image -  what exactly the 
hand has done, in which way and to which purpose the manipulation took place. 
We use our hands for better or for worse, we strike or stroke, build or break, give 
or take. We should, in front of each image, ask ourselves the question of how it 
gazes (at us), how it thinks (us) and how it touches (us) at the same time.

*

A photograph, certainly taken by one of his friends, shows Harun Farocki in spring 
1981 in front of the Arsenal film theatre in West-Berlin, which was running a 
programme of films organised by Filmkritik, the journal he edited as part of a 
collective. Sitting on a gate, the stern-faced filmmaker raises his fist towards 
us spectators -  like a demonstrator, albeit a rather strange one: a solitary 
demonstrator.1

*

Lifting one's thought to the level of anger (the anger provoked by all the violence 
in the world, this violence to which we refuse to be condemned). Lifting one’s 
anger to the level of a task (the task of denouncing this violence with as much 
calm and intelligence as possible).

*

Harun Farocki was part of the first graduate class of the Deutsche Film- und 
Fernsehakademie in Berlin in 1966. He was expelled from the film school as early 
as 1969 because of his political activism along with his companions Hartmut 
Bitomsky, Wolfgang Petersen, Gunther Peter Straschek and Holger M eins. His 
early student films, as Tilman Baumgartel has so aptly put it, proceeded from a 
‘guerrilla’ thinking which was fuelled by political anger and borrowed its formal 
devices from Situationism, the French New Wave and Direct Cinem a.2 Farocki 
was making very harsh judgm ents on the most prominent directors of “Young 
German Cinema" of that time -  Wim Wenders, Rainer Werner Fassbinder, Volker 
Schlondorff -  whom he accused, and would continue to be accusing for a long 
time, of "conforming to the idea everybody had of what a film was supposed to

See Tilman Baumgartel, Vom G uerillakino zum  

Essay film : H arun  Farocki W erkm onographie  

e ines A u to ren film ers, Berlin 2002, p. 203.

2 See ibid., pp. 25-103, and Tilman

Baumgartel, “Bildnis des Kunstlers als junger 

Mann. Kulturrevolution, Situationismus und 

Focus-Theorie in den Studentenfilmen von 

Harun Farocki”, in Rolf Aurich and Ulrich 

Kriest (eds .), D er A rge r m it den  B ildern.

D ie Filme von H arun Farocki, Konstanz 1998, 

pp. 155-177. See also Klaus Kreimeier, 

"Papier-Schere-Stein. Farockis friihe Filme”, 

ibid., pp. 27-45.

Unfortunately the photo with the raised fist 

is missing, presumed lost. [Editor's note].
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3 Harun Farocki, "La diva aux lunettes", 

in Trafic, no. 55/2005, p. 62.

4 Harun Farocki, "Risquersa vie. Images de 

Holger Meins" (1998), in Christina Blumlinger 

(ed.), Reconna itre  e tp o u rsu iv re , Courbevoie 

2002, p. 29. ( “Risking his Life. Images of 

Holger Meins", in: Harun Farocki, N a c h d ru c k / 

Im p rin t, ed. by Susanne Gaensheimer, 

Nicolaus Schafhausen, New York/Berlin

2001, p. 288).

5 Ibid., pp. 21-22. (p. 270).

6 Harms Zischler, "Travailler avec Harun'

(1998), in Trafic, no. 43/2002, p. 27.

7 Theodor W. Adorno, “Un etrange reaiiste: 

Siegfried Kracauer" [1964], in Notes sur la 

l itte ra tu re , Paris 1984 (ed. 2009), p. 267. 

(Theodor W Adorno, “The Curious Realist: On 

Siegfried Kracauer”, in New German Critique, 

no. 54/1991).

be”, notably in their editing or by their habit of resorting to the canonised forms 
of, for instance, the shot-countershot.3

In 1967, Holger Meins had been the cameraman on Farocki’s film Die Worte 
des Vorsitzenden (The Words of the Chairman), who in turn noted that “Holger 
Meins' work at the editing table consisted of examining the shots so as to form 
his own judgem ent”.4 Shortly afterwards, Holger Meins disappeared into the 
underground, was arrested on 1 June 1972 together with Andreas Baader and 
Jan-Carl Raspe, was convicted of terrorism, and died on 9 November 1974 in 
Wittlich prison on the 58th day of his third hunger strike, which he had begun in 
order to protest against the conditions of his imprisonment. Farocki, like everyone 
else, was to discover the photograph of his dead body in the press -  the image 
of an emaciated body, incised from the autopsy and sutured for whatever 'good 
public occasion' presents itself. An image itself incised, divided and dividing 
Farocki’s gaze: between its status as a horrific "police trophy” -  a state image 
which was deliberately without duration and which, according to Farocki, seemed 
to say: "Look, we didn’t kill him, he did it himself, and it was outside our power to 
prevent it” -  and as a 'figure of Passion inscribed’ nonetheless in the image as 
time endured, the time suffered  by this poor body.5

*

Lifting, therefore, one's thought of the image to the anger provoked by time 
endured, the time suffered by human beings in order to determine their own 
history.

*

So one had to take a stance. To intervene. Some of the photographs from 
that time show Harun Farocki with placards or m egaphones in public spaces. 
All the while he was paying close attention to the films of Jean-Marie Straub 
and Daniele Huillet and Jean-Luc Godard. In 1976 he staged two plays by 
Heiner Muller, The Battle and Tractor, together with Hanns Zischler. "Working 
with Harun”, Z ischler later wrote, “ is both a trying and stimulating endeavour. 
He obstinately, and seemingly without hesitation, maintains the primacy of the 
profound impression over immediate success. A patient insistence on duration, 
an anti-nihilist perspective and a materialist impulse determine the ethic and the 
aesthetic of his work. There are beautiful moments where the flow of his thoughts 
inadvertently stops because something new, som ething strange, the uncanny 
part of that which is familiar, has suddenly crossed his path. We then witness 
him wondering aloud, and this is when the interlocutor we always dreamed of 
reveals himself."6 These words remind me of what Adorno said somewhere about 
Siegfried Kracauer, this 'curious realist': “He thinks with an eye that is astonished 
almost to helplessness but then suddenly flashes into illumination.’’7



*

Taking a stance in the public realm -  even if it means intervening on one’s own 
body and suffering for som e time. Such is the strategic pivot which, in 1969, the 
film Nicht loschbares Feuer (Inextinguishable Fire) represents in Farocki’s entire 
oeuvre. A film for which the artist still claims full responsibility, showing it, for 
instance, alongside his most recent installations in his exhibition at the Jeu de 
pauine in Paris a few weeks ago, that is thirty years later.8 Inextinguishable Fire 
Is a film that combines action, passion and thought. A film organised around a 
surprising gesture: Farocki's fist is no longer raised at us in a sign of rallying 
(taking sides), but rests on a table for an unpredictable action (taking a stance). 
But we should not be mistaken: this fist, resting on a table in a neutral and calm 
room, is not at all aquiescent in its anger provoked by time endured. It adopts 
this position because it forms part of a well thought-out choreography, a carefully 
elaborated dialectic. Firstly, Farocki reads out aloud a testim ony deposited by 
Thai Bihn Dan, born in 1949, to the Vietnam War Crim es Tribunal in Stockholm: 
“While washing dishes on March 31st 1966, at 7 pm, I heard planes approaching.
I rushed to the underground shelter, but I was surprised by an exploding napalm 
bomb very close to me. The flames and unbearable heat engulfed me and I lost 
consciousness. Napalm burned my face, both arms and both legs. My house was 
burned as well. For 13 days I was unconscious, then I awoke In a bed in an FLN 
hospital."9

Secondly, Farocki, in the manner of the best philosophers, presents us with an 
aporia for thought, or to be more precise, an aporia for the thought o f the image. 
He addresses us, looking straight into the camera: "How can we show you napalm 
in action? And how can we show you the damage caused by napalm? If we show 
you pictures of napalm damage, you'll close your eyes. First you'll close your eyes 
to the pictures; then you’ll close your eyes to the memory; then you ’ll close your 
eyes to the facts; then you’ll close your eyes to the connections between them. If 
we show you a person with napalm burns, we'll hurt your feelings. If we hurt your 
feelings, you'll feel as if we've tried out napalm on you, at your expense. We can 
give you only a weak demonstration of how napalm works.”10

Let us halt the speech and briefly reflect on the aporia, which is here articulated 
as three conjoined problems. An aesthetic problem: Farocki wants to address 
his spectator's 'feelings', and wants to respect them. A political problem: a few 
seconds later, the sensory tactfulness turns into a linguistic punch as Farocki 
brutally questions that same spectator’s ‘responsibility’. ‘ If viewers', he says, 
‘want no responsibility for napalm’s effects, what responsibility will they take 
for the explanations of its use?'11 (A reasoning which, incidentally, is inspired 
by Bertolt Brecht). So you don't want responsibility? Then it is also a problem 
of knowledge [connaissance], of misknowledge [m econnaissance ], and of

See Chantal Pontbriand (ed .), HF/RG. 

Harun F a rock i/R odney Graham,

Paris 2009, p. 200.

Harun Farocki, "Feu inextinguible" (1969) 

in Bliimlinger (e d .) 2002, p. 15.

5 Ibid., [)p. 15-16

‘■Ibid., p. 16.
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acknowledgement [reconnaissance]. But how to invest someone with knowledge 
who refuses to know? H ow to open your eyes?  H ow to disarm their defences, their 
protections, their stereotypes, their ill will, their ostrich politics? It is with this 
question constantly in mind that Farocki considers the problem of his entire film. 
It is with this question in mind that his gaze returns to the camera lens, and this 
is when he starts to take action.

*

Thirdly, then, as can be read in the scenario of Inextinguishable Fire: "DOLLY IN to 
Farocki’s left hand resting on the table. With his right hand he reaches off-screen 
for a burning cigarette and then presses it into the back of his left arm, midway 
between the wrist and elbow (3.5 seconds). Off-screen narrator: A cigarette burns 
at 400 degrees. Napalm burns at 3,000 degrees."12

*

Let us halt the image and not forget that this simple crying point -  just as 
one refers to the 'crying truth’ -  this point of pain, of burnt skin, recalls other 
images that emerged at the time: the Vietnam ese who immolated them selves 
and more recently still, Jan Palach burning on W enceslas Square in Prague on
16 January 1969. Palach died from his terrible burns a mere three days later. 
I recently listened again to the only radio interview he managed to give, in a 
broken voice, from his hospital bed. What is deeply moving is that, as an example 
of civil freedom, in the name of which he has just suffered the worst ordeal, 
he spontaneously cites the freedom of information. He basically says that it is 
preferable to immolate oneself than to live deprived of the world, cut off from the 
necessary ‘images of the world'. He addresses the world in these terms: ‘Can't 
you see that we're burning?’, referring to the hell of totalitarianism, and turning 
this very address into an image to be transm itted.13 It was to commemorate the 
anniversary of his death that large demonstrations were organised in Prague 20 
years later; and it was for trying to lay a wreath on his grave that Vaclav Havel 
was arrested on 16 February 1989 and subsequently sentenced to nine months’ 
imprisonment. A few months before the dictatorship collapsed.

*

‘ Ibid., p. 16.

Lifting one’s thought to anger. Lifting one's anger to the point of burning oneself. 
In order to better, to calmly denounce the violence of the world.

See Georges Didi-Huberman, "L'image brule” 

(2004), in Laurent Zimmermann (ed .), 

Penser p a r les  /mages. A u to u rd e s  travaux  

de Georges D id i-H uberm an, Nantes 2006, 

pp. 11-52.

German and French use a similar expression -  seine Hand ins Feuer legen; 
mettre sa main au feu, literally ‘putting one’s hand in the fire' -  to signify a moral 
or political engagement, one's responsibility when faced with truthful content. As
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i igh it had become necessary, in our current historic conditions, to truly dare V out (legen) one’s hand in the fire' in order to better understand, to better read
i i sen) this world from which we are suffering -  which we m ust state, repeat, 
claim to be suffering from -  yet which we refuse to suffer (leiclen).

*

inextinguishable Fire had far fewer spectators in 1969 than in 2009, in the 
beautiful white exhibition spaces at the Jeu de Paume. Historic and political 
nlaces ~ the -*eu de Paume' with its revolutionary past, provides a near-perfect 
example fo r this -  quite often turn into places of cultural consum ption. Why not 
_ pr0vided one remains attentive to an obvious misunderstanding: it is easier 
to watch Inextinguishable  Fire today, in the context of a pacified history of art, 
than in the context of the burning political history in which this film effectively 
wanted to intervene. In the appeasem ent of the white cube, you are therefore 
less likely to think of the barbaric acts committed in Vietnam (occasioning cause) 
than of the artistic actions (formal causes) which were notoriously fertile during 
the 1950s, 60s and 70s; those years of 'perform ances’ for which the aptly titled 
A m e rican  exhibition Out o f Actions attempted to provide a historic snapshot.14 
Luckily, Farocki was not part of that picture. But what would an art historian 
spontaneously think of when confronted with Inextinguishable Fire? He would 
certainly think of the Viennese Actionists on the one hand and of Chris Burden’s 
famous Shoot on the other. But this would merely obscure the very simple -  yet 
very dialectical -  lesson of this film.

*

So let us compare. When, in 1971, Chris Burden had himself shot in the arm 
with a rifle, he remained, at least to my knowledge, quiet throughout his gesture. 
A famous photograph shows him standing upright but dazed from the shock, 
with two holes in his arm, from which flows a trickle of b lood.15 His ‘action’ 
was only ever discussed in reference to subsequent or preceding ‘artw orks’, 
for instance, Niki de Saint Phalle's Tirs or Gina Pane's Corps pressenti.16 Chris 
Burden himself later referred to the gun shot as a minimalist sculpture (in this 
sense, his 'sculpture' is the distant heir of the 'wall shot’ by Marcel Duchamp 
in 1942 for the cover of the First Papers o f Surrealism, the date of that work 
itself implying a historical allusion, at a time when there was a lot of shooting in 
Europe): "Suddenly, a guy pulls a trigger and, in a fraction of a second, I'd made a 
sculpture."17 The cigarette burn on Harun Farocki's arm in 1969 is quite different 
from the wound on Chris Burden's arm in 1971. Burden's injury was conceived 
as an artwork, and this artwork takes place -  and ends -  when the bullet is 
fired. It is therefore a means unto itself, an aesthetic means. Farocki's burn, on 
the contrary, is merely a means at the beginning of a film that will last another 
20 minutes (which is the time it effectively takes to understand the terrifying 
economy of napalm  in place throughout the world). Because his wound was an

14 Paul Schimmel (ed.), O ul o f A ctions. Between  

P erform ance a nd  the O bject, 194 9 -19 7 9 , 

London/Los Angeles 1998.

15 Ibid., p. 97.

16 See Laurence Bertrand Dorleac, L'Ordre 

sauvage. V io lence, depense e t sacre  dans  

I 'a rt des annees 195 0 -19 6 0 , Paris 2004, 

p. 304.

17 Quoted in ibid., pp. 375-376. (Mark Dery, 

Escape V eloc ity : C ybe rcu lture  a t  the End 

o f the cen tu ry , New York 1996).
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19 See Georges Didi-Huberman, Q uand les 
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1, Paris 2009.

absolute means, Burden logically had no comm entary to offer: there was no need 
of language since it was the rifle that had spoken (had shot) and it was the body 
that was speaking (was bleeding), Farocki’s burn, on the contrary, calls for an 
appraisal within the language and, more so, a minimisation or an experimental 
relativisation (hence the opposite of a 'heroisation of the artist'): ‘‘A cigarette 
burns at 400 degrees, napalm burns at 3,000 degrees."

*

To compare -  this is precisely what Harun Farocki had in mind with this self
inflicted burn. It seem s to me that his gesture was not so much a ‘metaphor’, 
as Thomas Elsaesser18 puts it, than a choreography of dialectical comparison. 
Or even a metonymy, if one considers this punctual wound as a single pixel of 
what Jan Palach had to suffer in his entire body. It was, in any case, a carefully 
considered historic argument, which used real heat, at 400 or 3,000 degrees, 
as its pivotal point. The burning mark was not an ultimate point or its weakened 
metaphor, but a relative point, a point of com parison: “When he's done speaking, 
the author (this is how, in 1995, Farocki referred to  himself in his installation 
Schnittstelle/\nterface, 1996) burns himself, although only on a single point of 
skin. Even here, only a point of relation to the actual world.”

*

Harun Farocki was born in 1944, in a time when the world at large was still 
threatened by an unprecedented fury of political and military violence. It is as 
though not only the ashes of the bombed cities had landed directly on his cradle, 
but also the thoughts written at the same time, though at the other end of the 
world, by a few exiled Germans, among whom, from within their own suffered  
time (their dirty lives of exiles, their 'mutilated life’), thought had been able to 
lift itself to the level of political anger -  as though they had been offered him 
for his entire life. I think of Bertolt Brecht, of course, and his Arbeitsjournai, in 
which nearly every single page reflects upon the question of the politics of the 
image.19 But I also think of the Dialektik der Aufklarung composed by Theodor 
Adorno and Max Horkheimer during their American exile. Those are indeed two 
words dear to Farocki -  Dialektik describing most accurately his own method of 
working, of editing, and Aufklarung signifying both the ‘ light’ of enlightenment 
and the most menacing ‘reconnaissance’ activity of planes, as in those wars 
replete with cam eras, which the filmmaker has questioned in several of his films, 
among which Bilder der Welt und Inschrift des Krieges (Images of the World 
and the Inscription of War, 1988) or in installations such as Auge/M aschine  
(Eye/Machine, 2000). The two authors of this fam ous work -  written in 1944 -  
certainly did not represent what Brecht appreciated most during his stay in the 
United States. For although Brecht discussed theatre and cinema with Adorno, 
listened to Hanns Eisler's records at home, took pleasure in shocking everyone 
by criticising Schonberg, and attended, among others in June and August 1942,



inar jn exile of the Frankfurt Institute20, he compared Horkheimer to 
th? f  v n" and a "millionaire [who] can afford to buy himself a professorship 
3 C ° er he happens to be staying."21 Still. Something fundamental nevertheless 
Wlief all these great anti-fascists who paid dearly for their freedom of thought. It is 
linksa I that which links the Dialektik, this word that speaks of negation, of truth, 
^h is to ry  and Aufklarung, the light of enlightenment whose historic work of self
° /'rsal and of self-destruction they had all observed with their own eyes, filled 
f6th anguish -  an inextinguishable burning of oneself. It would thus seem even 
W' re'accurate to describe this something as the possibility of the worst to which 
our most precious values -  the light of enlightenment, the ideal of community, the 
truth of words, the accuracy of images -  are constantly exposed.

*

All things kept in perspective, Harun Farocki could thus be said to share with 
Adorno and Horkheimerthe fundamental questioning that aims to understand “the 
self-destruction of enlightenm ent” right up to “the power by which the technology 
is controlled”, as stated in the very first pages of Dialectic o f Enlightenm ent.22 
Why does “the fully enlightened  earth radiate[s] disaster trium phant” ?23 Why is 
it that "knowledge, which is power, knows no limits, either in its enslavem ent of 
creation or in its deference to worldly m asters” ?24 These are recurring questions 
in the work of many thinkers, such as Aby Warburg and Sigmund Freud, Walter 
Benjamin and Siegfried Gideon, Hannah Arendt and Gunther Anders, but also 
Gilles Deleuze or Michel Foucault, Guy Debord or Giorgio Agamben, Friedrich 
Kittler or Vilem Flusser, Jean Baudrillard or Paul Virilio; they are common 
questions, except that Farocki tackles them from the vantage point of specific 
and intensive observation: all these phenomena of self-destruction today -  today 
admittedly as much as yesterday, yet today more than ever -  involve a certain 
work on images.

*

Thus, when Adorno and Horkheimer note that "abstraction, the instrument 
of enlightenment, stands in the same relationship to its objects as fate, 
whose concept it eradicates: as liquidation [so that] the liberated finally 
themselves become the 'herd' ( Trupp), which Hegel identified as the outcome 
of enlightenment"23, Farocki would presumably add that today the treatment of 
images in the social sphere in its widest possible understanding -  from military 
aviation to urban traffic management, from the penitentiary to the shopping mall
-  commands both this abstraction and the liquidation of peoples into 'herds’. The 
astonishing montage which, in Dialectic o f Enlightenment, saw a chapter on the 
'Culture Industry’ (Kulturindustrie) followed by an exploration of the foundations 
of anti-Semitism26, is today echoed by Farocki's obsessive questioning of their 
very articulation, whether in Im ages o f the World and the Inscription o f War or in 
Aufschub (Respite, 2007).

20 Bertolt Brecht, Journa l de tra v a il (1938

1955), Paris 1976, p. 265 (27 March 1942), 

p. 276 (24 April 1942), p. 282 (9 May 1942), 

and p. 313 (13 August 1942).

21 Ibid., p. 201 (August 1941). (Quoted in 

Richard Wolin, The F ra nk fu rt S choo l Revisited  

and  O ther Essays on P o litic s  a nd  S ociety, 

London 2006).

22 Max Horkheimer and T. W. Adorno, La 

D ia lectique  de  la  Raison. Fragm ents  

ph ilosoph iques  [1944], Paris 1974 (ed. 

1983), pp. 15 and 19. (D ia le c t ic o f 

E nlightenm ent. P h ilosoph ica l Fragm ents,

Palo Alto 2002).

23 Ib id , p. 21.

24 Ibid., p. 22.

25 Ibid., pp. 30-31.

26 Ibid., pp. 129-176 and pp. 177-215.
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[Editor’s note]

In the same way that certain philosophers want to maintain their thought at the 
level of a critical theory  that deserves its name -  we should remember that Bertolt 
Brecht and Walter Benjamin had a common project, a magazine called Krisis und 
Kritik, and that Harun Farocki was an editor of Filmkritik from 1974 to 1984 -  
certain filmmakers have tried to maintain their practice at the level of what could 
be called a critical montage of images: a montage of thought accelerated to the 
rhythm of anger in order to better, to calmly denounce the violence of the world.

*

This is an arduous task and, to be precise, a dialectical one. The critique of 
enlightenment cannot dispense with the use of critical enlightenment, as 
dem onstrated, for instance, by the work of Theodor Adorno over its long course (one 
could, on the other hand, call nihilists, or 'cynics' in the modern understanding of 
the word, those who indulge in the laziness or 'luxury' of abandoning enlightenment 
altogether to those who use it for totalitarian purposes; the fact is that you should 
never surrender the slightest morsel of the common good to the political enemy, 
as Victor Klemperer27 no doubt knew when he refused to surrender so much as a 
single word of the German language to Goebbels). Similarly, a critique o f images 
cannot dispense with the use, practice and production of critical images. Images, 
no matter how terrible the violence that instrum entalises them, are not entirely 
on the side of the enemy. From this point of view, Harun Farocki constructs other 
images which, by countering enemy images, are destined to become part of the 
common good.

*

Like Aby Warburg who, throughout his life, was obsessed with the dialectic of 
what he called the monstra and astra -  a dialectic which, according to him, 
enshrined the entire ‘tragedy of culture' -  and like Theodor Adorno, who was 
constantly worried about the dialectic of self-destructing reason, Harun Farocki is 
relentlessly asking a terrible question (the same question, dare I say, which has 
spurred my work 'forever', as one so inadequately says, and which, in any case, 
provides me with the sensation of true recognition when facing the filmmaker's 
montages). The question is the following: why, in which way, and how does the 
production o f  images take part in the destruction o f  human beings'?

*

First of all there are images that dispense with the very human beings they were 
intended to represent: "Just as mechanical robots initially took workers in the 
factory as their model, shortly afterwards surpassing and displacing them, so the 
sensory devices are meant to replace the work of the human eye. Beginning with

*



1V fjrst work on this topic (Eye/M achine, 2001), I have called such images that 
are not made to entertain or to inform, 'operative images'. Images that do not 
try to represent reality but are part of a technical operation."28 But the 'dialectic 
of enlightenment' is more devious still, since the development of sophisticated 
technology is likely to 8° hancl in hand with, for instance, the most brutal forms 
0f human indignity. Farocki notes in this respect that when "the Nazis took the 
first jet-propelled plane and remote-controlled weapons into the air, when they 
miniaturised the electronic camera so that it could be built into the head of a 
rocket, there was more slave labour in Central Europe than ever before. And it is 
incredible to watch films from Peenemiinde, the base of the V2 and other rockets: 
the high-powered weapons being rolled on hand wagons . . . ”29 
Then there are images for destroying human beings: images whose technical 
nature derives from their immediate connection -  generally for reasons of 
‘reconnaissance’ (Aufkiarung) and g u id in g -to  armamentation. “ In 1991", writes 
Farocki, "there were two kinds of shots from the war of the Coalition Forces 
against Iraq that were som ething new, that belonged to a visual category of their 
own. The first shows a section of land, taken from a camera in a helicopter, 
an airplane or a drone -  the name for unmanned light aircraft used for aerial 
reconnaissance. Crossing the centre of the image are the lines marking the target. 
The projectile hits, the detonation overloads the contrast range, the automatic 
fade counteracts it; the image breaks off. The second shot com es from a camera 
installed in the head of a projectile. This camera crashes into its target -  and 
here as well, of course, the image breaks off. [...] The shots taken from a camera 
that crashes into its target, that is, from a suicide camera, cling to the memory. 
They were new and added som ething to the image that we may have heard about 
since the cruise m issiles in the 1980s, but didn’t know anything specific about. 
They appeared together with the word ‘intelligent weapons’."30 
Needless to recall that these images, as beautiful as video gam es, were offered 
to the fascination of all while, at the same time, photo-journalists from all over the 
world were strictly kept away from the battle fields by the US Army, which meant 
that these images o f technical processes, divided into squares by the viewfinder 
and saturated with explosions, these abstract and perfectly ‘contem porary’ 
images took the place of the images o f results which a journalist could have -  
should have -  brought back from the ruins caused by all these ‘surgical strikes' 
(and those images would not in the least have seemed ‘new’, since nothing looks 
more like a burnt corpse than another burnt corpse). Farocki, in any case, asserts 
that, the “operative war images from the 1991 Gulf War, which didn't show any 
people, were more than just propaganda, despite rigid censorship, meant to hush 
up the 20,000 deaths of the war. They came from the spirit of a war utopia, 
which takes no account of people, which puts up with them only as approved, 
or perhaps even unapproved, victim s. A military spokesman in 1991 said, when 
asked about the victims on the Iraqi side: ‘We don't do body counts’. This can 
be translated as: ‘We are not the gravediggers. This dirty work has to be done by 
other people.”'31

28 Harun Farocki, "Le point de vue de la 

guerre" [2003], Trafic, no. 50/2004, p. 449, 

(Reprinted in Pontbriand 2009, pp. 90-101).

29 Harun Farocki, “Influences transversales" 

(2002), in Trafic, no. 43/2002, p. 20. 

(Reprinted in Harun F a rock i: One Image  

D oesn't Take the P lace  o f  the  Previous One, 

ed. by Michele Theriault, Montreal 2008, 

pp. 147-153).

30 Farocki [2 00 3], 2004, p. 445.

31 Ibid., p. 451.
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There are also operative images simply destined to monitor human beings, 
often under the pretext -  accepted, if not applauded by a substantial part of 
our frightened societies -  of keeping them from destroying themselves. This is, 
to a certain extent, the reverse side of the automation of work which Farocki 
addressed in Eye/Machine: it can be seen operating in Counter-Music, in 2004, 
which no longer tries to demonstrate the economy of a chemical product such as 
napalm, but the economy of transportation, of passages and flows of populations 
in any given modern city.32 Christa Blumlinger has rightly pointed out the presence 
in Farocki’s work of this "fundamental reflection on the control society’’33, which 
reaches its critical climax in the film Gefangnisbilder, in 2000, followed the same 
year by its ‘installed’ version entitled Ich glaubte Gefangene zu sehen  (which 
translates as I Thought I Was Seeing Convicts, the near-perfect quotation of 
Ingrid Bergman’s reaction in Roberto Rossellini’s film Europe 51 when she sees 
factory workers).

Even to those who have not read Michel Foucault’s and Gilles Deleuze’s 
fundamental texts on the 'control societies' -  not to forget the stories by William 
S. Burroughs or Philip K. Dick -  the papers nearly every morning declare that 
surveillance devices, far from preventing the destruction of human beings, 
mainly provide them with a new, even more spectacular, existence. While 
surveillance certainly produces "an abstract existence like the Fordist factory 
produced abstract work”, as Farocki once wrote, the word abstract must here be 
considered in the precise understanding it was given by Adorno and Horkheimer 
in Dialectic o f Enlightenment, when they wrote that "abstraction, the instrument 
of enlightenment, stands [...] to its objects [...] as liquidation"34. To convince 
oneself of this, it suffices to watch again, in Gefangnisbilder (Prison Images, 
2000), this chilling moment where the camera has detected a fight in the prison 
yard, and the gun that is linked to it -  for such is the complete device: to monitor 
and to destroy -  fires a shot at one of the two prisoners without a warning.35

*

“ In the first months of 1999, I was travelling to prisons in the United States to 
organise images produced by surveillance cameras. It's a type of image which is 
still hardly theorised. M ost prisons in the United States lie far away from cities, 
and there's only a parking lot in front of them, nothing else that would suggest 
any kind of urban planning to create a public space. Instead of travelling to 
the prison, some federal states grant visitors the option to communicate with 
inmates from home via a kind of TV telephone. In California and Oregon I went 
to prisons which had been built in largely uninhabited areas, which reminds one 
that some time ago prisoners were sent to the colonies. [...] My prison visits 
were a terrifying experience. One prison director in California, who had been 
trained as a priest, told me that the former governor was of Armenian origin and

*
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therefore did not tolerate fences to be put under high voltage. It reminded him 
too much of the German cam ps. [...] In Campden, near Philadelphia, the prison 
was the only building on the main road that was still intact. You could see the 
c o m m o n  areas behind thick glass panels, and it smelled of sweat like in a zoo. 
The correctional officer who gave me a guided tour pointed at the nozzle in the 
c e i l i n g ,  through which tear gas was to be funnelled in case of an emergency! This 
never happened since it turned out that the chemicals decom posed when stored 
for s o m e  time. [...] After we had filmed in the Two Rivers Correctional Institute in 
O r e g o n ,  I drank a cup of coffee with my camera man Ingo Kratisch on the terrace 
of the adjacent golf club. It was hardly bearable, it was like one of those cheap 
e d i t i n g  cuts a i m i n g  for m a x i m u m  effect: from the hi-tech prison (subproletariat) to 
the artificially irrigated golf club (pensioners); the golf players were driving around 
in electric carts. Oppositions like these suggest a connection.”36

*

Denouncing: lifting one’s thought to the level of anger. Protesting. Separating, 
overturning things that seem to go without saying. But also establishing a 
connection on one level between things which, on another level, seem totally 
antagonistic. This, then, is an act of montage: the American prison and the 
German camp on the one hand, the prison for the dangerous and the golf club for 
the harmless on the other hand. But Farocki shows us that the camp -  and, more 
importantly, colonial history and, of course, the question of slavery -  is by no 
means absent from the memory of this prison, while this golf club is really located 
next to the prison. It becom es apparent that Harun Farocki’s montages first and 
foremost concern what Walter Benjamin called the ‘optical unconscious’, and on 
this account, present them selves to ourgaze as a true critique of violence through 
the ‘images of the world', given that violence often starts with the implementation 
of apparently 'neutral' and 'innocent' devices: regulating visitor traffic, building 
a prison on a specific site, designing the window panels of a common area in 
a certain way, positioning ‘security ’ devices in the conduits inside the ceiling, 
reintroducing some sort of organisation of labour among the prisoners which is 
presumed to be ‘beneficial’ to the institution etc.
A critique of violence, then. In order to criticise violence, one has to describe it 
(which implies that one must be able to look). In order to describe it, one has 
to dismantle its devices, to ‘describe the relation’, as Benjamin writes, where 
it constitutes itself (which implies that one must be able to disassem ble and 
reassemble the states of things). Yet if we are to follow Benjamin, establishing 
these relations implicates at least three domains, which Farocki tackles 
simultaneously in each investigation that he conducts. The first is technique  as 
the realm of the ‘pure m eans’ that violence puts to use: ‘‘The sphere of pure 
means unfolds in the most material human realm -  conflicts relating to goods. 
For this reason technique [Technik] in the broadest sense of the word is its most 
proper domain."37 The second territory in which one needs to constantly question 
violence is that ‘of the law and of ju s tice ’38. Hence, Farocki's investigation on

36 Harun Farocki, “ B ild e rS e h a tz (excerpts)"

[1999], in Blumlinger (ed .) 2002, pp. 94-95.

37 Walter Benjamin, "Critique de la violence" 

[1921], in CEuvres, I, Paris 2000, p, 227. 

("Critique of Violence", in S e lected  W ritings, 

vol. 1 :1 9 1 3 -1 9 2 6 ,  Cambridge 1996).

38 ibid., p 210. [Ita lics by G D -H ],



images will never be free from legal consequences, starting with the question of 
who "produced" them and to whom they belong, how to quote them and what risk 
one incurs when using them ... Finally, Walter Benjamin -  despite the intrinsic 
philosophical difficulties of his formulations39 -  makes it perfectly clear that "the 
critique of violence is the philosophy of its history [which] makes possible a 
critical, discriminating, and decisive approach to its moment in time."40 Could 
it be, then, that the image is in league with violence simply because it is an 
inseperably technical, historical, and legal object?

*

Lifting one’s thought to the level of anger, lifting one's anger to the level of a 
work. Weaving this work that consists of questioning technology, history, and the 
law. To enable us to open our eyes to the violence o f the world inscribed in the 
images.

39 See Sigrid Weigel's recent commentary, 

W alter Benjam in. Die Kreatur, das Heiiige  

die  Bilder, Frankfurt a M. 2008, pp. 88-109.

40 Walter Benjamin [1921], 2000, pp. 241-242. 

[Italics by G D -H ],
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Napalm Death
Diedrich Diederichsen

Translated from German by Karl Hoffmann
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In the opening scene of Nicht loschbares Feuer (Inextinguishable Fire, 1969), we 
see an announcer, played by the director. Generations born after 1980 probably 
don’t know what an announcer was. During the first decades of television, 
particularly public television in the Federal Republic of Germany, TV announcers 
were a very important institution. The TV programme was often still quite didactic 
and additionally made an effort to show its responsibility. Viewers had to be 
guided. They complained whenever the appearance of the announcers didn’t 
match the programme or when they weren't dressed accordingly. At times, the 
announcers had to explain the relation of the public television station to the 
messages conveyed by the programmes it broadcast. In a certain respect, 
announcers in Germany also always embodied an aspect of the parole officer of 
re-education.

Cinema, on the other hand, was, and is a different world. Cinem atic images are not 
announced, and their consum ers take a liking to the direct impact they have, to 
their brutality, if you like. Therefore, if one sees an announcer in a feature film, at 
least with today's sensitivity, he is regarded less as an agent of official didactics 
than as representing a V-effect. The announcer of the 1960s, in contrast, was 
ratura/for the television viewer; he was not marked. Mild didacticism was a basic 
fact of the medium, one had not yet experienced it differently. Announcements 
and instructive guidance were normal in these tim es, they were deemed neutral. 
The announcer, however, is a paradox, for he is the individual embodiment of 
neutrality -  the concrete face of a stance that isn't allowed to have a face. If 
thematic continuity in the work of Harun Farocki can be counted as an argument 
for the importance of a topic, in individual cases as well, then it is certainly not 
irrelevant that he has not only repeatedly been concerned with how products of 
war are produced, but has also dealt with the role of TV  announcers once more 
in another film.1

The presentation of an announcer in Inextinguishable Fire is not only directed 
against his de-marking, naturalising function within the consciousness-industrial 
compiex of TV. His appearance also establishes a connection to a world which is 
not about art, autonomy, openness, and sensitivity, but is imbued by education 
and enlightenment. This relation is not only an antagonistic one. However, the 
announcer does perform the limits of his possibilities. Not by disrupting the 
ideology of pseudo-neutral distance through exaggeration or parody, though. At 
first he introduces himself as something different: he is bent over and is reading. 
The normal announcer looks to the viewer/the cam era. This announcer gazes at 
and into the camera only after a while, like a poet who has finished reciting his 
poem or is intent on taking a meaningful pause.

At this point, he makes use of his role and the rule on which it is based, namely, 
that one cannot only speak of a content but also of the way in which a subject 

1 M oderatoren im  Fem sehen, matter is represented. He explains how extreme images function and why they
(Moderators, 1974) are to be rejected in this case: the viewers would feel personally offended and

I
My namejswJrajpihn D 

I am VietnameVe;
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forget the different levels of e f fe c t -th e  images them selves, the memory of these 
irnages, the facts to which the images refer, and the contexts on which these 
facts are based. He actually explains this like a TV announcer. Only then does 
he go a step too far -  not to transcend the role, but to arrive at an equidistance, 
so to speak, to firstly the alleged but in truth ideological neutrality of the TV 
announcer and secondly the forms of representing violence in movies, which he 
just mentioned, to then reject them and explain what this film does not pursue: 
the director/announcer puts a cigarette out on his arm.

In e x tin g u is h a b le  Fire consists of three parts. The announcement was the first; 
it doesn’t end with the stubbed-out cigarette, but continues the experiment on 
a dead laboratory rat that is now burning, as we learn from the off-screen voice, 
at 3,000 degrees Celsius (instead of the cigarette’s merely 400). The end of the 
third part predicts how one could utilise the insights gained in the main part. This 
part is announced by two inserts: “The loss of the oppressor is the gain of the 
oppressed" and “ How that can be changed."

In between, there is a story line with dialogues among workers of the Dow 
Chemical plant in Michigan, spoken in an emphatically inexpressive manner, 
From today's perspective, this story line also refutes the accusation often made 
against those revolting in the 1960s, namely, that their Marxism and pacifism 
weren’t mediated. The accusation was that the outrage over the war in Vietnam 
waged by the United States, the NATO ally and liberator from the Nazi regime, 
with its particularly gruesom e means, including napalm, Agent Orange etc., was a 
comprehensible, legitimate and emotional reaction that almost everyone shared. 
But the connection to Marxism which, as one knows, is not pacifist, was allegedly 
artificial and demagogic etc. The few Marxist intellectuals were said to have 
hijacked the many pacifist sentim entalists. Inextinguishable Fire, in contrast, 
proposes a Marxist critique of the production process of napalm, making specific 
reference to one of the widespread reasons for outrage and inscribing it in a 
Marxist critique of production.

The fact that capitalist production is organised in such a way that those involved 
are unaware of what they are doing, and that this mode of production therefore 
creates subjects whose personal morality is based on this agnosticism , is 
something that the subsequent fiction scenes substantiate, not merely by 
employing the vulgar critique of alienation directed against the simple fact of 
division of labour -  as it was widespread then and still is now. It is not just the 
complexity and opacity of the separated production units that make it impossible 
to gain an overview of the whole and that ultimately allow the napalm developer 
to say that he's doing his job to end the war. It is instead the economic motivation 
to make maximum use of and exploit the means of production as well as living 
labour; and this mainly has to do with specialisation. Specialisation, in this 
case, does not predominantly apply to specialised machines but to specialised 
humans. Their specialisation appears not only as an aspect of a purely Taylorist

053



•#

division of labour distributed across various units to increase productivity, but as a 
specific capacity, a specific skill: only a person who is highly specialised can 
solve a specific yet decisive chemical problem. This knowledge, however, is 
organised so that it can only become productive if another type of knowledge 
remains unproductive, against which it also com petes within the company. This 
knowledge, which constitutively excludes other forms of knowledge, is not merely 
a result of everyday Taylorism, it marks the current perversion level of instrumental 
reason. The psychological quality -  commonly understood as positive, even 
deeply humane -  of wanting to actively solve problems and being satisfied when 
this succeeds, is an important moment of this knowledge; it doesn’t have to be 
brought there by force, it offers itself on its own.

This is shown in the middle part of the film, in a fast-paced sequence of dialogues. 
Small improvised notes on walls and furniture explain where we are currently 
located in the Dow Chemical corporation. Thus we are implicitly asked to picture 
all these mostly unspecified pieces of furniture, sparsely equipped spaces and 
labs foremost in their function of producing and, above all, exploiting this at 
once reduced and optim ised knowledge. It is not that they resemble real spaces 
that have a similar function; nor do they deny that they could function as props. 
Despite the charm of using props to once again caricature the reduction to what 
is essential, it is not about finding the method itself comical, and, for example, 
welcoming it as a model of conceptual or alienating artistic strategies. What is at 
stake, instead, is their effect in regard to this specific content. The performers 
of the storyline tell us everything necessary as far as the instrumental mode of 
thought that guides them is concerned. We also learn all that is required about 
the concrete product of napalm. It is not only the exem plary product of this case 
that is important, but it is also -  and this is som ething revealed by the cigarette
-  the concrete material, the specific temperature at which a cigarette burns, 
without which there would be no exemplary chemical plant.

A second layer is also involved, however, which one can position against a nowadays 
frequently voiced critique of the radical left in 1960s Germany. One often hears 
that criticism of the Vietnam War was associated with an anti-Americanism that 
had latently hibernated across all generational gaps. Instead of sympathising with 
Israel, which would have been adequate for German leftists, they had ensconced 
them selves in an anti-im perialist and anti-Western attitude, the mentality of 
which in fact continued that of their Nazi fathers, rather than fighting and coming 
to terms with it, som ething which these leftists claimed to have done. The film's 
special approach of establishing a connection between the capitalist mode of 
production and gruesom e mass killing via the production of lethal agents can 
indeed be ascribed to the specific dealing with National Socialism, as was the 
case with leftists in the 1960s. It took place, on the one hand, under the impact 
of court proceedings such as the two Auschwitz trials (1963-65, 1966) and the 
euthanasia trial (1967) in Frankfurt and, on the other, within the intensifying 
debate on the continuities of the professional lives of officials during the Nazi



, d anc| in post-war FRG, including persons who were in the dock during the 
?q47 I G. Farben trial in Nuremburg and, after serving a sentence, immediately 
took on positions in West German chemical corporations.

The tertium comparationis between Nazi regime and Vietnam War would therefore 
not be described from a perspective of geopolitics or culture war (Kulturkampf), 
put from a perspective critical of capitalism, one which specifies the roles of 
corporations and describes them according to the way they are organised under 
specific capitalist conditions. Of course, one can maintain that this comparison 
ignores a number of differences, but this comparison is not even addressed in the 
film. AH that is done -  albeit in a clearly discernible manner -  is that a lesson from 
the historical debate stemming from the then-recent German past is applied to a 
contemporary context. The debate at the time predominantly revolved around the 
fact that it is impossible to comprehend Nazi fascism without also examining its 
econom ic and productive side, all the way to the production of lethal agents. No 
direct reference is made to this debate in thematic terms, it is instead indirectly 
applied to a present-day ca se .

In Howard Hawks’ version of the often adapted journalist comedy The Front Page 
(by Ben Hecht and Charles MacArthur), His Girl Friday (1940), there is a doomed 
man whose execution is at all times imminent. Persons wanting to save him 
learn that the deluded man listened to a -  possibly vulgar M arxist -  soapbox 
demagogue for a period of time, who preached 'production for use ’: one should 
only produce what one can also use. For the defence of the deranged, doomed 
prisoner, the consequence is that, since he possessed a pistol, he had to use 
it. Otherwise he would have made himself guilty of owning a useless object. The 
third part of Inextinguishable Fire is also about how a utility value is created on its 
own, unconsciously, so to speak. Unconsciously, because under the conditions of 
"intensified division of labour", as it is called in the film, and instrumental reason, 
nobody does what he or she does in a conscious way, and what the product is 
used for constitutively eludes the producers’ knowledge. Shortly before the end 
of the second part, a female chemist, about to get into her Jaguar E-Type on the 
company premises, explains to a camera hovering above her, and thus marking 
a higher authority, that she, as a chemist, cannot worry about what people do 
with her products. The price for driving a Jaguar E-Type, the most coveted object 
of all in the era in which this film was shot, both in cinema and reality, lies in 
suppressing the use, making it unconscious -  until som ebody fires aim lessly for 
the sake of it.

In the third part, a worker, a student and an engineer are heard. Each day, the 
worker steals one component of a vacuum cleaner from the vacuum cleaner 
plant in which he works. Once he has all the parts together, he tries to assemble 
them at home, but no matter how he tw ists and turns them, the result is always 
a machine gun. The student suspects that the vacuum cleaner factory is secretly 
producing machine guns and also collects parts -  yet in his case they always turn
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out to be vacuum cleaners. The engineer explains that one can use a machine 
gun as a household appliance and a vacuum cleaner as a weapon. He says that it 
is up to the workers, students and engineers to determine what is manufactured 
in a factory. As long as this is not the case, the power relations are not only 
determined by those in power; a kind of unconscious utility value is also produced 
all the time. This is a thought that is not too different from what the Situationists 
of the same period termed detournement. A further argument in favour of this 
is that the worker, student and engineer are all embodied by the same actor, 
who already stands for the reconstruction of a unit of production that is no 
longer specialised and based on division of labour, as opposed to the pseudo
individuality of the various actors in the second part who gained their positions 
through division of labour. In detournement, the finished products are used as if 
the decision in regard to their utility value were made by the consum ers. Hence, 
not only the consum er is reconstructed as an idea/utopia; what is additionally 
revealed is the difference between current use (by those in power) and utility 
value.

Today, it appears as if each generation had to repeatedly decide between the 
principles of reflexivity and extremism  with regard to artistic representation. 
Reflexive formats, particularly enlightening and didactic ones in the tradition of 
Brecht, are always at risk of merely displaying their stylistic devices, especially 
if these means are as unusual for a general public as they have been asserted 
as a matter of course in specialised circles, and thus reproduce the misery of 
the mode of production based on division of labour as it is shown in this film. 
Extreme depictions can perhaps relate new conditions in a better way. This is 
how I imagine the line of argument of Spaghetti Western fans during the student 
revolt. Of course, a theory of extremism did not yet exist at the time, like the one 
presented by Dietmar Dath a few years ago.2

Yet the introductory monologue of the poet-announcer anticipates precisely the 
possibility and perhaps the necessity of such a theory. He conceives this theory 
by implication, which he then rejects with the argument that extremism can 
never underpin the connection between the impression, which is so important 
for this theory, the facts and finally the context with which the direct impression 
of napalm should be associated with in the end. In order to achieve this, the 
film must perform something that goes beyond the contexts represented as 
something general via replaceable types and replaceable furnishing: it must draw 
images from this representation that add something to the setting, which is in no 
way characterised by illusionism. Something that does more than eliminate the 
suspension. Something that mediates impression and context.

There are several such images in Inextinguishable Fire, for example, the forlorn 
forklift that resem bles a motif from Giorgio de Chirico's so-called metaphysical 
paintings. What it adds is this: beyond the duality of offending extremism, which 
leads to suppression, and the representation of contextualisation, which aims at 
comprehension; between overpowering and its fetishistic concretion, on the one 
hand, and didacticism and its abstraction that disregards the concrete medium 
of experience, on the other, there is, in the ideal case, an image in general or the 
image in particular. We regard it neither as a reproduction of reality nor as one 
that would have come into existence without reality. Without the production of 
napalm and the Jaguar E-Type.

Dietmar Dath, Die salzweiSen Augen -  Vierzehn 

Briefe uber Drastik u nd  D eutlichkeit, Frankfurt 

a. M, 2005. Dath refers to Death Metal, the 

genre which in the past twenty years has most 

frequently mentioned napalm. Band names 

such as Napalm Death, perhaps the most 

important group of the genre, are telling.



Holocaust Memory 
as the Epistemology 
of Forgetting?
Re-wind and 
postponement 
in Respite
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1 At the time of writing, The Face of Sorrow, 

Duyn's television documentary has not been 

translated into English.

2 Settela, Nottingham 2005.

"One Train May Be Hiding Another: Private 

History, Memory and National Identity", 

S creening the Past, April 1999, http://www. 

latrobe.edu.au/screeningthepast/classics/ 

rr0499/terr6b.htm [22 August 2009].

4 A review, reproduced on Farocki’s website, 

erroneously credits Farocki with the 

discovery. See http: www.farocki-film.de 

[22 August 2009].

"There are witnesses who will never encounter the 

audience able to listen to them and to understand."

(Paul Ricoeur)

Puzzled and Perplexed

In October 2006, Harun Farocki and I had almost missed each other in the Index 
Gallery, Stockholm, at a crowded reception in his honour after the opening of 
Gegen-M usik  (Counter-Music, 2004). In the subsequent e-mail exchange, Farocki 
wanted to know what I could tell him about a film made at W esterbork, the transit 
camp run by the SS during Nazi Occupation of the Netherlands.* I replied by tell
ing him about Cherry Duyns' Het gesicht van het verleden (1994),1 a documen
tary about the camp footage shot by Rudolf Breslauer and about Aad Wagenar’s 
(successful) quest to identify the name of the film's iconic image, known as ‘het 
meisje’ [the girl], also detailed in his book Settela  -  het meisje heft haar naam  
terug (1995).2 I also sent him an essay I had published in 1996 on both Duyns' 
film and Wagenaar’s detective work, titled One Train M ay Be Hiding Another.3

A year later, in New York, at the Greene Naftali Gallery -  another opening of a 
Farocki installation, this time Deep Play (2007) -  Farocki presented me with a 
package of DVDs, comprising a good part of his oeuvre. I was delighted and quite 
moved. Among the DVDs was also Aufschub  (Respite, 2007). On re-seeing this 
(to me, familiar) Westerbork material, and reading Farocki’s 'silent film’ com
mentary, my first response was puzzlement, tinged with perplexity. No mention 
of Cherry Duyns’ film, barely a word about Aad Wagenaar. Yet one of the crucial 
‘discoveries' made by two forensic experts at the Rijksvoorlichtingsdienst (who 
appear in both Duyns' film and Wagenaar's book), namely the precise date of the 
convoy, thanks to the chalked initials and date of birth on the suitcase of the sick 
woman being deported on a hand-cart -  is also a key ‘discovery’ in Respite .4

The Westerbork footage is among the most familiar pieces of archival footage 
that the Nazis have left of their otherwise clandestinely planned and executed 
deportation and destruction of Europe’s Jews. It is unique in that it shows in 
relentless detail one particular transport of Jews to Auschwitz, wittingly or unwit
tingly testifying, in heartbreaking fashion, to the deception perpetrated by the 
Nazis and the self-deception of their victims, as those who stay behind shake 
hands and bid farewell to those in the trains, while other unfortunate passengers 
help the guards bolt the doors of their boxcars. What was less known, at least to 
the public outside the Netherlands, was that this m uch-used authentic footage of 
the deportation had been extracted from a considerably larger ‘documentation’ of 
W esterbork camp life, whose origin, intent and purpose was quite different from 
what it now appears to be, and even contradicts the uses it has so often been 
put to since. These 'gaps' and mis-alignments are prominent among the themes 
that Respite addresses.
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ki jS ju stly  known for his pioneering use of found footage, from often anony- 
us and usually very diverse sources. He has an uncanny and extraordinary 

m,° for establishing links and building connections that no one had thought of, 
dared to draw before.5 By these criteria, even the extended Westerbork foot- 

°Le Is not 'found footage' and its makers are not anonymous. Nor does Farocki 
claim this to be the case: a prefatory intertitle establishes the basic facts of the 
m aterial's provenance and putative author(s).6 And yet: the issue of appropria
tion recycling and the migration of iconic images -  together w ith the reasons 
for the increasing use of found footage by artists, its ethics and aesthetics -  Is 
here raised in much more complex and perplexing ways than, say, when Farocki 
acquired surveillance footage from Californian prisons (Ich Glaubte Gefangene 
zu Sehen/1 Thought I Was Seeing Convicts, 2000) or featured scenes from the 
last interrogation of Nicolae Ceau§escu and his wife before they were executed 
(Videogramme einer Revolution/M  ideograms of a Revolution, 1992).

In his e-mail to me, Farocki is aware that part of the Breslauer-Gemmeker film had 
been used in Alain Resnais' Nuit et brouiiiard (Night and Fog, 1955) and he prob
ably knew or learnt about the findings of Sylvie Lindeperg.7 These have further 
problematised a debate that Farocki was already familiar with from the reception 
of his own film Bilder der Welt und Inschrift des Krieges (Images of the World 
and the Inscription of War, 1988): the ethics of using (often unattributed) visual 
material relating to the ‘Holocaust’, especially when these are film -sequences 
and photographs taken by the (German) occupiers and perpetrators or even when 
recorded by the (American, British or Russian) liberators of the camps. In Images 
of the World and the Inscription o f War, Farocki explicitly them atises the dilemma 
of sharing an alien point of view: that of the aerial photographers of the US Army, 
on reconnaissance mission, contrasted with the gaze of an SS-guard, on his post 
at the Birkenau ramp. Among the pictures the guard took that day, Farocki selects 
the one of a woman, casting a brief glance in the direction of the camera, argu
ing that in this particular instance, part of the disconcerting fascination comes 
from the apparent ‘norm ality’ of the ‘man-looking, woman-being-looked-at' situa
tion, occurring in such extreme circum stances. When the film was first shown in 
the US, feminist critics queried the ‘objectifying’ use of the photo of the female 
detainee, as well as the 'ventriloquising' use of a female voice-over who speaks 
Farocki’s comm entary.8

Thus, one might have expected Farocki to confront the question of appropriation 
and the alien gaze also in Respite. It is particularly acute in the case of the W ester
bork footage, principally for three reasons: first, one of the main points of Aad 
Wagenaar's book and Cherry Duyns' film was to document the mis-appropriation 
of the already mentioned image of the girl with the headscarf in the open door 
of a carriage, who had become a symbol of the suffering of Dutch Jews at the 
hands of the Germans. In this role she had featured as text illustration, as book 
cover and poster girl from the 1960s to the 1990s. When Wagenaar established 
beyond doubt that 'the Jewish Girl’ was not Jewish but a Sinti, and that she had

5 See Cathy Lebowitz, A rt in A m erica, Sept, 

2002. http://f1ndarticles.c0m/p/articles/ 

m i_m l248/9is_9_90/ai_91210236 and 

Christopher Pavsek, "Harun Farocki's Images 

of the World", http://www.rouge.com.au/12/ 

farocki.html [22 August 2009J.

6 In a later e -m ail, Farocki mentions a brochure 

he bought at the Westerbork memorial site: 

this must be Koert Broersma and Gerard 

Rossing, Kam p W este rbo rkg e film d  -

Met verhaal o ve re e n  unieke film  u it 1944 , 

Herinneringscentrum Kamp Westerbork,

Assen 1997.

7 Sylvie Lindeperg, "Filmische Verwendungen 

von Geschichte. Historische Verwendungen 

des Films", in Eva Hohenberger, Judith 

Keilbach (eds .), Die Gegenw art d er  

Vergangenheit. D okum enta rfilm , Fernsehen  

und  G eschichte. Berlin 2003. Part o f her work 

on N igh t a n d  Fog  was first published in 

"N u it e t B rou iiia rd , recit d’un tournage”, 

revue H isto ire , no. 294/2005 and 

subsequently published in book form Nuit

e t B rou iiia rd : Un Film  dans I'H is to ire , Paris 

2007. Lindeperg is able to identify the 

different interpolations made by Resnais, 

as well as how he edited the Westerbork 

footage.

8 See Nora Alter, "The Political Im/perceptible: 

Images of the World...", in Thomas Elsaesser, 

Harun Farocki. W orking on the S ight-L ines, 

Amsterdam 2004, pp 211-237, p. 219

and footnote 27. Kaja Silverman, also 

commenting on this critique, mounts a 

spirited defence of Farocki’s procedure 

in "What is a Camera”, in D iscourse  

15/1993, pp. 39-42.
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Cherry Duyns' film was shown at the 

International Documentary Film Festival in 

November 1999, in a special programme 

The M em ory o f  the 2 0 '“ century. See Mark 

Duursma, “Versleten beelden niew leven 

inblazen", NRC H andelsb lad,

18 November 1999

10 On the camp commandant Albert Konrad 

Gemmeker see http://www.cymp.com/ 

agemmeker.html On Rudolf Breslauer 

see http://nl.wikipedia.org/wiki/Rudolf_ 

Breslauer [22 August 20091.

11 The literature on the dilemmas of the 

‘Judenrate’ [Jews Council] and Jewish 

'Ordnungdienste' [Security Force] is 

extensive, but -  from an ethical point -  still 

inconclusive. See David H. Jones, M o ra l 

res po n s ib ility  in the H o locaust: a s tud y  in  

the e th ics o f character, Lanham 1999. For a 

summary of the debates about the ownership 

of the gaze of the photographic records that 

has come down to us of WW II atrocities and 

genocide, see Marianne Hirsch, "Surviving 

Images: Holocaust Photographs and the 

Work of Postmemory”, The Yale Jou rna l o f 

C ritic ism , vol. 14, No. 1/2001, pp. 5-37, 

Susie Linfield, Boston Review (Sept/O ct 

2005) http:bostonreview.net8BR30.5/ 

linfield.php [22 August 2009] and -  on a 

single image -  Richard Raskin, A C h ild  a t 

G unpoin t: A Case S tudy in the L ife o f  a Photo, 

Aarhus 2004.

12 On April 9, 2000, the Dutch television 

channel VPRO devoted a special 

programme of Andere Tijden  to 

Gemmeker. See http://geschiedenis. 

vrpo.nl/programmas/2899536/ 

afleveringen/2882332/items/2882397 

[22 August 2009].

13 See also: “Vergebliche Rettung: Konrad 

Wolfs Sferne", in Michael Wedel, Elke 

Schreiber (ed .), K onrad W o lf -  Werk and  

W irkung, Berlin 2009 and "Migration und 

Motiv: das parapraktische Gedachtnis eines 

Bildes" in Peter Geimer, Michael Hagner 

(eds.), Nachleben und R ekons truk tion : 

Vergangenheit im  B ild  (Basel, forthcom ing),

•#

a name -  Settela Steinbach -  her function as icon of the Jewish Holocaust was 
jeopardised, if not altogether undermined. An image had been appropriated, for 
the best possible motives, but thereby unwittingly contributing to obliterating 
another 'Holocaust' perpetrated by the Nazi: the genocide of the Sinti and Roma.9 
The second reason why appropriation is a sensitive issue in this case, are the 
essentially opposed and yet paradoxically convergent motives of the man who 
ordered the footage to be shot (camp Commandant Arnold Gemmeker),10 and the 
man who shot the footage (Rudolf Breslauer): in the very uneven power-structure 
that bound these two men together -  each trying to prove something, though 
not necessarily to each o th e r -t h e  loaded terms ‘collaboration’, ‘collusion’ and 
'cooperation' take on the full tragic force which they acquired during World War II. 
Then, German officials enlisted Jews to administer, police or act as middlemen in 
the running of the ghettos and concentration camps, and even put Jews in charge 
of drawing up the lists of those who were to be deported on the trains headed to 
Auschwitz-Birkenau, Ravensbruck or Sobibor, as seem s to have been the case 
also in Westerbork, where -  Farocki draws attention to them -  the Fliegende 
Kolonnen  featured prominently, as part of the cam p’s Ordnungsdienst, the Jewish 
police and administrative services responsible for almost all aspects of camp 
life. Who, therefore, do the images belong to, who is their ‘author’ and through 
whose eyes are we looking as we watch the film?11

The third reason to raise the issue of appropriation is that the two minute 
sequence which Resnais took from the nearly 80 minutes’ worth of footage 
shot by Breslauer, and which he decontextualised by re-editing it, adding images 
from another transport in Poland, has in turn been further decontextualised and 
rendered anonymous. One comes across the sequence almost daily, as it is 
routinely inserted in television docudramas or even news bulletins every time 
a producer needs to evoke the deportation and the trains, and has only a few 
seconds to encapsulate them .12

Hiding behind a Camera

These multiple layers of appropriations in the history of the Westerbork film, 
however, are not the primary focus of my comments here.13 Nor was my initial 
perplexity caused by Farocki's om issions or possible mis-appropriation of previous 
research (filmed or otherwise) on the Breslauer-Gemmeker material. I was puzzled 
because, knowing Farocki's work, I assumed there must be a strategy behind his 
making a film that adds to our ‘memory’ of the Holocaust, while doing so in a 
mode of ‘forgetting’. A second viewing confirmed that Respite  is indeed about the 
question of appropriation, but in a manner I had not anticipated. It is unexpected, 
because I think neither the ethics of ‘appropriation’, nor the aesthetics of ‘found 
footage' are at issue. Instead, appropriation -  understood here as the transfer 
of knowledge, cultural memory, images or sym bols from one generation to 
another, or as the making one's own what once belonged to another -  finds
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• eif filtered through a process of reflexive identification and self-implication, 
r r  - se lf-im plication demands that the ‘memory of the Holocaust' today not

■ needs to assert Itself against ignorance, but also must prevail against its 
on arent opposite: too much knowledge. To vary a notorious saying: such memory 
^ay have to navigate between the 'known knowns’ (what we remember) and the 
■unknown know ns' (what we decide to ignore), in order to carve out the space 
0f the 'unknown unknowns' (the knowledge we might have if we neither knew 
what we knew, nor ignored what we knew).14 What if Respite were proposing an 
■epistemology of forgetting’, that is, what if it posed the question of what kind of 
knowledge we can derive from no longer knowing what we think we know, and by 
e x te n s io n ,  what would it mean to appropriate Breslauer’s ignorance, rather than 
his knowledge?

Before trying to address this possibility, I need to backtrack to what it was that 
presum ably attracted Farocki to the W esterbork material. The e-mail gives an 
admirably succinct clue: "double work as respite [i.e . suspension of work]". 
Farocki con tin u es his examination of the ethics of work (or rather, the  ‘work- 
ethic’) of the 20th century. The Breslauer-Gemmeker cooperation provides him 
with a unique -  and uniquely poignant15 -  example of how ‘work’ can be thought 
of not as production or progress, but as a delay and deferral, or Aufschub, as the 
som ewhat crisper German title puts it, which means ‘postponem ent’ as much 
as it is a ‘respite’. Aufgeschoben ist nicht aufgehoben  goes a familiar phrase, to 
indicate that if I defer a promise or an action, it does not mean th a t it is cancelled. 
One of the pivots of the film is the idea that those who are making the film and 
those who perform in it are engaged in delaying tactics: the more they dismantle 
airplane parts, recycle batteries, strip electric wires and till the land (and, as 
Farocki was pleased to discover, the more Breslauer can film them doing so in 
slow-motion), the more they can demonstrate their usefulness. And the more 
useful they are to the German war effort, the longer they hope to stay in the camp, 
while the film itself not only uses slow-motion, but in its somewhat disorganised, 
casual and non-linear manner also practices its own kind of deferral, trying to 
stave off ‘the inevitable’: the order to board next Tuesday's train.

But this 'inevitability' is part of the knowledge gained from hindsight, not neces
sarily shared by the protagonists. As Farocki ventures, there might have been the 
notion that ‘work1 in W esterbork was desirable simply because it was a case of 
better the devil you know  ...: "everyone tried to stay in W esterbork, maybe not 
because they knew what awaited them if they were ordered to leave for 'work- 
detail in the East', but because they knew that here at least, they had enough 
to eat.’’16 Gemmeker, who made a point of treating his inmates ‘correctly’ and 
neither beating nor verbally abusing them, had his own reasons for colluding with 
the decoy-and-delay exercise that Farocki thinks Breslauer was engaged in. Un
like Hans Gunther, the SS officer in Prague who when com m issioning Kurt Gerron 
to make a film in and about Theresienstadt, set out to camouflage the reality of 
camp life in order to deceive the Danish Red C ross ,17 Gemmeker wanted to prove

14 I am here appropriating the much-quoted 

pronouncement made by Donald Rumsfeld 

at a press briefing given as US Defense 

Secretary on 12 February 2002, refraining 

from adding Slavoj Zizek's ‘known unknowns'

-  'the knowledge that doesn't know itse lf -  

although this, too, may have a role to play. 

See http://www.lacan.com/zizekrumsfeld. 

htm [22 August 2009],

15 Especially if we remember 'Arbeit macht frei', 

the wrought-iron phrase over the gates of 

Auschwitz. See http://en.wikipedia.org/wiki/ 

Arbeit:macht_frei [22 August 2009].

16 H. Farocki, e-m ail. See end of the essay.

17 For a detailed account of the background 

and making of Theresienstadt -  Ein 

D okum enta rfilm  aus dem ju d ische n  

S ied lungsgebie t, see Karel Magny,

“Das Konzentrationslagerals Idylle”, in 

C inem a tog raph ic  des Holocaust, Fritz Bauer 

Institut: http://www.cine-holocaust.de/mat/ 

fbw000812dmat-html [22 August 2009].
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18 See Han van Bessel, "Onvergetelijke 

filmbeelden", de Volkskrant, 25 April 1997, 

The first historical research on Gemmeker 

and Breslauer’s film can be found in one of 

the standard works of Dutch historiography, 

Jacques Presser, De Ondergang, Nijhoff 

1965, pp. 328-332.

19 See Sylvie Lindeperg, in this book, pp. 28-35.

2 0 1 am here alluding to Jacques Lacan's seminar 

on Edgar Allan Poe'e The P urlo ined  Letter, 

translated by Jeffrey Mehlman and published 

in French Freud, Yale French S tudies, 

48/1972, pp. 38-72.

to his masters in Berlin what an exemplary camp he ran, how efficiently both 
work and leisure were organised, and how orderly the weekly transports were 
dispatched. But he too, had an ulterior motive, and was anxious for a respite, 
indeed a reprieve: under no circum stances did he want to face the prospect of 
being posted to one of the death-cam ps in the East, generally seen as punish
ment among SS officers.18

This doubleness of motives, asynchronicity of coordinated actions and diver
gence of intended and unintended consequences together manage to create 
many separate narrative trajectories, which nonetheless generate unexpected 
connections and startling intersections. It makes Respite  an obvious sequel or 
rather supplement, to Farocki's best-known film to date: Images o f the World and 
the Inscription of War. Critics have taken it as such and pointed to some obvious 
sim ilarities.19 Both films, for instance, share a key date: May 1944 -  the month of 
the Allied reconnaissance flights over Auschwitz-Birkenau that play such a central 
role in Images o f the World and the Inscription o f War, but equally the month in 
which Breslauer shot his film and the train departed for the selfsam e destination 
of Auschwitz.

Also, Images o f the World and the Inscription of War brings together two sets 
of photographs from apparently different contexts: one, the US reconnaissance 
photos, kept for decades in a bureaucratic filing cabinet; the other, retrieved 
by accident and also made public only decades later. One set are ‘technical 
images' taken from above, 'too far' and following a grid, through which fell, un
noticed, the human beings lining up to be killed, and the other set of photos 
taken from ground-level, 'too close' to register the enormity, because they frame 
views ending up in an album of souvenirs (i.e. future memories), and therefore 
are unframed by any moral concern for the here-and-now of context and situation. 
Each set documents -  in spite of itself -  that which it did not set out to show: the 
‘known unknowns' of retrospection. In Respite, even though the images belong 
to one location and one event, intention and execution, as it were, are also at 
variance with each other: the very efficiency of the organisation that Gemmeker 
wanted to present to Berlin is undercut by Breslauer’s meandering and impres
sionistic footage. While never presented to the gaze of the Big Other in Berlin, 
the film (which remained unfinished and unscreened) nonetheless ‘reached its 
destination’,20 and did serve as a document: redeeming its creator and indicting 
its instigator.

Only when Alain Resnais took charge of the editing, and produced the sequence 
now so often shown, did one ‘se e ’ the relentless and incriminating ruthlessness 
of the transports. It brought out Gemmeker’s ‘optical unconscious', as it were, 
more directly than Breslauer's, but in the process, it made the Commandant, who 
all along claimed ignorance of the fate his charges were headed to, condemn 
himself through his own vanity: "why did the German camp command even think 
of making the film? Did it not realise that especially the scenes of the transports
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id reinforce the abominable image of the system which they served?" 
Wfter the war the film was used as evidence during the trial against Gemmeker; 
"it was evidence that the Nazi them selves had created.’’21

F'nally. botl1 films feature a highly transgressive image: that of a woman, looking 
t the camera, ‘returning the look'. In Respite, Farocki, faced with the face of 

.tiet meisje', speculates that Breslauer avoided c lose-ups of the people getting 
Into the trains, out of respect for the victim's dignity. This is almost as if he 
was responding to the accusation, already mentioned, voiced about the young 
w0man's face in Im ages o f the World and the Inscription o f War being violated 
by the camera's close-up. There, Farocki’s hands 'frame' the shot, isolating her 
gaze, while the voice-over wonders what this gaze might speak of: a woman, 
aware of her beauty, catching sight for an instance of a man looking at her, 
stepping out of time and place into an eternal presence, while the other prisoners 
r e c e d e  that much further into oblivion and anonymity.

The shot of Farocki's hands framing the shot has itself become iconic -  repro
duced on book covers, and making up the DVD-sleeve. Might it be, like the door 
shutting on 'het meisje', that the hands preserve the sense of presence while 
also distancing the face, poised and pictured in the moment where imminent 
death is the condition for the most palpable evidence of life? To me, this framing 
gesture now suggests also another association: it rhymes with a remark Farocki 
made many years later, in Montreal, at a conference in October 2007, when after 
philippe Despoix' presentation, the filmmaker commented on an ad for cameras 
from 1940-41, which suggested that Wehrmacht soldiers should carry one with 
them to the front, because it would protect them from bullets. Yes, Farocki said, 
that is actually true, behind a camera I do feel strangely invulnerable.22 An odd 
sort of relay began to open up for me: perhaps Rudolf Breslauer felt that putting 
himself behind a camera in the camp gave him, too, some kind of invulnerability 
or protection from being devoured by the machinery of death;23 and that Farocki, 
in turn, had put himself ‘behind’ the camera of Breslauer, ‘appropriating’ his 
predecessor's eye by respecting the (dis)-order of the material, rather than re
editing it (as Resnais had done). In an act part-homage and part-critique, Respite  
imagines what it must have been like to look at the camp at that moment in time, 
without the knowledge that hindsight (and scholarly, commemorative or forensic 
research) has conferred on it since. Found footage film-making as recycling is 
’re-found’ footage, in Freud's sense of the phrase,24 and here mirrors, mise- 
en-abyme fashion, the recycling documented in the film itself, both serving as 
delaying tactic, for “doppelte Arbeit als Aufschub" (double work as respite) also 
names and therefore implicates Farocki himself and his method: he too wants to 
postpone ‘the inevitable' -  the knowledge of the Holocaust that came after.

21 Broersma and Rossing, quoted in Han 

van Bessel, "Onvergetelijkefilmbeelden", 

de  Votkskrant, 25 April 1997.

22 See Andre Habib and Pavel Pavlov, "D’une 

image a I’autre: Conversation avec Harun 

Farocki, H ors cham ps, 20 December 

2007, http://www.horschamp.qc.ca/ 

CONVERSATION-AVEC-HARUN-FAROCKI. 

html?var_recherche=Harun%20Farocki 

[22 August 2 009].

Breslauer’s position behind the camera was 

a tragically illusory invulnerability, as he 

was to be one of the last deportees, sent to 

Auschwitz by Gemmeker in September 1944, 

barely four months after he shot the film.

For additional information and an extract 

from the Westerbork film on the internet, 

see: http://www.auschwitz.nl/paviljoen/ 

deportatie/westerbork-1942-1944/breslauer 

[22 August 2009].

4 "Every finding of an object is in fact a re

finding of it.” Sigmund Freud, “Three Essays 

on the Theory of Sexuality and other Writings 

(1901-1905)", in Standard  E dition , vol. 7, 

London 1953, p. 222.
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25 See Thomas Elsaesser, “The Future of Art 

and Work in the Age of Vision Machines: 

Harun Farocki", in Randall Halle, Reinhild

Steingrover (eds .), A fte r the A vantgarde

-  C ontem porary German and  A us trian  

E xperim ental Film, Rochester 2008, 

pp. 47-48.

26 Harun Farocki, "Notwendige Abwechslung 

und Vielfalt", in F ilm kritik , Nr. 224/1975, pp 

360-369 On self-implication and the idea 

of 'Verbund', see Thomas Elsaesser, “Harun 

Farocki -  Filmmaker, Artist, Media Theorist", 

in Elsaesser 2004, pp 11-43, pp. 32-36.

27 Thomas Elsaesser, "Making the World 

Superfluous: An Interview with Harun 

Farocki”, in Elsaesser 2004, pp. 177-193, 

p. 185.

This special 'reflexive implication' in the subjects of his films had always struck me 
as one of the outstanding virtues of Farocki's filmmaking.25 His guiding principle 
of the Verbund [compound] is based on feedback and mutual interdependence, 
initially bom out of economic necessity, he once explained, as much as derived 
from his own work ethics and politics.26 While thinking further about the link 
between appropriation and self-implication in Respite, I remembered an interview 
I had done with Farocki in London in 1993, where he mentioned his astonishment 
that Images o f the World and the Inscription o f War had, as he put it, ‘returned 
to him a different film' from the one he thought he had made. It went out as 
Bilder der Welt und Inschrift des Krieges, which would have been 'Pictures of 
the World’, and it came back as ‘Images of the W orld’. More surprising still, his 
film was against nuclear energy and about the need to resist, if necessary by 
direct action, the stationing of atomic weapons on German soil (the controversial 
NATO-Pershing II m issiles); yet Images o f the World and the Inscription o f War 
came back -  mainly from US university cam puses and festivals -  as a film about 
Auschwitz, about ‘sm art weapons' and ‘war and cinem a’.27 This points to another 
parallel that links (the reception of) Im ages o f the World and the Inscription of 
War to (the production of) Respite: Breslauer -  and Gemmeker -  also thought 
they were making one kind of film, but their material has come down to us with 
quite a different kind of meaning. Farocki, in other words, has been subject 
to ‘appropriation’ himself, however beneficial this one might have been to his 
reputation and subsequent career, and it is therefore plausible to see Respite 
advancing (my first impressions to the contrary) quite a profound and personal 
reflection on repetition-with-a difference as well as on the intended, unintended
-  indeed, the parapractic -  consequences of 'replay'.

This would go some way towards explaining the very particular form that recycling, 
repetition and replay take in Respite, namely that of a re-wind. Originally a term 
used to describe the mechanical action of reversing the direction of a roll of 
magnetic tape or a spool of film, it has (perhaps in direct proportion to its 
technical obsolescence) taken on metaphoric connotations, meaning the ability 
to return to an earlier point in time or to a status quo ante, in order to proceed, 
through repetition, on a slightly different path, be it to undo something, to efface 
an unwelcome outcome or to start all over again. My argument would be that 
Farocki, by making a deliberate decision not to edit (nor to editorialise with a voice
over), re-winds the historical footage for us, both metaphorically and literally: we 
might imagine that we are seeing the scenes as if for the first time (the trope of 
‘d iscovery’ of something ‘buried’ in the archive) or we might assum e that they 
finally unwind in the spatio-temporal order that Breslauer shot or scripted them, 
with Farocki adding a minimum of factual information through the intertitles. 
But then there is a second, literal re-wind: he replays several scenes, now with 
commentaries that are heavy with the burden of hindsight knowledge: the white 
coats in the camp's infirmary recall the gruesom e experiments of a Mengele, the

Action Replay: The Dead Demand a Re wind
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■ ng of the copper wires anticipate the mountains of female hair, and the 
StnPtes taking their lunch break in the grass, resting from working the fields, 
iPmCid us of the sprawled emaciated bodies piled in heaps, before bulldozers 
^T lie m  into mass graves. The effect is to shock us into a double-take: Respite 
tlPpot (yet another film) about the Holocaust; it is about our knowledge of the 
'S ses of the Holocaust, and how the memory of this knowledge (and of these 

ges) has forever altered our sense of temporality and causality, and thus how 
in 'see' an image from the ‘archive’. This would be the best reason why Farocki 
appears t0 susPenci ttie Previous 'histories’ of the Westerbork footage.

The dilemma of the Holocaust film, whether fictional or documentary, is that 
hindsight knowledge inflects our response and all but pre-programmes our 
interest. The narrative arcs are pretty well determined in advance: either the 
story-line is that of a journey into the heart of darkness, meant to discover yet 
another hidden secret, to pull the mask from 'ordinary men' (or women: The 
Reader, Stephen Daldry, 2008) and reveal the ‘banality of evil' (Hotel Terminus 
_ Leben und Zeit von Klaus Barti/e/Hotel Terminus -  The Life and Times of Klaus 
Barbie, Marcel Ophuls, 1988); or it takes the form of a quest for redemption 
and atonement (S c h in d le r 's  List, Steven Spielberg, 1993), even one where self
deception and fantasy are the saving graces of an inescapable fate {La Vita e 
bella/life is Beautiful, Roberto Benigni, 1997). Such closures come at a price: 
not only are the Jews depicted as passive victim s, deprived of agency, but the 
known outcome also makes for passive spectators, shifting their attention to the 
‘how’ more than the 'why'. The typical pathos of melodrama -  that recognition 
always comes ‘too late' -  is accentuated by the response we normally associate 
with another genre: in the Holocaust film, we want to warn the protagonists, as in 
the horror movie, and shout "watch out, you’re in imminent danger, turn around, 
the monster is right behind you”. This is an especially palpable feeling one has 
with the train sequence that has made the W esterbork material famous, but our 
stifled shouts would never reach them, and our knowledge will forever be of no 
use to them.

Farocki's counter-strategy, as I see it, is to try and return some of this knowledge 
(in both its expectations and anticipations) to a point zero: hence the re-wind. 
Not to erase the knowledge or even to wish it undone (the desperate emotion 
of melodrama), but to give our train-of-thought another direction. For this he has 
to take a further step; instead of melodrama (the pathos of 'if only they knew'), 
the thriller (the suspense of superior knowledge) or the horror film (the agony of 
anticipated, but inevitable disaster) he foregrounds an altogether different genre, 
that of the ‘industrial film’. It is a bold move, fraught with its own kinds of pitfall. 
First, Respite resem bles the industrial film in its subject-matter: it shows the 
transit camp organised like a factory, and Farocki makes much of W esterbork’s 
unique camp logo, with its factory chimney and barracks set in a circular frame. 
As we saw, this is part of the ‘intention’ of the original footage, one where 
Breslauer and Gemmeker’s objectives converged. The medical, recreational



The Lumiere Brothers' D em olition  o f a 

Wall (1896) was habitually shown twice, 

first forward and then in reverse, with the 

wall once more rising from its own ashes. 

See http://www.docsonline.tv/Archives/ 

description.php?doc=260 

[22 August 2009].

and educational facilities grouped around the ‘production site' are furthermore 
modelled on well-known experiments in planned work/life communities 
implemented in such 'company towns’ as Eindhoven in the Netherlands (Philips)' 
Zlin in the Czech Republic (Bata) or Wolfsburg in Germany (VW). Second, the 
industrial film (one of the oldest genres of the cinema) has a clear trajectory: it 
progresses by separate steps and consecutive processes from raw materials 
to finished product (‘progress through process'). While Gemmeker's Westerbork 
camp prided itself on ‘processing’ almost 100,000 internees from ‘West’ to 'East' 
(graphically represented with arrows going from left to right on a chart drawn up for 
Gemmeker and filmed by Breslauer), the Westerbork film wanted to demonstrate 
that it was productively useful, this time not by making finished products, but by 
recycling redundant products and turning them back into raw materials. In other 
words, this was an industrial film in reverse, a re-wind -  reminiscent of one of 
the earliest rewinds in film history,28 but also a devastating representation on the 
part of the camp inmates of them selves as ‘useful waste’, and another reflexive 
self-implication on the part of Farocki’s film, whose condition of possibility is 
the very mise-en-abyme of the different kinds of recycling thus instantiated. 
Which brings me to the third high-wire moment: the argumentative schema of an 
industrial film ‘ in reverse' unsettles the conventional narrative of the Holocaust 
film, but at the same time reinforces it at another level, confirming our other 
knowledge about the camps: that they were deliberately or cynically organised 
according to industrial principles, whose raw materials were living human beings, 
either worked to death or treated as organic matter to be processed for profit. 
Our hindsight (and Farocki's) necessarily ‘sees' in the metaphoric chimney of the 
Westerbork logo the all too real chimneys of the crematoria in Auschwitz, Gross- 
Rosen or Majdanek,

If fraught with pitfalls, the explicit references to the industrial film also yield 
unexpected possibilities: Farocki's minimal Verfremdung of the material, thanks 
to (in this instance) an especially poignant genre, returns us to another point 
zero. Because of the particular ‘ logics o fth e  re-w ind’ just indicated, one is poised 
on the tip of several reversals, potentially liberated from the passive position of 
merely being spectators of the ‘inevitable’ (those arrows pointing left to right). 
From this new point zero, the Westerbork footage reveals yet another side, 
another hindsight: that of the genre which most likely was on Breslauer’s mind, 
along with the industrial film, when he set up his scenes. The memory of the 
Russenfilme haunts the W esterbork footage, not in form or technique (we shall 
never know how Breslauer would have edited the material, nor what Gemmeker 
would have made of it), but in the idealising pathos of collective work, communal 
living and the tilling of the soil. Images from Eisenstein, Pudovkin or Vertov 
emerge like watermarks into visibility, adding one more to the film’s several kinds 
of ‘optical unconscious', to counter the ‘optical unconscious’ of the industrial 
organisation of murder, already alluded to. Relativising not the reality of the camp 
but historicising  its images, Farocki prompts us to a revision and a rethink of 
what has so far prevented the majority of the footage from being shown: namely

http://www.docsonline.tv/Archives/
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scenes of everyday life, of sports and recreation either did not fit 
that entionalised Holocaust narrative, or seemed too unbearably ironic in 
tl16- C° nocence and ignorance. The re-wind restores ignorance and preserves 
tt10ir "nee of another kind: it suggests that the camp's activities can be seen 
innoce because documenting moments of 'normality' that the inmates were 
3S to w rest from their fate. In fact, they testify to the determination to live and 
at>le se one ’s  life -  one’s conduct and one’s manners -  in a dignified way, even 
°n circum stances that are anything but normal, dignified or civilised.

An Epistemology of Forgetting?

Paul Ricoeur -  echoing the historiography of Jules Michelet -  once argued that 
art of the duty of the historian is not only to let the dead render their testimony, 

but to give back to the past its own future: "Caught in the dialectic of arche and 
telos the regime of historicity is wholly traversed by the tension between the 
space of experience and the horizon of expectations."29

To give back to the past its own future: this may have been the challenge that 
Farocki faced in Respite, and for which he had to find the appropriate aesthetic 
form. The problem is not so much hindsight knowledge per se (how can we not 
view the past from the present?), but that in this instance, and after more than 
three decades of Germ any’s intense preoccupation with its recent history, we 
think we know too much about the Holocaust. It forecloses the possibility of new 
knowledge (other than in the genres of ‘d iscovery’, ‘pathos’ and ‘irony’ discussed 
above), and thus invites the very forgetting that Holocaust memorialisation 
is meant to prevent. The danger is that there seem s nothing to learn other 
than the misleadingly tautological mantra 'never again': tautological, because 
the past will not repeat itself, and misleading because the ‘concentrationary’ 
mindset is still very much with u s .30 Hence the pedagogic value of repeating 
the past by way of Respite's 'rewind and replay’, by trying to locate the points 
where the past may have had -  within its present -  also a future, one that is not 
necessarily our present. Such efforts of the moral imagination may be dism issed 
as ‘counterfactual h istory’,31 but this is precisely where Farocki’s politics of 
minimal interference pays maximum dividends: instead of indulging in the 'what- 
if's of alternative universes, his splicing of black leader and spacing of laconic 
intertitles creates the necessary gaps -  the respites -  into which spectators may 
insert their own 'Holocaust memories': be they media images, film narratives, 
history books or civic lessons.

Farocki's gaps, in other words, engender a kind of forgetting that should not or 
need not be filled with more evidence or forensic investigation. If the internees' 
respites are meant to delay and defer the relentless logic of the weekly 
transports, the filmmaker's respites are meant to forestall the relentless logic 
of automatically attributed meaning, in the belief that such lapses or gaps of

29 Paul Ricoeur, Du texte a I’a c tio n , Paris 1986, 

p. 391, [Engl, translation by TE].

30 See Zygmunt Baumann, Wasted Lives: 

M o dern ity  a nd  its  O utcasts, Cambridge 2004.

31 For an argument of the positive uses of 

counterfactual history, see Niall Ferguson 

(ed.), V irtu a l H istory -  A lte rna tives and  

C oun terfactua ls , London 1977.
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recall may make room for the accidental and the unexpected, in the very midst 
of such murderous causality and consequentiality. Forgetting, in the sense of 
Ausblendung des Vorwissens (screening out pre-existing knowledge) would thus 
be neither an attempt at 'becom ing innocent’ nor a slide into denial and disavowal, 
but might carve out that impossibly possible space between the ‘known knowns’ 
(of historical scholarship) and the ‘known unknowns' (of future research), but also 
intervene between the unknown knowns (of what we prefer to ignore) and the 
‘unknown unknowns’ (of what this past might one day mean for us).

Respite thus returns to the W esterbork past not exactly its future (cruelly taken 
from so many thousands of human beings), but its lacunary present, creating 
out of Breslauer's images and Gemmeker’s narrative a history with holes, so 
to speak -  once more open, without being open-ended. Into the claustrophobic 
world of Holocaust memory, he cuts the breathing room that re-invests the history 
of W esterbork with the degrees of contingency and necessity, of improbability and 
unintended consequences, that serve as a ‘counter-m usic’ to the relentlessness 
of the destruction machine that the extracted footage of the transports has so 
vividly bequeathed to us. No mean feat, if we think about it, not least because 
it is achieved with so little intervention, yielding a kind of knowledge that only a 
certain courage of forgetting can give us.

* “Something else: Do you, by chance, know somebody who worked on the film Westerbork? I guess you know that: 

like the film on Theresienstadt, this one was also shot by a deportee. A rather long scene from it is already to be found 

in N u it e t b ro u illa rd . I think I will make something about it. The film, which consists of rather raw material, shows the 

inmates working quite extensively. It is said everybody tried to stay in W.( perhaps not because they knew what it 

meant to 'be transported to work in the east', but because food was supplied. The ones who worked there tried to give 

the impression they would do something important, (kriegswichtig) [ ’important for the war’ ] and the film itself is also 

awkward, in order to extend the present. Double work as respite." Harun Farocki to Thomas Elsaesser, 9 October 2006. 

[Translated from German by AE and KE].
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In the image on the left, in black and white, a man is seen feeding a die-cutter 
with small metal pieces. At first, only his hands are visible in slow motion, then, 
after a cut, also his face with an expression of great attentiveness, more than 
the uniform work warrants.

In the image on the right, a red guided missile is seen, filmed against the forested 
terrain below from an airplane flying above it at varying altitudes. The sound of 
its propulsion, mixed with cheap synthetic music, could also suit the factory in 
which the die-cutter is operated. A promotional video for the Atlas guided mis
sile. Both images are from my double projection Auge/M aschine  (Eye/Machine, 
2001). There is succession as well as sim ultaneity in a double projection, the 
relationship of an image to the one that follows as well as the one beside it; a re
lationship to the preceding as well as to the concurrent one. Imagine three double 
bonds jum ping back and forth between the six carbon atoms of a benzene ring; I 
envisage the same ambiguity in the relationship of an element in an image track 
to the one succeeding or accompanying it.

When Eye/Machine was first exhibited at the Zentrum fur Medienkunst in Karls
ruhe, I barely had eyes for anything but the connection that I had intended. 
The intertitle reads: “ Industry does away with manual work” and continues: 
“as well as eye work." The worker who has to answer for this is depicted in a 
1949 Sw iss film that rationalises production. I found it in an obscure archive in 
1990 while researching another work. This film is one of the few that graphically 
dem onstrates the continuous development of production engineering. Although 
production plants are constantly being developed, the leap from one step to the 
next is all too often so great that a visual connection cannot be made accessible. 
The printing of circuits, for instance, requires essentially different equipment to 
the soldering of wiring and an image of soldering has little in common with one 
of circuit printing.

The Swiss film first shows the work on a die-cutter and then, by comparison, a 
second die-cutter and invites the viewer to guess how much more is produced 
on the second. The commentary speaks of the "first worker" and the "second 
worker” even though it is one and the same person.

We learn that the "second” produces 50% more than the "first”. The increase is 
due to the fact that the last work piece no longer needs to be ejected so that the 
new one can be inserted; instead, the insertion of the new piece ejects the old 
one. A complex movement has become a simple one and is sufficient to increase 
the output at the same speed by 16%. Additionally, a guide has been built in, 
through which the part, little larger than a fingernail, glides under the pu n ch e r-  
insertion and ejection now need less fine motor skills. In return, the worker will be 
expected to accelerate his working speed. Such films represent concrete human 
work as a non-event. An event is just the progressive development of the machine 
and the gradual abolition of the worker.



s the manual labourer on the left screen, the red rocket on the right. The 
worker turns his back to the rocket, the rocket flies away from the worker -  a 
negative shot/reverse shot -  yet a connection that holds its own.

u/hen I saw this double projection in the art space Kunst-Werke in Berlin, on two 
monitors turned slightly towards each other, I was struck by the horizontal con
nection of meaning, the connection between productive force and destructive 
force. You don't have to be a Marxist for that.

in an obscure archive in the USA I found a promotional film for Texas Instruments 
that compares the factory with the battlefield. The guided missile Paveway had 
proved to be successful during the Vietnam War; it hit the given target 95% of 
the time. To save costs the slogan is now: one target -  one bomb. The image in a 
before-and-after montage: first, many bombs falling on a bridge in Vietnam, then 
a single projectile that always hits its target painted on a concrete block. As in 
an action film this single hit is repeated in plurality from various perspectives and 
at various speeds. The film, which uses the same Valkyrian music as the Nazi 
wartime newsreels (as Coppola does), also states that the company consistently 
delivered each weapon on schedule and shows the almost completely mecha
nised assem bly of the weapon by assem bly-robots.

Societies once existed in which the earth was worked with hoes and whose mili
tary could shoot with mechanically complex catapults, as in Carthage. When the 
Nazis took the first jet-propelled plane and remote-controlled weapons into the 
air, when they miniaturised the electronic camera so that it could be built into 
the head of a rocket -  there was more slave labour in Central Europe than ever 
before. And it is incredible to watch films from Peenemunde, the base of the V2 
and other rockets: the high-powered weapons being rolled on hand wagons, the 
machine shops, the sheds and ramps make it appear as if a small local manufac 
turer were at work. We find it incongruous; we have learned from cinema too that 
products and production must be on the same level of technical development.

Van Crefeld, who is no Marxist, assum es that the forms of production and 
organisation in a society correspond to their weapons and weapon system s. 
Toffler, who is neither a Marxist nor a Foucauldian, states that industry’s 
maximalist productivity finds its destructive equivalent in the atom bomb. Post
industrial or data processing production requires high precision weapon system s 
and requires less explosive force and better guidance system s. The Atlas 
weapon, which flies away from the worker over a deserted, stony, pine-covered 
Nordic landscape, can correct its course. A ballistic weapon, on the other hand, 
is aimed once and cannot be re-aimed. It corresponds to mechanical production, 
based on the repetition of one and the same operation. The worker, who turns his 
back on the flying weapon, operates a die-cutter that repeatedly exerts the same 
pressure on the same place. His complex abilities were used to coordinate eye 
and hand as long as he was the "first worker”. He saw where the previous work
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piece was located, he ejected it and laid the next one in the trough. When he 
became the "second worker", the eject-insert function was mechanised. He was 
no longer really necessary; a mechanical arm could have loaded and unloaded 
the machine. He was not entirely redundant because probably there was a lack 
of capital to buy mechanical arms. Or one needed him for something not seen in 
the film to pick the work pieces out of a box. Each piece therein lies in a different 
position and the eye must direct the grasping hand and the tactile sensation 
must be combined with the visual.

Nowadays, im age-processing system s that recognise the position of the supplied 
work pieces are on the market. A camera is attached to the robot arm and 
the image processor recognises the contour of the piece or some significant 
characteristic, a hole or a groove. Contours and significant details are stored and 
will be compared with the actual item. This comparison of pre-image and real- 
image was the starting point for this work.

In 1995 I was invited to produce a piece for an art exhibition and it seem ed like 
an opportunity to present a double projection (Schnittstelle/Interface, 1995). 
My point of departure was the fact that only one image is seen when editing 
film, rather than two images when editing video: the one already mounted and 
the preview of the next one. When Godard presented Numero Deux in 1975, a 
35-mm-film that (mainly) shows two video m onitors, I was sure that here the new 
experience of video editing, the comparison of two images, was evident. What 
do these two images share? What can an image have in common with another? I 
had seen double or multiple projections from 1965 onwards, ‘expanded cinem a’, 
which criticised the norms of cinematic projection by imposing radical demands 
on it. It made a strong impression when Andy Warhol showed the same image 
twice, side-by-side or one above the other. The smallest plurality conjured up 
a dizzy sense of infinity. I refer here to his ‘paintings' and not his filmic double 
projections.

During the work on the second double projection (Ich glaubte Gefangene zu 
sehen/1 Thought I Was Seeing Convicts, 2000) five years later, I had the opportu
nity to use one track as the main text and the other track as its commentary or its 
footnotes. The second track lent itself to working with anticipation and reprise, 
with trailer and cliff-hanger. It is a seductive way of easily achieving an effect, 
comparable to the shot/reverse shot in single-strip film. Partially removing and 
taking up again is particularly suitable when legitimising the presence of an ele
ment in the piece. I used silent intertitles in this work, which is mainly concerned 
with images made in prisons for monitoring the behaviour of inmates. It was 
possible to cut in a title on one track whilst the image continued on the other, so 
that the viewer had the choice -  amongst other things, of relating the title to one 
track or to both. It also lent itself to interrupting the image flow on both tracks 
with a title, as well as showing the same image on both tracks. It seem ed to me 
that although it is possible to do with one image everything one can do with two,
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WOLild be still easier to create a soft montage with two tracks. More trial, less 
sertion. Equivocality can be attained with the sim plest means. But does each 

^etoric need a new syntax right away?

Nowadays art-house cinemas have been long since equipped with video projec 
tors for the various analogue and digital material besides the 35- and 16-mm 

lectors. A double projection is no longer a challenge and it is annoying, at 
most, when not feasible. I produced a so-called single-channel version of all the 
double projections, a video that shows both images in one, diagonally transposed 
and slightly overlapping to make best use of the frame. This allows the work to be 
shown on television and elsewhere, an inconsistency arising from financial and 
political reasons.

A television showing reaches a large number of viewers even when it is broadcast 
on a marginal station or very early or very late in the day. Still, the cultural profit 
is small; reviews are often perfunctory and appear only for first screenings. The 
cinema business, even the parallel one, makes the premiere of a film an event in 
each city. The sense of an event increases when one takes part in museum and 
gallery exhibitions, where even the end of the show is often celebrated -  although 
the financial return is almost nil here. When a work of mine is shown on television, 
it is as if I have thrown a message in a bottle into the sea and in order to imagine 
the viewer I have to invent him/her completely. However, in the cinema it seems 
to me that I pick up even the sm allest fluctuation in the audience's attention and 
know how to connect it to the construction of the film. The viewers of showings 
in art spaces address me more frequently than those at cinema screenings, but 
I find it more difficult to understand the meaning of their words.

When Interface was shown at the Centre Georges Pompidou for more than three 
months in a wooden box structure, with a bench for five people in front of two 
monitors, I worked out that it would reach a greater audience than in any film club 
or screening venue that relates more to cinema.

People often ask me why I have ‘left’ the cinema to enter ‘the art space’. My 
first answer can only be, I had no other choice. When my film Videogramme einer 
Revolution (Videogram s of a Revolution, with Andrei Ujica, 1992) opened in two 
Berlin cinemas, there was one person in each cinema on the first night. At the 
end of the 80s the parallel screening system in Germany collapsed. Independent 
student cinemas and clubs started showing films, but only commercial ones, 
the films of the so called art-house genre. Thus they were the forerunners for 
Public Television which excluded the kind of films I make some 10 years later. 
The second answer has to be that visitors to art spaces have a less narrow idea 
of how images and sound should conform. They are more ready to look for the 
measure of a work in the work itself. And, on the other hand, it is this relative lack 
of prejudice that makes it difficult to weigh the meaning of their words.
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Before starting work on my third two-image track piece I needed to ascertain 
whether that mode of presentation could be justified by the subject matter itself. 
At the beginning of 2001, 10 years had elapsed since the USA and its allies 
waged war against Iraq. The images of this war that were mainly shown at the 
time had had a strong effect. The pictures taken from planes with a crosshair in 
the middle, the electronic image that irradiated when a hit was scored. Then, the 
pictures taken by cameras in the heads of the projectiles -  of "filming bombs", as 
Klaus Theweleit called them. They film them selves, so to speak, into the target 
and thereby destroy them selves. One-way cam eras, throwaway cam eras, suicide 
cam eras. I wanted to return to these pictures and my intention was to show 
som ething of the image processing for military as well as civilian purposes. Here 
was an opportunity to show the real image taken by a camera on the one image 
track and next to it, its processed image. The camera on a robot arm shows the 
work pieces in a container, the image processor recognises the parts by the 
contours and/or significant details and marks them using different false colours 
(Falschfarben).

When I saw Eye/Machine for the third time in an exhibition, in a gallery in New York, 
both images appeared on a white wall, side by side. The work had a large space 
to itself and I liked the displaced character of all the images we had gone to great 
trouble collecting in research centres, public relations departm ents, educational 
film and other archives. Mostly operational images spent in technical execution, 
necessary for one operation and later erased from the data collector one-way 
images. That the US Army command showed operational images during the Gulf 
War, images that were produced for operational reasons and not for edification or 
instruction, is also an incredible displacem ent and is also conceptual art. I, too, 
only wish to arrive at art incidentally.

At the next screening of Eye/Machine in a group show in Paris the two images 
were projected at right angles in a corner. A little too much light was reflected 
from the neighbouring exhibits so that the images in my work lost their frame and 
appeared to be separate sequences. Eye/Machine had a room of its own at the 
first showing in Karlsruhe and yet still related to the 60 other works dealing with 
the aesthetics of surveillance.

A montage must hold together with invisible forces the things that would other
wise become muddled. Is war technology still the forerunner of civil technology, 
such as radar, ultra-shortwave, computer, stereo sound, jet planes? And if so, 
must there be further wars so that advances in technology continue, or would 
the simulated wars produced in laboratories suffice? And, moreover, does war 
ever subordinate itself to other interests; does it not always find -  according to 
Brecht -  a loophole?

If machines can perform more complex works today, the war machinery will then 
similarly set itself more complex tasks.
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5 1  Diagrammatic image from Film  3/1969, p. 52



You may say: th is  is getting com plicate

I m ust answer, it is complicate^ 

(B ertolt Brecht)

1. Harun Farocki in the Blackboard Jungle

On 19 April 1970, one of German public television's regional third channels, the 
Westdeutscbe Rundfunk (WDR), broadcast the 65-minute version of Die Teilung 
aller Tage (The Division of all Days), shortly after the 30-minute version of this 
collaboration between Harun Farocki and Hartmut Bitomsky premiered at the 
International Short Film Festival Oberhausen. In between several 10-minute, self
contained short films, each of which is dedicated to elaborating a basic con
cept of the political economy according to Karl Marx’s Das Kapital, scenes of 
a classroom situation were edited, in which Farocki leads a discussion on the 
films that were just viewed. These classroom sequences document an actual 
ideological education session that Farocki and Bitomsky had conducted in 1970 
with the Rote Zelle Bau [Red Cell Building], a self-organised student group within 
the Technical University, Berlin. The viewers of this one-off television broadcast 
not only witnessed an educational film made for agitational purposes which was 
divided into several parts explaining the separation of time into productive and 
reproductive activity, factory and dom estic labour, as one of the foundations 
of capitalist exploitation and value creation. They also watched an ideological 
education session similar to those sessions organised by activists interested in 
borrowing the 30-minute version of the 16-mm film (which only contained the edu
cational films, from the alternative distributors Rosta Film, Berlin or Filmmacher 
Cooperative, Hamburg).

The convergence of filmmaker and teacher was rarely displayed with the kind of 
conviction that was displayed here. Farocki, wearing a shirt with a floral pattern 
and tinted glasses, smoking a cigarette, acting like a Marxist bearer of knowl
edge, plays this role with an authoritarian expertise. The seminar room in which 
the shooting took place was equipped with microphones and set the stage for 
a traditional form of sender-receiver pedagogy. The members of the Rote Zelle 
Bau, who ask to speak, react to this didactic approach more assiduously than 
mistrustfully. The folded arms and critical expressions of the other students, 
however, do not necessarily signal enthusiasm .

At one point, Farocki gets up from the table and walks to a blackboard on which 
"Notwendige Arbeit/M ehrarbeit” [necessary labour/surplus labour] is already writ
ten with white chalk. He adds: "Reprod. des Knechts, Erhaltung der Arbeitsmittel, 
Konsumtion des Herrn” [reprod. of the slave, preservation of the means of labour, 
consumption of the master]. By integrating the blackboard, the picture of educa
tion takes on a more multimedial character. Several projection surfaces are now 
available. This makes the transitions sm oother between the screen, on which the



■ shown, and the blackboard, on which what has been viewed and discussed 
fs'noted in writing and diagrams.

t r o s p e c t ,  Farocki wrote: "I played the teacher, and my task was to make the 
ln "lents understand and to formulate each of the specific contents of the lesson. 
stuttiat was missing was for us to hand out school reports afterwards."1 Farocki

som ewhat uncomfortable with these teaching scenes right a fte r the film was 
VV3 adcast- In an interview conducted in 1970, he spoke of "my private pedagogi- 
t,r? inability-"2 But neither he nor Bitomsky wanted to join in the antiauthoritarian 
fu n d a m e n ta l criticism of schooling'. Positioned against spontaneous associa
t e  and t,ie lionising of open-ended 'self-activity', both insisted on integrating 
'ciucational film s such as Die Teilung alier Tage in a structured didactic concept. 

Farock i: “[...] this question must be raised, then this one and that [...] Only in this 
way can the debate make sense: we would deny that this is authoritarian."3

The declared model for this pedagogical concept and the agitational activity in 
the years between 1968 and 1971 was the education system of the workers’ 
m ovem ent in Germany, the idea of a peoples' university, as it was pursued un
til 1933 by the Communist Party of Germany, the KPD, and other political and 
cultural organisations. “So we built a car to enforce the development of a road 
netw ork”:4 Farocki and Bitomsky built their car at a time when teaching and learn
ing for the production of art and culture in the variations of agitation, pedagogy 
and didactics gained a level of significance hardly encountered since the Weimar 
Republic. Especially in the  Federal Republic of Germany, one could observe ‘learn
ing processes' everywhere in the wake of the social and political changes that 
took place around 1968.5 They ranged from a fu n ctio n a lis t ’pedagogism’ of the 
educational technocracy6 to the numerous forms of M arxist schoo lin g  and target- 
group work all of which culminated in the title of a film th a t Farocki's former fellow 
student Gerd Conradt and the Kollektiv W estberliner Filmarbeiter [Collective of 
West Berlin Film Workers] published in 1973: Die Hauptsache ist, class man zu 
lernen versteht! [The Main Thing is to Understand How to  Learn!]

The title The Division o f all Days, in turn, revealed Farocki’s inimitable ability 
to come up with catchy formulations that resist making a ‘poetic’ impression, 
while not being able (or wanting) to avoid having this effect all the same -  like 
Fassbinder, who titled his television series Acht Stunden sind kein Tag (Eight 
Hours are not a Day, 1972/73), as if it were a sequel of Farocki's and Bitomsky's 
educational film project. Tellingly, The Division o f all Days and its counterpart, 
Something S e lf Explanatory (15x), from 1971, to a certain degree seem as if they 
were condensed Fassbinder pieces that had come into close contact with Brecht, 
Straub and Godard.

A further project which Farocki and Bitomsky had already begun in 1970 in their 
emphatically didactic phase was never completed. The project was supposed to 
assume the character of an educational film -  less in the sense of schooling in

1 Harun Farocki, “Lerne das Einfachste! ”, in 

Das E rziehungsbild, ed. by Tom Holertand 

Marion von Osten, Vienna 2010,

[To be published],

2 Jorg-Peter Feurich, “Gesprach mit Harun 

Farocki und Hartmut Bitomsky" [in the 

presence of Klaus Kreimeier], in Film kritik , 

8/1970, pp. 420-425, p. 423.

3 ibid.

4 Farocki 2010.

5 See for example, Tom Hoiert, "Learning Curve. 

Radical Art and Education in Germany”,

in A rtfo rum  In te rnationa l, vol. 46,

9/2008 [Thematic issue: "May 68"], 

pp. 334-339, p. 406.

6 See for example Helmut Schelsky, Anpassung  

o de rW ide rs ta n d , Heidelberg 1961, p. 162.
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a further "subject lesson In political economy"7 than in the language of cinema 
They shot three 10-minute colour spots as the pilot of a series of educational 
films, which were to be given a more technical and prosaic title than the other two 
films, Auvico -  an acronym for ‘audiovisual communication'. In an article for the 
German weekly Die Zeit, the film journalist Werner KlieS paraphrased this project 
as didactic instructions for revealing the pedagogical effects of mass media and 
in particular, cinema: "because we have learnt the language of film unconscious
ly, many do not know that they have learnt anything at all. It is considered natural 
to view and comprehend images."8

2. La Chinoise and the Pedagogical Space

This denaturalisation of viewing and the didactic introduction to the cinem atic 
production of meaning inevitably demands the inclusion of Jean-Luc G o d a rd ’s 
parallel project of political education using the medium of film (and later video) 
in this d iscussion. Godard’s La Chinoise  had apparently made a deep impres
sion on the critic Klaus Kreimeier, the 30-year old fellow traveller of Farocki and 
Bitomsky, who in early 1968 wrote with great enthusiasm in the periodical Film: 
“ [...] by persistently using images to circle around what actually is and seeking 
the highest degree of congruency, he succeeds in gaining insights into mecha
nisms of public repression that have become so perfected and abstracted that 
they can no longer be pinpointed in im ages.’’9

La Chinoise  was released in 1967, and many people shared the assessm ent that 
Godard had drastically visualised the aporias in which the revolutionary left was 
already stuck prior to May 1968. The transformation of cliques into M aoist read
ing groups was a common form of politicisation in West Berlin, as well. One could 
regard this as progressive, but also as sectarian. In his inscrutable dialectics of 
theory and practice, Godard’s film offered itself as a vehicle of self-awareness 
and self-criticism . Kreimeier described the collective, played by Anne Wiazemsky, 
Jean Pierre Leaud, Juliet Berto, Michel Semeniako, Lex de Bruijin, and -  as a 
guest from the "Third World" -  Omar Diop, as a “secluded group of debating, 
lecturing and also swaggering intellectuals” that had fled to a M aoist “exile of 
self-hypnosis.”10 This assessm ent could probably be easily applied to one context 
or another in Berlin. Due to their elitist mode of existence, detached from the 
world, the characters consequently fail in applying theory to practice. And this is 
revealed at the end of the film, when the slogans are erased and the individual 
politicisations are postponed.

Yet the film precisely proposes that this failure is not a tragic fate but a systemic 
necessity of capitalism and class society. And this necessity is articulated in the 
way La Chinoise  is organised in formal and argumentative terms. Along these 
lines, Kreimeier's critique was directed against the psychologising interpretation 
of the ‘actors’ and instead, called for a contextualising and m edia-theoretically



nied analysis of the aesthetic event: it is impossible to view the given reality 
in (l0Ut the backdrop against which it is set, without the framed image in which 
i t  placed: the reality that is meant here is constituted only by the arrangement 
'V  ersons in their environment (posters, colour surfaces, photos, writings)”;11
0 abstraction that Godard and his protagonists had committed themselves 

lie says - stands in "opposition to a world expressing itself in commercials, 
leadlines and colour drips".11 For all metaphors seem to disappear here, things 
Jet revolutionary, and in this context that means: spoken and displayed literally, 
in sign-materials.

However, La Chinoise  not only points to the impossibility of a revolutionary up
heaval, here and now. The film is also a small encyclopaedia of revolutionary 
techniques of teaching and learning, of the staged formats of schooling and de
bate, of emphatic gestures and convictions. The flat in which the monologues are 
spoken and questions are raised, in which Comrade Omar from the University of 
Nanterre delivers a guest lecture (composed of Althusser and Mao excerpts), and 
the figures spend their time reading, writing and painting in front of the camera (in 
one case leading to a suicide), is like a stage -  an environment in red, white and 
blue, typical of Godard’s chromaticism, and full of learning and teaching technolo
gies. We see books, a record player and a radio. Moreover, the wooden panels 
in the salon of the Parisian flat are painted matt black so that they can be used 
as blackboards. The surroundings are designed to offer the young revolutionaries 
the possibility to directly note down slogans, programmes and diagrams. Thus 
the flat is revealed as studio, workshop and classroom , as the model of a peda
gogical space per se.

Yet what we are dealing with is not only a visualised physical environment. The 
film itself is structured in a pedagogical way. On the one hand, the pedagogical 
backdrop forms the venue of a pedagogical performance, on the other, the film is 
the site of pedagogical "enunciative figures” (Christian M etz):13 appealing voices 
in the image and gazes to the camera, written modes of address and titles that 
address, the display of the dispositif, inserts of photographs, the methodical 
discontinuity and heterogeneity of the cinematic image. In La Chinoise, Godard 
pushes the hieroglyphic intertwining and segm ented sequencing of typography, 
photography and cinematography, which he had already developed to a great 
extent by 1967, further in the direction of scriptovisuality. The act of writing, of ex
plaining and elucidating by means of writing, established itself as an image-type 
of its own, as a modality whereby scripturality intervenes not only in the diegetic 
space of the cinematic narrative; it separates and rhythm icises the cinematic 
enonciation as such and stresses the textuality of the cinematic image -  by 
means of intertitles, inscriptions permeating the image, photographic images 
faded in like text citations, and so forth. Raymond Bellour says that Godard treats 
the screen like a page to be inscribed (“page d ’ecriture”14).

11 Ibid., p. 32.

12 Ibid.

13 See Christian Metz, L’G nonciation  

im personelle , ou le s ite  du film , Paris 1995.

14 Raymond Bellour, "L’autre cineaste: Godard 

ecrivain" [1992], in Raymond Bellour, L'entre- 

im ages 2. M ots, Im ages, Paris 1999,

pp. 113-138, here: p. 121. See also Raymond 

Bellour, "(Not) Just an Other Filmmaker", in 

Jean-Luc Godard. Son  + Im age 1974-1991, 

ed. with Mary Lea Bandy, New York 1992, 

pp. 215-231, p. 221.
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Finally, La Chinoise  is dem onstratively the result of a combinatory working 
method at the editing table. Godard shot the takes and sequences without 
paying attention to narrative linearity and assem bled them afterwards, like 
building blocks. In 1967 Godard said that La Chinoise  was a film purely "made 
in the cutting” (film de montage); most sequences were originally "independent” 
(.independants). Only then did he “link" (relies) them again, whereupon they no 
longer acted autonomously in relation to each other but "coherently” (solidaires) . «  
For Godard, the editing-table becomes a decisive player in his cinematographic- 
political network. To this end, he has to reinvent it, though, since the existing 
editing-tables and the related conceptions and routines cannot do justice to 
the film de montage. They are still regarded as small projection apparatuses, 
as viewing devices, Godard complains in 1967 -  because that suits those for 
whom ‘montage’ is nothing more than manually marking the filmstrip with chalk, 
which others, usually women, as cutters (m onteuses) then read as instructions 
telling them where to make cuts and splices. As opposed to this, and in the 
tradition of Eisenstein and Resnais, he says he quite deliberately edits ‘at the 
table ’, a la table. He keeps winding the film back and forth and makes splices 
without taking the reels off.16 But the editing-table suitable for such a procedure 
must be specially conceived for it, som ething which for economic and ideological 
reasons is hardly possible. The ordinary editing-tables impose a certain limited 
and alienated working method: “ If you're trying to make revolutionary movies on 
a reactionary editing-table, you’re going to run into trouble. That’s what I told 
Pasolini: his linguistics is a shiny, new, reactionary editing-table.”17

3. Tables and Boards

The table as image and concept is not only of utmost importance for Godard. 
The world of Harun Farocki is also full of tables. Initially it is the piece of furniture 
for experimentation, presentation and demonstration (in Inextinguishable Fire, 
1969); later, in Zwischen zwei Kriegen (1978), desk, country-pub table and work- 
surface enter the picture of the production site of the independent film essay
ist; in Schnittstelle  (Interface, 1995), the editing-table then becomes a Farocki 
motif with the character of a signature. What is closely connected to the table, 
physically, practically but also etymologically {tabula), is another one of these 
Farocki motifs: the table in the sense of panel or board. As with Godard, panels 
and other surfaces of inscription repeatedly appear in Farocki's films -  floors for 
chalk drawings, skin inscribed by pens. Their pedagogical purposes and func
tions intervene in the very structure of the films. At the same time, the boards 
metonymically refer to the fact that the medium of film as well as the institution 
of cinema has always been both, entertainm ent and instruction, amusement and 
pedagogy. How close to each other disciplining, enlightening and empowering mo
ments lie, again became a pressing issue around 1968, when a film theory and 
practice informed by Marxism criticised the invisible didactics of cinem a’s ideol
ogy and experimented with agitational counter-didactics. Guidance and examples



e provided, among others, by the revolutionary film practice in the Soviet 
we'e ancj Brecht's concept of 'Lehrstuck' [didactic play, also translated as learn- 
Llnl olay °r teaching play], which he had developed in his theoretical writings on 
' "at re 'n the I 9205 and ear|V 30s' What could a film,c Pedagogy look like that 
tlie ld contribute to providing the revolutionary subject with the understanding of 
w0 0fojective conditions of his/her own state, thus instructively engendering this 
subject as a revolutionary one?

A ro u n d  1968, Farocki and Godard, in quite different ways, entered the pedagogi
cal space of agitation. Confronted with the practice and theory of education, as 
ttiey were embodied not only by the ideological state apparatuses of school and 
university but also by the institution of cinema, both developed their pedago
gies and, in the process, passed through several phases. Godard's dealing with 
learning and education in 1967 led him, after La Chinoise, to the idea of adapt
ing R ousseau’s Emile (which he almost did in 1968 in Le Gai Savoir), before he 
increasingly turned to the agitational critique of cinematographic codes in the 
Groupe Dziga Vertov. In 1968 Farocki, still a student at the German Film and 
Television Academy, dffb, began working on the concept of a participatory and 
agitational educational film within the frame of project-group activities. The initial 
plan to convert fictional and documentary film into a ‘Lernm aschine’ [learning 
machine] later led to a political pedagogy of the image and the filmic observation 
of governm ental processes of teaching and disciplining. In both cases, the re
flection on pedagogy was accompanied by the production of tabular images that 
placed screen and monitor, table and board, in ever new configurations.

Around two years after his article on La Chinoise, Klaus Kreimeier is himself in 
front of the camera, filmed in a classroom at a blackboard on which someone has 
chalked the word "Um schulung" [retraining]. Wearing glasses, a corduroy suit and 
a black polo-neck sweater, he plays a teacher lecturing a group of young adults. 
In the first shot of this scene, one can discern the diagram of a thermometer be
low the word "Um schulung”. Kreimeier's character explains that the principle of 
regulating the tem perature using a thermostat can also be applied to the Marxist 
theory of value. This transition from physics and mechanics to political economy 
is what is meant by “ retraining". The teacher and the class have arrived at their 
topic. On another blackboard, only the word "Schulung” [training] is written.

Harun Farocki and Hartmut Bitomsky had won over comrade Kreimeier for The 
Division o f all Days, their first jointly conceived educational film on political 
economy. Produced in 1970, the film picked upon the agitational-didactic character 
of Farocki's Inextinguishable Fire, which in turn was informed by the experiences 
the filmmaker had gained at the end of 1968 with his 'target group’ project 
Ohne Titel oder: Wanderkino fur Ingenieurstudenten  (Untitled: or The Wandering 
Cinema for Engineering Students). After 18 dffb students were expelled from the 
academy in the wake of the squatting of the school in 1968, Farocki produced 
Inextinguishable Fire for the WDR -  an immediate consequence of the events,
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for Farocki, Bitomsky, Gunter Peter Straschek and others had become pubiic 
figures virtually overnight. The "media success" (Farocki) of Inextinguishabi 
Fire in the wake of these developments initially facilitated the further approach 
Farocki now had, as he wrote a few years later, a “second existence with ari 
increased recognition for the TV production and distribution apparatus".18 Under 
these circumstances, he and Bitomsky in 1969 began planning the series of 
films mentioned above, which on the face of it were to serve no other purpose 
than political-economic agitation. The filmmakers were to radically subject their 
own work to this purpose: “We planned the films for teaching situations, f0r 
schools and training. We applied the so-called single content method. A few 
minutes of film are shown to the students and then lead to a discussion. So there 
is a division of labour between film and teacher; the film needn't relate everything 
and thus become excessively talkative, like a feature.”19

The decision to make educational films that could be used for agitation and 
training was based on the analysis of the ‘function of film under capitalist condi
tions', which Bitomsky was particularly concerned with. His demand was for a 
new "status" for film but also for the political creation of a new “public” for the 
renewal of cinema. For the “need for film” was not yet "satisfied”, and film must 
be discovered as a "use-value, as a means of production of consciousness."2" 
The new status of film mainly revealed itself in its relativised meaning and its 
functional integration within the context of class struggles. Not only was the posi
tion of the author radically put up for debate; the apparatus-related, institutional 
and architectural location of film was also no longer deemed self-evident. Not to 
mention the various forms of division of labour between producers and receiver 
which now had to be newly negotiated.

At issue, now, was the efficiency in organising the struggles. Film, as the slogan 
went, was to be placed under the "rational control of a political concept", as an 
aesthetic medium of potentiality, and integrated into the struggles, thus fulfilling 
“the same function as a speech, a leaflet or a public discussion”, stated Christian 
Deutschm ann, a theorist with close ties to the dffb renegades in 1968, the year 
of the cine-tracts.21 In the tradition of cinema as a school of seeing, particularly 
as it had been established in the Soviet Union of the 1920s in workers' clubs, 
kolkhozes, factories, laboratories, pioneer camps and schools; Bitomsky added: 
“Only if [..,] films can be projected on factory gates, can they be a means of eman
cipatory agitation.”22 (A year earlier, Godard remarked that those in power, fearful 
of the consequences, had prevented the long overdue realisation of "screen
ing rooms in factories" and the increase of the “size of TV screens".)23 Later, 
this specific fantasy anticipating future film -installation art was denounced as 
an “anachronistic form of agitation” ("spots projected on cracked building walls 
in proletarian quarters, perhaps enriched by street theatre’’),24 yet that changes 
little regarding the fact that it contained the nucleus of an -  as always: revolu
tionary-  reordering of the sensorial realm. Some regarded this as a crisis to be 
overcome, others as a future-oriented opportunity.

L E R N S T E U E R U N G  L E R N R E G E L U N G
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i | to a fd  in a debate tlie analytical efforts of film semiotics (at the 
Par3 decisively represented by Friedrich Knilli at the TU Berlin), which was used 
tinl6 amine 'cinematographic codes’ and filmic ‘grammar’, film was analysed
10 ° very concrete way with regard to its individual components. It was there- 
1(1 3 confronted with the condition of its fundamental relationality; only if it was 
^  ned correctly, for example, as context and apparatus, was it politically useful. 
& oretical decomposition and decoding was accompanied in practice by a new 

obility- flexibility and instrumentality of the audiovisual. Cameras, projectors. 
T  f i r s t  Ampex players, and TV screens left the cinema auditoriums and entered 
1 versity campuses and schools. At least that’s what was planned. Agitation 
U d participation were envisioned as new functional contexts which the filrn-
3 akers sought to open up. To this end, they increasingly appeared in groups or 
as collectives, even if often rhetorically or in name only.

4 R e v o lu t io n ise  the Relations of Production of the Consciousness
Technologies

The Division o f  all Days initially also conceived itself as the project of an artistic- 
academic collective. On behalf of this 'working group', to which the educational- 
jsts petra Milhoffer and Wolfgang Lenk also belonged, Farocki and Bitomsky in 
April 1969 had written an application to be submitted to the Kuratorium junger 
deutscher Film [Board of Young German Film]. Their own filmic method, developed 
in the preceding years, was to be included in a "research programme of audio
visual learning aids on political econom y’’.25 In 1969 Farocki, in a series of articles 
published in the periodical Film, expresses his views on the potential and neces
sity of using concepts from learning theory -  then topical, today for the most part 
forgotten; one of these texts included a large part of the application.26 Farocki’s 
essay "Kapital im Klassenzim m er” [Capital in the Classroom ] subsequently 
appeared as a greyscale image in 1970, in which he criticises bourgeois-capital
ist educational theories, including Gordon Pask’s cybernetic 'group model’, and 
in the vein of Marx's Grundrisse unmasks "the productive force of division and 
combination" as a mode of repression: "forced cooperation’’ is to be replaced 
by the "collective showing solidarity”: To this end, “students and teachers use 
the technological achievements that the development of capitalist exploitation 
has left them."27 Farocki’s interest, which in 1970 he also sought to convey to 
students of the Akademie der Bildenden Kunste in Stuttgart, where he had his first 
teaching assignm ent, lay in examining how cybernetic pedagogy, as an advanced 
techno-ideology of late capitalism, could be appropriated and revaluated for the 
purposes of agitation: “the techniques of agitation have a status in the history of 
learning; the techniques of leftist agitation must be at the highest possible state 
in the development of learning techniques”.28 This highest possible state was 
apparently to be found in the computer-aided, programmed instructions of inter
active teaching and learning system s. The most prominent representative of this 
information theoretical (and psychological) modelling in the Federal Republic was
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a student of Max Bense, Helmar Frank, who in the 1960s and 70s directed an 
‘Institute for Cybernetics’ at the Padagogische Hochschule (College of Education) 
in West Berlin. Here, behaviourist and holistic-psychological research was used 
to calculate so-called teaching algorithms with the aim of “objectifying teaching” 
“Calculus and construction" were to replace "phenomenological or hermeneutic 
understanding and creativity along these lines”.29

Farocki adopted fragments of the terminology of cybernetic pedagogy { ’social 
structure of the addressee’, ‘psychological structure of the addressee’, ‘con
ditioning and substitution’, ‘ intensification and feedback1, ‘internal representation’ 
etc.), tested their applicability to a political pedagogy of film and enriched them 
with concepts drawn from communication theory, for example, with reference to 
the book Kommunikationssysteme. Umrisse einer Soziologie der Vermittlungs- 
und Mitteilungsprozesse by Horst Reimann, which was published in 1968.30 The 
application for a research project and Farocki's first article in Film included a 
trend chart. It visualises the historical progression of customary film agitation, 
in which a film Is individually viewed and collectively discussed, all the way to 
the model of ‘addressee-specific films’ shown on several Ampex devices set up 
in one room, thus allowing interaction between the different groups of address
ees. The similarity to corresponding diagrams in the literature of educational 
cyberneticists was apparently intended to make clear in which way ‘leftist agita
tion ’ could not only adopt and apply these learning theories, but also ‘transform’ 
them, “so as to revolutionise the relations of production of the consciousness 
technologies.’’31 However, the diagrammatic breakdown of the didactic process 
also indirectly refers to a specific quality of Farocki and Bitomsky’s learning and 
teaching film projects. Their interest in controlling the effect and the political 
use-value of cinematic work by drawing from the sciences of teaching and learn
ing led to system atisation efforts on all levels. From the highly academic project 
application, to the working docum ents that accompanied the films, all the way 
to the formal organisation of the images and texts in the films them selves -  the 
highest emphasis was placed on methodology, precision and univocality. One 
aim was unambiguous readability and a maximum of information-theoretical 
structuring especially when a subject matter was to be visualised. In historical 
term s, this readability seemed to still be bound to the ‘‘use of verbal language”, 
for experience shows that “the development of an argumentative, merely visual 
language has hardly begun.”32 What still remains a desired outcome is image 
com petence, the ability to “analytically take in visual processes.”33 As a method 
derived directly from dealing with film sem iotics, "semantic generalisation" 
(a concept from one of Bitomsky's working papers) is proposed. Semantic signs 
are to be added to iconic ones, so as to allow visual information to be decoded. 
Subtitles, intertitles or “sound te x ts” are meant to reduce visual data to the 
"abstract denominator that generalises certain facts as rules".34

The publicly presented result of "semantic generalisation" saw critics struggling 
with the ontological status of these films. In regard to The Division o f all Days,
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nd Limmer wrote: "There is barely an image onto which figures and theo- 
1! have not been copied. You can't watch the film, you have to read it. A 
rel1lS t is analysed, not a situation. The film is no more than a blackboard in 
C°nCfortn of moving images, similar to instruction films on marketing strategies 
tllS structiorts on operating a certain machine. [...] All it has in common with 
°f "ma anymore is that it uses celluloid."35 Yet what purports to be a certain 
cin at the loss of cinematic quality here, was certainly assessed as a gain by 

filmmakers and agit-didacts. Questioning filmic quality, thwarting the separa-
■ n between 'seeing' and ‘reading', and vacillating between moving image and 

'blackboard' are effects and strategies of the tabular Image which Farocki and 
Bitomsky sought to realise in the tradition of Brecht and, in a slightly shifted 
parallel, to Godard.

In British Sounds, the first film by the Groupe Dziga Vertov made in England in 
1969, a female voice-over can be heard accompanying images of a group of activ
ists writing slogans on banners. The voice distinguishes between the presenta
tion of an “im perialist”, a “ revisionist" and a “militant” film. While in the first two 
cases the audience is made passive by either the "voice of the b o ss” or a "voice 
delegated by the people", the screen during the projection of a militant film is “no 
more than a blackboard, the wall of a school offering concrete analysis of a con
crete situation. In front of that screen, the living soul of Marxism, the students, 
criticise, struggle and transform."

The coupling of militancy and didactics, schooling and struggle, is in line with 
the function of cinema as it was defined by Vertov. His ‘Kino-GIaz’ (Kino-Eye) 
concept from 1924 was certainly familiar to both the founders of the Groupe 
Dziga Vertov and the squatters of the dffb, which in May 1968, was renamed as 
Dsiga-Wertow-Akademie: "In the first place is film proper, as an organised com
pilation of factual material, as the extraction of visual observations. We concede 
second place to film as an aid. This includes films to promote science, techno
logy, as well as class and educational work. Only third place do we occasionally 
leave to illusionary feature film s.”36 Two years earlier, in 1922, Ippolit Sokolov, an 
avant-garde industrial scientist, had already declared the silver screen the "black
board of the century" (skrizal' veka) in a text on "Cinema as a New Science”.37 Of 
course, this blackboard was not so much conceived to agitate Marxism 's living 
soul, but meant to convey Taylorist movement sequences.

Farocki and Bitomsky were far from grasping teaching and learning films in such a 
positivist way. They probably also shared the criticism of its programme, doubting 
that "if there were historical laws, they could be expressed in formulae derived 
from mathematics.”38 But as far as the revolutionary function of film as an ‘aid’ is 
concerned, they operated in the tradition of Soviet panel paintings. Yet before the 
tabular image could be constructed, content-related decisions had to be made. 
One major problem that Farocki and Bitomsky’s 'working group’ faced was to re
duce the amount of content found in the fundamental texts of Karl Marx, Ernest
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Mandel and Karl Korsch -  which had been recommended to them by "persons" 
who had "experience in teaching political econom y"39 -  and to structure it all in 
a “factually logical" way, meaning formalisation according to didactic guidelines. 
The difference between classes, the ownership of the means of production, the 
selling of labour, the difference between constant and variable capital, the eco
nomic consequences of the relation between wage labour and capital, the ques
tion of who disposes of surplus value, were selected as themes and concepts, in 
a didactic sequence of rules (rules = RU) and examples (e.g. = EG), an assertion 
is to be made and translated into an image or a film scene. The ‘students' are 
then requested to independently add a further theorem to the filmically prepared 
exemplification of a given theorem so as to go deeper into the matter at hand, a  
great effort was made to avoid the ‘students’ getting lost in the fuzziness of an 
‘analogical learning step', or ‘induction’. "Thanks to a person’s relation to words 
and sym bols, one can, without hesitating, provide him with a rule, without having 
to depend on him guessing it."40 At issue was ultimately the reversal of the rela
tion between induction and deduction. The transition from concrete examples 
to abstract reflection was to be augmented by a reflection on the process of 
abstraction itself.

Following the ideological imperative of the contemporary moment, the project 
was oriented towards what was envisioned as the "target group". In test screen
ings of the already produced thematic "frames of programmed instructions”,41 
the aim was to find out and record on "attitude sca les”42 how the respective tar
get group (pupils, apprentices, students and others) related to the material. The 
research team hoped that, in the situations they had programmed, a different, 
unconstrained ‘dynamism of learning' would unfold.

5. Poetics of Agitation?

At this point, the question of form arises. How could the contents of the lesson 
be "implemented in a (formal aesthetic) appealing way”? The answer was initially: 
Refrain from being more 'boring' than necessary to prevent the quicker students 
from losing their concentration when it com es to specially small learning steps.”43 
What was alluded to in Bitomsky's agit-prop vision of a dispersed, expanded cine- 

39 [Farocki/Bitomsky/Miihoffer/Lenk] 1969, ma projected on factory gates, was reduced to the scale of didactic requirements
p, 3. within the context of the 'scientific' agitation of target groups. With the mobil

isation and recontextualisation of film, its wanderings as a medium of training 
40ibid., p. 7. along the lines of Vertov or Medvedkin, and its notions of efficiency triggered by

cybernetic fantasies of a learning machine, they not only abstained from any kind 
of culinary cinephilia, but also renounced all affinities with the experiments of a 
’bourgeois' neo-avant-garde. This anti-aesthetic position was based not least on 
the radical critique of the conventions of the commercial feature films, especially 
when it appeared as ‘New German Cinem a’. This was compounded by the strict 
distancing from all forms of underground cinema or ‘New American Cinema',
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. ch _ particularly among th e  radicalised Berlin filmmakers -  was discredited as 
National and neo-romantic.
the aim was t0 cleve °̂P a radical, film-critical relation to these com peting schools. 
-What is called ‘film’, represents a whole package of functions," Farocki and 
Bitomsky wrote in 1970 in a short, manifesto-like text that defines the epistem o- 

gical complexity of film as the precondition for a pedagogical poetics of cinema: 
-Roughly classified -  film is there to reproduce the commodity of iabour-power 
(commonly called entertainment). Film is there to convey information (produc
tive force) and to produce information (the science of the productive force), film 
is there to lend qualifications. It shows that these functions interfere with and 
delete each other, if they are not first separated. We have observed in cinema- 
li^e situations that our film pieces are at best met with an aesthetic interest. In 
teaching situations, that is in schooling, they attracted the full attention of those 
learning, they were met with a declared desire to learn, and we did not have to 
^ n g  this desire about surreptitiously or through coercion,”44

At the 3. Kongress der Bildstellenleiter der Bundesrepublik Deutschland [3ld 
C o n fe r e n c e  of Directors of Rental Centres for Educational Films in the Federal 
Republic of Germany] in Hamburg in early June 1970, Steffen Wolf from the 
Institut fur Film und Bild told the delegates how severe the debates between 
the different factions of the West German cinema landscape were, but also that 
there was an as yet “still small group of films” that served direct political agita
tion as understood by the “extreme left": “These films not only want to be con
sumed; they understand them selves as a call for action, whereby action is to be 
grasped as the -  if needed -  revolutionary and thus violent change of the existing 
social order and norms."45 As examples of this agitational (and apparently explo
sive) 'form of cinem a’, Wolf mentions Film 68 by Hannes Fuchs (which in 1969 
was awarded the Preis der deutschen Filmkritik together with Inextinguishable 
Fire -  in the category ‘Short Film’, in which prizes were awarded for the first time) 
and The Division o f all Days. Farocki's and Bitomsky’s film, (as well as Frank 
Mills by Hannes Karnick and Wolfgang Richter, 1970), was received with special 
interest by the Arbeitsgruppe moderne Filmformen [Working Group on Modern 
Film Forms] which discussed W olf’s contribution. They praised the fact that the 
film was distributed with an "agitator” and “accompanying material”; moreover, it 
provided proof of capitalist exploitation by operating with learning steps accord
ing to the principle of programming. It seemed as if Farocki and Bitomsky had 
done everything right: "In regard to its m essage it is consistently determined by a 
single theory.”46 The working group therefore recommended examining this “new 
didactic film" in regard to its "effects” and "formal principles" in the interest of 
“further developing educational film [Lehrfilm]”.47

The question pertaining to form and formal principles was to pursue The 
Division of all Days and Som ething S e lf Explanatory (15 x) for quite som e time, 
especially since the formal implementation was generally considered to have 
failed. In the attempt to put the didactic methodology into practice, to avoid any

44 Hartmut Bitomsky/Harun Farocki, “Die Teilung 

aiierTage", in: F ilm m acher Cooperative, 

Information no. 6, Hamburg 1970, p. 5f.

45 Steffen Wolf, "Neue Filmformen" (with: 

Wolfgang Brudny, Berichterstattung der 

Arbeitsgruppe .Moderne Filmformen’), in: 

Audio -v isue lle  B ild u n gsm itte l in  derS ch u le  

von m orgen. Kongress d e r B ild s te lle n le ite r d e r  

B undesrepublik  D eu tsch land  e inschlieS iich  

W est-Berlin, H am burg 1970,

Munich 1970, pp. 136-146, p. 144.

46 See ibid., p. 145.

47 Ibid., p. 146.
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48 Gertrud Koch, "Pnblikum als Beute. Zu den 

Filmnachten der Experimenta", in Frank fu rter  

R undschau, no 129, 7/1971, p. 14.

kind of 'artistic' invention, to circumvent any image cliche, and thus to achieve 
a maximum 'teaching value' (Brecht), strange hybrids were created, the quality 
of which is difficult to decipher today. It probably remains to be discovered in 
the first place, for response at the time -  apart from the direct advocates 0f 
agitational film production -  was indeed restrained. In one of her very first film 
reviews, Gertrud Koch in 1971 doubted that the "implementation of theory in filmic 
teaching material” in Something Self Explanatory (15 x) had succeeded, because 
the "illustration and the staged scenes” can only be partially "connected to the 
inserted propositions in a coherent way,” Vet, she continued, there are signs of 
overcoming the "didactic asceticism ” of the earlier films -  effected by a "new 
citation technique building on the viewers’ experience with cinema."49

The Division o f all Days , composed of three thematic ‘blocks' (Farocki/Bitomsky), 
was the result of adhering in a relatively strict way to the self-im posed design 
concept, according to which elements that are appealing in formal aesthetic 
terms should only serve to keep those students interested, who are ahead of 
the others. In all other cases, written or spoken language is to frame, surround 
and permeate the mostly staged scenes. At the beginning we see a didactic unit 
meant to demonstrate the pre-capitalist slave trade, in which Farocki himself, 
dressed in Indian clothes at a market stall, sells a slave, played by a Thai fellow 
student, to a corpulent land owner. What is impressive and irritating here, as in 
all subsequent staged scenes and not only the ones in which historical costumes 
are worn, is a primitivism of the m ise-en-scene  that refers to the early days of 
cinema. Both the character of constructedness and the limited economic means 
are displayed. As in a film from the 1920s, the recurring image of a female press 
operator in a factory is superimposed with the image of a clock to illustrate the 
relation of paid and unpaid labour. Of course, Lumiere's scene of workers leaving 
the factory through the gate is also to be found. Beforehand, we see a woman 
in a smock selling household goods in a departm ent store. When she comes 
home, she puts on an apron dress, because that's when her second working day 
begins. In the third part dealing with the progressive development of capitalism
-  after the intertitle “Er entwickelt den Welthandel" [He develops world trade] -  
we take a look into an office with a woman and a man; she's the secretary, he’s 
the boss. The woman is on the phone, and edited into the window in the back
ground, M elies-style, are images of a satellite dish and a man telephoning with 
whom she discusses the long distance order of goods. In the next scene, the 
same actor and actress play members of the workforce; this time we also see a 
telephone conversation, a colleague appears in the window, wearing a shirt and 
drinking coffee, saying that they are about to go on strike in the warehouse in 
Antwerp. Afterwards, to support and deepen what was just shown, the line “Der 
Kapitalismus is progressive” [Capitalism is progressive] is faded in, accompa
nied by a list of reasons for this assertion.

In Som ething S e lf Explanatory (15 x), which premiered at the International Forum 
of New Cinema in Berlin in June 1971, the principle of the preceding project is



-lined, although it was produced with a slightly higher budget, several profes- 
rC "i-ii actors and a thematic focus on the theory of labour value, the law of value, 
sj° natjon and fetish. As the title already reveals, the aim was to call into ques-
3 'n what is deemed evident. Farocki and Bitomsky wrote the following about 
1 seives: "their intention is to make a walking person think about walking so 
hat he falls down."49 More decisively than in The Division o f all Days, the inter- 

nnection between the "reality of the law of value in cinema and in life" became 
C ° d r i v i n g  force of their work here. The "Luckentext" [fill-in-the-blank text] on politi
cal economy, set in sans-serif capital letters, Into which the now more elaborately 

reduced film sequences were inserted, functioned as a provider of keywords 
for a filmic reflection on the representability of the abstract logics of capitalism. 
While for proponents of New German Cinema “dispensing with the studio as 
an expensive means of production became a true virtue”, Farocki and Bitomsky 
followed the thesis that the "rendering of social reality [...] is not a question of 
the filming location [...] but of the analysis it is based on [ ...] .”5° Many scenes 
are correspondingly artificial, stiff, overemphasised and occasionally skirt the 
border of caricature and even sexism -  for example, when Farocki, dressed in 
a white rally driver overall, explains to a woman how she should drive an Alpha 
Romeo on a snow-covered road. The proximity to children’s TV, especially the 
way it was developed at the WDR a short while later, becomes more than clear 
in the part "Hier spricht das Geld” [Here, money talks], in which, after we see a 
shot of a craftsman from pre-industrial times in his workshop, he sees in front 
of his workshop window, in a kind of iconic speech balloon, pictures of objects 
(tools, a wooden axe, meals). The craftsman then builds a wooden wheel, rolls it 
across his courtyard and exchanges it for paper money, which is handed to him 
by a buyer wearing medieval knickerbockers. This audiovisual form of pedagogy 
is based on a modular method, on the principle of building blocks, enabling the 
combination of staged cinematic images with other staged images or wage-profit 
tables and text inserts ("To work means to produce property for others”).

6. Old, New Spaces of Perception

Today, it seem s as if these two films, close to 40 years after they were produced, 
had descended from daring agitational experiments to monuments of failure. 
In the filmographies of Hartmut Bitomsky and Harun Farocki, these attempts 
at a programmed pedagogy are like dead branches -  there was no headway 
to be made -  no matter to what extent they may have already contained the 
nucleus of what the two filmmakers were to develop in their docum entary and 
image-analytical works in the next decades. In addition, only very few copies 
of the two 16-mm films exist, and they have yet to be digitised. At present, the 
"space of reception”51 of The Division of all Days and Som ething S e lf Explanatory 
(15xjconsists primarily as a room in a cinematheque with a viewing device, although 
the "place and situation of screening" played a vital role in their considerations 
on film, agitation and didactics.52 And finally there was also television, for which

Farocki/Bitomsky 1971, unpaginated.

50 Bitomsky 1969, p. 48,

51 See Harun Farocki, "Staubsauger oder 

Maschinenpistolen. Ein Wanderkino fur 

Technologen", in Film, vol 6, 12/1968, p. 7,

52 Ibid.
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The Division o f all Days had been produced and in which -  as far as the issue of 
'political econom y' is concerned -  it had entered into an interesting, albeit subtle 
competition with state-com m issioned school TV  projects.

Today, nobody really wants to talk about these films anymore, neither the fj|IT1. 
makers nor critics or historians. Tilman Baumgartel, however, did so in his Farocki 
monograph, and he couldn't hide his disappointm ent: “The two educational fiiins 
of Farocki/Bitomsky fell victim to their own programme: although they knew that 
cinema cannot be a pure ‘language of agitation’, they made it an instrument in 
a manner contradicting the ambiguous, polymorphous essence of cinematic im
ages."53 Here, Baumgartel is guided by a similar intuition as Jorg-Peter Feurich 
in 1970. In a discussion he held with Farocki and Bitomsky on The Division of 
all Days for the periodical Filmkritik, Feurich cited a definition of 'agitation', for 
which no source was given: “What agitation relates is not true in itself. Agitation 
relates som eone's truth to someone e lse .”54 But Feurich could not really accept 
this instrum entalisation. Therefore, in the discussion he repeatedly returns to 
the ultimately inaccessible language of cinematic images and the obstinacy of 
viewing in The Division o f all Days. “That which appears as headmasterish in the 
inserted discussion parts of the TV version, is not so in the film parts. I noticed 
this, because in all the texts about it and elsewhere, there is no talk of how me
ticulously the images are com posed.”55 It is only the special m eticulousness and 
intractability of the images that prove the usefulness characteristic of political 
film. Bitomsky repeatedly rejects this, insisting that communication is not an end 
in itself; at issue is not that someone expresses himself in a medium or that a 
content is presented. Instead, says Farocki, “what is at stake is to expand aware
ness to the situation of learning, to the aim and the motive of learning. And a 
person aware of his situation -  how can one force him to become an engineer in 
the industry of extermination and manipulation?”56

The awareness of one’s own situation, as an aim of agitation, demanded the 
awareness of the situation of cinema. Its disintegration and reintegration re
quired the development of a new epistemology, methodology and ontology. What 
information, what knowledge, what com petences were to be conveyed in which 
way? And to whom, and based on which theoretical definitions of the medium? 
The Division o f all Days and Som ething S e lf Explanatory (15 x) contain many signs 
of how Farocki and Bitomsky envisioned the new tabular film of agitation.
One can (no longer?) be certain of the degree of alienation in the described 
scene of The Division o f all Days, in which Klaus Kreimeier makes the transition 
from ‘retraining’ to ‘training’. The exchange of words between the lecturer and 
the students is so stiff that it is more reminiscent of Jean-Marie Straub than 
Jean-Luc Godard. In the staging of these and other scenes, Farocki and Bitomsky 
adhered to extreme abstraction with regard to gestures and facial expressions. 
This was something they had already developed during their studies at the dffb. 
In retrospect, Kreimeier speaks of Farocki's ‘‘gesture of self-denial”, of the ten
dency of the young filmmaker to interrupt himself and to be hoist by his own
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P * - ; „ 0W travellers found either awkward or self-destructive was a result of the 
ortliaQCi lantfuacte of agitation that mftjaes to take nn thfi fnrm of a

tard
_  which made him a “Dadaist of Maoism" around 1968.B7What lecturers

quest for an artless language of agitation that refuses to take on the form of a
niodity, the search for a “cinematic school manifestation" (Straschek)68 free 

^ ^ e t ie s .  Vet the decisive moment of this agitational-didactic work after 1968 is 
naps the way in wl1'ch the topological attempt was made to fold filmic space 

P® pedagogical space, to newly survey the “space of reception” (Farocki), in 
in i to the needs and levels of knowledge of the respective ’target groups'. In
1970 people in Berlin and elsewhere dealt with the question of the conditions of 

oletarian viewpoint’ that constitutes a ‘space of perception’ other than that 
a, t,ie bourgeois subject. “The worker does not conceive a space,” the Berlin 
based art historian Eckhard Siepmann wrote, “ he comes upon it. His space is 
not homogenous but full of contradictions. He does not face a space privately but 
works s o c i a l l y The collapse of the ‘space of viewing’ based on the central per
spective demanded explanations that were informed by both psychedelics and 
cybernetics, while additionally imbued by a notion of counter-culture. Siepmann 
demanded that “political econom y must be augmented by a political aesthetics 
that can have an effect not via schooling but only through the practical propa
ganda of the way of life of the counter-society”.60

As little as Farocki and Bitomsky may have related to such an electronic-anarchic 
programme, their practice of tabular images shared an array of preconditions 
and assumptions with this diagnosis (or fantasy?) of the sensorium  of the po
tentially revolutionary m asses decentralised under the impact of techno-culture. 
The transition to the post-Fordist formation is accompanied by the demand for 
and the fostering of a new subjectivity. Essential to this subjectivity is a new 
competence that has to do with how images are dealt with. Farocki and Bitomsky 
had already begun this in their Auvico  project. Another outline stemming from the 
same context also points out the possibility of conceiving film as a ‘“ school for 
communication"’, in which visual competence should be “tested".61 In retrospect, 
the themes that Farocki and Bitomsky chose here (‘citation’, ‘prosem ics’, ‘self
expression and role d istance’, ‘coding and decoding’, ‘private communication 
and public communication’, ‘reproductions replace objects' etc.) could be supple
mented by the question of the innovation of images in the process of post-Fordist 
restructuring. A society in which visual and communicational com petence plays 
an ever important role in creating a ‘good’ subject inevitably produces other im
ages. The tabular images of the educational films, as awkward and resistant as 
they may be, take part in this process. The new image is one that is indeed to 
function in a new ‘cyberneticised’ space of perception shaped by the theories 
and practices of information. A “new automatism” has brought about a "mutation 
of form”, Gilles Deleuze stated .62 This is where table and board play a noticeable 
role, for the ‘new images' are no longer to be viewed only vertically. They tip over 
horizontally, turn into ‘flatbed picture planes’, as the art historian Leo Steinberg 
characterised the combine paintings of Robert Rauschenberg in 1968. Their sur
faces are paintings that function horizontally, like “any flat docum entary surface

57 See Klaus Kreimeier, “Papier -  Schere -  Stein. 

Farockis fruhe Filme”, in D er A rger m it den  

Bildern. D ie F ilm e von H arun Farocki, ed . by 

Rolf Aurich and Ulrich Kriest, Konstanz 1998, 

pp. 27-45, p. 27 and 37.

58 Straschek 1975, p. 465.

59 Eckhard Siepmann, “Rotfront Faraday.

Uber Elektronik und Klassenkampf. Ein 

Interpretationsraster", in Kursbucll 20/1970 

[Thematic issue: Uber asthetische Fragen 

(On Aesthetic Issues)], pp. 187-202, p. 199.

60 Ibid., p. 201.

61 Harun Farocki, Hartmut Bitomsky, 

"Kommunisieren", typescript, eight pages, 

Berlin [1970]

62 Gilles Deleuze, Cinem a 2 : The Time Im age, 

Minneapolis 1989, p. 254.
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that tabulates information."03 In the 1980s, Deleuze, who had been familiar with 
this text of Steinberg, also defined the 'new image' as deviating from the model 
of the vertically hung canvas or the window. It instead “constitutes a table of in. 
formation (table d'informatiori), an opaque surface on which are inscribed 'data' 
information replacing nature, and the brain-city, the third eye, replacing the eyes 
of nature".64

This interface between image and information, film and board, has perhaps been 
the true field of operation in Farocki's and Bitomsky's didactic projects after 
1968. Since then, it has increasingly become the object of visual-verbal analy
ses, the opaque surface of an insistent work of enlightenment.
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When speaking about art, the notion of ‘education’ is not the most likely one to 
come to our minds. Ever since the invention of the romantic and idealistic idea of 
an autonomous realm of art, a prominent mode of critical thinking has tended to 
assign ‘teaching’ and ‘learning’ to particular public spheres like school, univer
sity or the media, while the museum and the gallery remain untouched by such 
supposedly functional concerns.

Art -  to give a very simplified paraphrase of a more complex argument -  does not 
owe its existence to calculation and rules, nor does it aim at directly influencing 
or educating the viewer in its reception. The famous Kantian term 'interesseloses 
Wohlgefallen’ -  disinterested benevolence -  precisely encapsulated this idea of 
two separate fields.

Of course, there has always been a counter-tradition of relating art and social 
reality. Think of Bertolt Brecht’s concept of 'epic theatre’ that was meant to 
instruct the spectator by showing him or her how the actors learn while they are 
performing the play. Think of Jean-Luc Godard's various approaches since 1969, 
be it the collaborative work in the Groupe Dziga Vertov, be it the shift to working 
with video in television series like France/tour/detour/deux/enfants (1977), where 
he took up a popular educational book for children and reworked it for his own 
purposes. Or think of the numerous ways of confronting art and social practice in 
recent site-specific works that have provoked the term 'relational aesthetics'.

It may not be wrong to generalise that all forms of political art contradict or at least 
challenge the notion of autonomy. In many ways, they testify to dissatisfaction 
with the division of labour that puts the artwork there and us, the viewers, here. 
In other words, they are interested in the instructive character of artworks, in 
the impulse to teach and transfer, to share not only an aesthetic experience but 
also a profound knowledge that the artist renders accessib le in his work. To me, 
Farocki’s work has always proved ‘instructive’ in this specific sense.

I prefer to call th is quality 'instructive' instead of ‘educational' or 'didactic'. Not 
only does the word sound less disparaging; it also contains the word 'structure', 
which was and is one of the most far-reaching term s in 20th century thought. 
Learning about structures and then displaying how structures configure, mould 
and shape narration, meaning and ideology was one of the most influential 
developments in the humanities; it is no exaggeration (or just a small one) to 
identify the discovery of ‘structures’ with the birth of ‘theory’ itself as it was 
conceived about 40 years ago in France.

There are three concepts that are loosely related to the idea of structure: 
‘instruction’ (finding a genuine structure), 'construction' (forms of expression) 
and 'reconstruction' (rethinking already existing patterns). These term s will be

1



Dloyed to examine two recent works -  Zur Bauweise des Films bei Griffith (On 
in s tru c t io n  of Griffith's Films, 2006) and Gegen-M usik  (Counter-Music, 2004,);
i e examination will, in turn, generate possible terms for a future glossary of 

un farocki’s instructional gestures, four of which will then be elaborated.

2
I got to know Harun Farocki’s work in the mid-90s in a university context; it took 
a teacher in German studies who subversively misused seminars on German 
l i t e r a t u r e  to re-edit Cassavetes films and who -  much to the surprise of some of 
riis colleagues -  included Farocki's films in the curriculum. Arbeiter verlassen die 
fabrik (Workers Leaving the Factory, 1995) had just been finished and Farocki’s 
migration -  if it is one -  from working with television to working with art institutions 
was about to begin with Schnittstelle  (Interface, 1996) and, more prominently, 
with his participation in Catherine David's documenta X (1997). What struck me 
when I saw Wie man sieht (As You See, 1986) and Bilder der Welt und Inschrift 
des Krieges (Images of the World and the Inscription of War, 1988) was a unique 
way of integrating knowledge from history and critical theory and at the same time 
combining the two elements in a sophisticated form of narration. In Interface, 
Farocki reveals and comments upon some of the structures that govern his 
montage in /As You See. Certain images and motifs reoccur regularly like refrains 
in a song or a poem. Repetition and variation; two operations that are at the core 
of aesthetic as well as educational processes. ( REPEATING AND VARYING) The 
forms Farocki found were as much informed by film history as by a very acute 
observation of the present. Reflection, narration and argumentation existed in 
a close alliance, without one cancelling out the other. All of these aspects were 
shown to be capacities inherent in the sounds, images and words; their ’didactic’ 
impulse seemed light, as a lot of background was left to resonate rather than to 
be explicitly stated, but still, I felt that a lot could be learned from this.

Farocki's films did not remind me of anything that I had hitherto known in cin
ema, neither in what I was used to think of as its documentary tradition nor in 
its fictional department. This was different and genuine. Yet at the same time, 
Farocki's knowledge was saturated by an impressive familiarity with film history 
as well as with theoretical ideas; the films seemed to bear w itness to Farocki's 
triple existence as author, filmmaker and theorist.

Film history has always been present in Farocki's writing and filmmaking, yet 
in the two installations I want to concentrate on, they figure more prominently 
than elsewhere. In On Construction o f Griffith’s Films, Farocki focuses on a 
specific moment in film history. Two films by D. W. Griffith, The Lonedale Operator
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1 Tom Gunning, "Weaving a Narrative: Style and 

Economic Background in Griffith's Biograph 

Films", in Q uarterly Review o f Film  S tudies  

6.1/1981, p. 1125. Quoted in Miriam Hansen, 

Babel & Babylon. S peca to rsh ip  in Am erican  

S ilen t Film, Cambridge 1994,

p. 141.

2 Quoted in the leaflet issued at the exhibi

tion Harun Farocki. C ounter-M usic &  On 

C onstruction  o f  G riffith 's  F ilm s  at Galerie 

Thaddaeus Ropac, Paris, June 2009.
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(1911) and Intolerance (1916), provide the material ( WORKING WITH ALREADY 
EXISTING MATERIAL) for a short and concentrated consideration of how cinematic 
narration developed its principles and rules in the transitional period from eariv 
cinema to the studio system. Why Griffith? D. W. Griffith has always been more 
interesting than the myth of 'the founding father' of classical American cinema 
suggested. The renewed interest in early cinema and ‘new film history’ since 
the 70s helped to correct this image. Tom Gunning, one of the most important 
scholars to stress the complexities of Griffith and the industrial context in which 
he operated, observed that as early as in 1908-09 "Griffith's work appears 
curiously overdetermined, fulfilling certain expectations and aspirations of the 
film industry of the time, and yet also running into conflict with them -  exceeding 
them".1 So Griffith is just one, albeit the most famous, exponent of a cinema at 
the threshold between presentational and representational modes of cinema, 
between the ‘exhibitionist’ tendencies of self-consciously showing and the 
'voyeurist' mode of building a self-contained fictional world.

"Cinematography constructs its own space", Farocki’s intertitles tell us, "struc
tures of its own making, parallel worlds" ( CHALKING UP/BLACKBOARD) Creating 
this autonomous fictional world thus meant constructing a ‘parallel space’. What 
the installation shows us is how this construction of film space relies on conven
tions that came into being at that time: on specific ways of editing and combining 
gazes and spaces through sight lines. It is not about pinpointing a ‘first time’ -  
the first cut, the first shot-countershot, the first tracking shot, a game that has 
been played too often -  but about an elementary mechanism of relating people 
and spaces. Farocki's micrological analysis does not pretend to give a compre
hensive view of the two films. It would be ridiculous to analyse a three-hour epic 
like Intolerance in nine minutes -  although Standish Lawder produced an ironical 
version of that in 1970 with his Intolerance (Abridged). What we see rather is a 
sample in the way that scientists in a laboratory work with sam ples. The principal 
tool in this laboratory is the editing table. Or, more precisely: the editing table 
is not only the tool, but also the subject of his installation. The question of film 
space and its relation to shot-countershot editing lends itself perfectly to the 
arrangement on two monitors. From The Lonedale Operator to Intolerance, for
merly separate spaces are integrated into an exchange of glances that finds their 
equivalent in the adjacent monitors that echo the monitors of an editing table. 
"My intention was to create a film laboratory, to show as much as possible of the 
structure of a film, a film genre, or a style with as few interventions as possible”2, 
Farocki explains. In em phasising the analytical power of the images, Farocki's 
installation suggests an answer to one of the most crucial problems every dis
course on film has to face. One of the key problems of analysing films in the 70s, 
when theorists like Thierry Kuntzel and Raymond Bellour started to examine films 
as closely and seriously as texts from the literary canon, was the principal ab
sence of the object in its analyses. In "The Unattainable Text", a 1975-essay that 
Farocki and Antje Ehmann included in their catalogue to the Cinema like never 
before exhibition, Bellour has described the restrictions and paradoxes that are

M

I Jecle hinslelluiK) 
slehl fur emen Ftaum



t cably connected with writing on films: "On the one hand, [the moving im- 
ine*. oreads in space like a picture; on the other, it plunges into time, like a story
9 t its serialisation into units approxim ates more or less to the musical work. 
tf> this i t is peculiarly unquotable, since the written text cannot restore to it what 
"nly the projector can produce: a movement, the illusion of which guarantees the

reality-"®

scholars had to resort to stills and written descriptions to evoke their object.'’ 
Farocki's cinematographic take on film historical motifs and individual films has 

iways c*ealt with t,ie implications of this 'peculiar unquotability’. This goes for his 
television productions in the 70s -  for instance his analysis of Basil W right’s Song  
o f  Ceylon (1975) as well as for Workers Leaving (he Factory or the autobiographical 
reading of some of his own films in Interface. Film, as deeply grounded in social 
and historical circum stances as in a history of visual media and the arts, is a 
unjque tool, altogether different from spoken or written language. The very simple 
fad that it is possible to speak about film by using the same techniques and 
material as the film itself, allows a complicated but felicitous marriage between 
Friedrich Schlegel’s romantic creed that a theory of the novel would itself have to 
l3e a novel and the materialist im pulse  of ‘textual analysis’ in film s tu d ie s .

The installation mode has provided Farocki with an opportunity to exhibit images 
in the flexible state where they keep their potential; where they lend them selves 
to comparison and commentary, where the relation between images becom es as 
important as the images them selves. The titles of two recent exhibitions make 
clear that the relating of two images in what Farocki has baptised 'soft montage’ 
is at the core of his poetics. Nebeneinander (Side by Side) -  an exhibition in 
Vienna (2007) -  points to the duplication of screens that not only refers to 
Warhol's Chelsea Girls (1966) or Godard’s Numero deux (1975) but has a more 
oblique tradition in the slide projections that Bruno Meyer, Herman Grimm and 
Heinrich Wolfflin introduced and made popular in art history classes since the 
1870s,5 where it provided the basis for iconological and analytical learning and 
teaching. ( TO PLACE SIDE BY SIDE) One image doesn't take the place o f the 
previous one -  a show in Montreal (2008) -  calls our attention to one of the basic 
effects of this 'side by side' arrangement that Farocki theorised in his article 
"Cross Influence/Soft Montage”.6 What we touch upon here are the forces and 
possibilities of images that have been at the core of Farocki's thinking for more 
than 40 years now.

4

Nobody believed more firmly in the powers of montage than the Russian filmmakers
in the 20s. In 1929, when Dziga Vertov made The Man with the Movie Camera at 
the threshold of sound film, the competence in dealing with images had reached 
an astonishing level. Vertov and his Soviet comrades had the confidence to think

3 Raymond Bellour, “The Unattainable Text", in 

Harun Farocki, Antje Ehmann (e ds .), Cinema  

like  never befo re , Cologne 2006, p. 118.

4 Raymond Bellour has done this, amongst oth

ers, in a meticulous analyses of precisely The 

Lonedale O pe ra to r  in 1980; see Raymond 

Bellour, "To Alternate/To Narrate (on The 

Lonedale Operator)", in Raymond Bellour, The 

A nalysis o f  F ilm  (1980), ed. by Constance 

Penley, Bloomington 2000, pp. 262-277.

5 See Ingeborg Reichle, "Medienbruche”, in 

kritische  B erich te  1/2002 [Special Issue: Die 

Bildmedien der Kunstgeschichte], pp. 4 0 -5 6 . 

See also Heinrich Dilly, "Die Bildwerfer. 121 

Jahre kunstwissenschaftliche DiaProjektion", 

in Zwischen M a rk t und  M useum . B eitrage  

derTagung "P rasen ta tions fo rm en  von 

Fotografie», Rundbrief Fotografie. Sonderheft 

2, Goppingen 1995, pp, 39-44.

6 Harun Farocki, “Cross Influence/Soft 

Montage”, in this book, pp. 69-75.
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Farocki borrows the term from Roland 

Barthes, who speaks of “operative language" 

in his book M ytho log ies. One of Farocki’s ear 

liest publications is a book review of "Mythen 

des Alltags", a selection of M ytho log ies  

that was published in German translation 

in 1964. (See Harun Farocki, "Dertagliche 

Mythos”, S pa n d au e rV o lksb la tt 16 Mai 1965 

and a radio essay on the same topic that was 

broadcast on 26 June 1965 on Sender Freies 

Berlin; thanks to Georg Stanitzek who dug up 

this early material).

Harun Farocki, “Kamera in Aufsicht”, 

in F ilm kritik  9/1983, p. 416.

See Michael Cowan, "Rethinking the City 

Symphony after the Age of Industry. Harun 

Farocki and the 'City Film’", in In te rm e d ia te s  

11/2008, pp. 69-86, 77-79.

of a cinema that was not centred on human relations, psychology or plot. Abstract 
structures such as ‘comm unication’, ‘the c ity ’ and its infrastructure seemed to 
be within the reach of what images could negotiate on their own terms. “Fji^  
without titles", Dziga Vertov announces before the film starts. The question of 
how to represent the structures of a modern city in 2004 -  in this case: Line
-  brings Farocki back to Vertov and Walter Ruttmann. In Counter-M usic Faroes 
shows us that the kind of autonomy of images conceptualised by Ruttmann 
and Vertov has now migrated into fields that contem porary art production tends 
to ignore. By coining the phrase "operative images",7 he hints at the fact that 
images comparable to those that Vertov looked for, shot and edited in 1929 are 
nowadays being automatically generated day and night. Machine vision, which 
Vertov placed so much faith in, has become ubiquitous. In Counter-Music, We 
encounter C C TV cam eras used for traffic supervision, a monitor checking a child’s 
brainwaves in a sleep laboratory, filming robots crawling through the canals like 
moles: images made by machines for technical p rocesses and not intended for 
aesthetic purposes. Yet while the impact and presence of these types of images 
has certainly increased, they are rarely taken into consideration as images. 
Michael Klier’s video Der Riese  (The Giant, 1982) another city-symphony made 
up almost entirely from surveillance footage, is an obvious model for Farocki’s 
Counter-Music. When Farocki wrote about Klier’s video in 1983, he sensed that 
there was something genuinely new in these types of images. Something that 
made him think of how photographs must have appeared to the first people 
to behold a still image: "The first photographs -  and this can appear over and 
over again -  dem onstrated that unimportant people, objects or events can also 
become the subject of images. Being images in the same way as intended and 
planned images, they raise the question of hierarchy, meaning or sense are 
supposed to be.”8

CCTV-im ages, uncharged with meaning or sense, are highly ambivalent. On the 
one hand, they fascinate by their similarities with images that we know. The 
sewers in Lille trigger associations with the way blood vessels in the human body 
are depicted in Richard Fleischer’s Fantastic Voyage (1966) and it is hard not to 
think of Sam M endes’ American Beauty (1999) when a plastic bag floats in the 
deserted urban space. Images like these generate their own imaginary past, their 
own forms of suspense and hundreds of stories and narratives seem to lie hidden 
in them. On the other hand, the lack of subjective agency -  "images without a 
cameraman” -  might trigger dystopian fears of a life that has disposed of people 
behind the camera. Counter-M usic does not favour either of the two possibilities. 
If one takes the images seriously the way Farocki does, the distinction between 
aesthetic and information value recedes. The question rather becomes what 
these images do and what can be done with them. If there is a metaphor that 
anchors these images, it is that of circulation and transport itself; a concept that 
acts like a gravitational centre and that applies to the city's infrastructure as well 
as to the traffic of images circulating.9



js an irony in gathering so many words about works that find an elegant 
0f making the images express themselves, I want to conclude with one 

w a y  a t i o n  on what makes Farocki's work differ from many other installations 
0t>S|ing with footage from film history. We have all witnessed Alfred Hitchcock’s art 
derid revival in the last two decades (from Douglas Gordon to Johan Grimonprez), 
W° all know Matthew Barney’s pastiches of Busby Berkeley choreographies. To 
wet jt jn economic terms, a lot of these works live off the Interest that directors, 
P t designers, writers, producers or cameramen have generated through their
S mmon efforts.10 Farocki's installations have a different attitude to the work 
that has been achieved in film history. Less interested in the iconic glamour that 
the recognition of well-known moments might trigger, Farocki's installations show 
jmages at work and try to work with these Images.

In the end, they might even teach us that there is no such thing as film history. 
There are just different types of images worth scrutinising, considering and 
learning from.

fo u r  e n t r ie s  f o r  a  s h o r t  g l o s s a r y  o f  in s t r u c t io n a l

GESTURES REGULARLY USED BY H.F. (To be continued)

CHALKING UP/BLACKBOARD;
Black background, white letters. You can 
easily imagine a formula like ‘Cinem atography 
constructs its own space’ chalked up on a 
blackboard in a classroom or a film studies 
seminar. Some of the intertitles in Farocki’s 
installation work have this instructional quality. 
In his autobiographical text, Farocki m entions 
that his very first video installation Interface  
was initially supposed to be presented with 
two blackboards: “I guess I was anxious that 
the production of a two-channel video w asn’t 
artistic enough, so I asked my assistant Jan 
Ralske to look for some old blackboards. He 
found some on the street in Berlin-M itte, 
where a school building was being cleared out. 
We had them sent to France by courier. I then 
chalked some quotations from my work on to 
them. W hen the installation travelled to another 
art space in Nice the blackboards rem ained in 
Lille -  and since then I have done without any

additional items in my installation works.”11 
T his blackboard, discarded after the first 
presentation of Interface, rem inds me o f another 
blackboard, more than 20 years earlier: the one 
that Klaus Kreim eier uses in D ie Teilung alter 
Tage (The Division of all Days, 1970) when he 
is teaching M arxism  in a classroom . However, 
the blackboard is as ambiguous an im age as the 
functions of a teacher are. In  movies like Die  
Schulim g  (Indoctrination, 1987) and its sequel 
Die U m sdutlang  (Retraining, 1994) or Die 
Bewerbung  (The Interview, 1997), the teachers 
all work with blackboards or their modern 
descendant, the flipchart. But are they really 
teaching?

W ORKING W ITH  ALREA D Y  EXISTING 
M ATERIAL:
One o f Harun Farocki’s m ost popular sentences 
is this: “You don’t have to search for new images, 
ones never seen before, but you do have to utilise

For a sceptical account of the fusions and 

confusions between contemporary art 

and cinema see Volker Pantenburg,

"Post Cinema? Movies, Museums,

Mutations", in S ite  24/2008, p. 45

Harun Farocki, "Written Trailers", in this book, 

p. 231f.
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12 Harun Farocki, "Cross Influence/Soft 

Montage", in this book, p. 72.

the existing ones in such a way that they become 
new.” There are, however, various ways of 
utilising existing images. W hy do you dissect 
a bird? In order to eat it? O r because you are 
interested in the m echanics of flying? ‘Feasting 
or flying’ -  the film theorist Helmut Farber’s 
question of film analysis, taken up by Antje 
Elmjann and Harim  Farocki’s installation work 
Fressen oder Fliegen  (Feasting or Flying, 2008) 
indicates the fundam ental modes of dissecting 
and analysing. In what we have become used 
to calling ‘found footage film ’ both impulses 
are inherent in different proportions. The 
avant-gardes have often striven for gestures of 
destruction. Even if you want to attack — or feast
-  an image, you had better study it beforehand.

TO PLACE SIDE BY SIDE:
The single most im portant analytical tools in 
teaching art history is the double slide projection, 
invented in the 19"' century. Displaying two 
slides alternating or in synchronicity makes it 
possible to present the most diverse relations 
between images: overall view and detail, original 
and variation, sketch and final execution are just 
some of the dynam ic constellations that can be 
dem onstrated in the side by side of two i mages. In 
his own use of double projections, Farocki refers 
to forms of ‘Expanded C inem a’ in the 1960s, but 
m ainly to the impact o f Godard: “W hen Godard 
presented Numero deux  in 1975, a 35mm film 
that (mainly) shows two video m onitors, I was 
sure that here was the new experience of video 
editing, the com parison o f two images. W hat 
do these images share? W hat can an image 
have in com mon with another?”12 Putting 
two images side by side moves the question 
of com parison as a critical operation into the 
centre. Analytical th inking -  always a form of 
thinking structured by references and relations
-  finds a spatial articulation. The specific form 
of display and the configuration of m edia is 
manifold: Two pictures at the same height as 
in Vergteich iiber ein D rittes  (Com parison via 
a Third, 2007), six projected images in a semi

circle like in Feasting or Flying, or two iniages 
on adjacent monitors like in Interface. or |j 
images in a row of monitors side by side ()tl 
the floor, like in Arbeiler vertassen die Fabric 
in e lf Jahrezehnten (Workers Leaving u,. 
Factory in Eleven Decades, 2006) or 12 iniages 
of synchronously displaying different ways 
of depicting the FIFA World Cup Final 2006 
(Deep Play, 2007). Each of these articulations 
'side by side’ reform ulates the question of 
which kinds o f intellectual operations are either 
depicted, initiated, suggested or expressed in an 
autonomous visual gram m ar.

REPEA TIN G  A N D  VARYING:
One of the four colum ns that Farocki published 
in the m agazine film  in 1969, has the title 
“Repetition and  M inimal Variation”.  At 
this historical moment, Farocki's interest in 
didactics is m ost closely linked to the question 
of political agitation. In a conversation with 
G eorg A lexander that was broadcast after the 
Television broadcast of Inextinguishable Fire in 
the same year, Farocki explains his approach: 
“... the principle o f ‘m inim al variation’ tries to 
rework continuously whatever was introduced in 
a film or in an argum ent, tries to let it reappear 
in a slight variation. Thus the slight variation 
distances itself from  the already fam iliar and 
in this way a  process can be followed. This is 
one of the form al approaches one can distill 
from  learning theory, from teaching models 
following sim ilar rules.” There are nearly
20 years betw een Nichl loschbares Feuer 
(Inextinguishable Fire, 1969) and Image* o f  the 
World and  the Inscription o f  War (1988). And 
there is another tim e span o f 21 years between 
Images o f  the World and  the Inscription of 
War and, for example, Znni Vergleich (In 
Com parison, 2009). However different these 
films are, the principle of repeating and varying 
images builds a bridge between them.
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iVlemory and Montage.
On the Installation 
Counter-Music

Christa Blumlinger

This text f irs t appeared in French in In te rm e d ia lite s  no. 11/2008 under the title  "Travail de la memoire et memoire 

du travail -  Vertov/Farocki. A propos de C o ntre -C h an t". This is a slightly altered and shortened rendering of the 

author's German translation, which was translated into English by Michael Turnbull

Stills from Counter-M usic, Harun Farocki Filmproduktion



■ For Harun Farocki's change of apparatus in 

connection with the essay form see also my 

comments in "Harun Farocki. The Art of the 

Possible, in Ursula Biemann (ed .), S tu ff  it. 

The video essay in the d ig ita l age. Zurich/ 

Vienna/New York 2003, pp 98-111,

In his history of the compilation film Jay 

Leyda defines the film essay, following 

Kracauer, as a "wise visual commentary" on 

socially interesting themes. See Jay leyda, 

Film s Beget F ilms. C om pila tion  F ilm s from  

Propaganda to D rama, New York 1964, p. 30.

See Michel Foucault. "Des espaces autres" 

[1967J, in D its e t Merits, vol. IV, Paris 1994, 

pp. 752-762, here p 756. (Michel Foucault, 

"Of Other Spaces”, in The Visual Cultures 

Reader, ed. by Nicolas Mirzoeff, london/New 

York 2002, p. 232).

In her analysis, in terms of such a history, 

of Alain Resnais' pioneering film N ight and  

Fog (1955), Sylvie Lindeperg refers very 

convincingly to the "distance between two 

eras of reading" archive images. See Sylvie 

Lindeperg, N uit e t b rou illa rd . Un film  dans 

I'h is to ire , Paris 2007, p. 103.

Gilles Deleuze, “Post-scriptum sur la societe 

de controle", in Pourparlers , Paris 1990, pp. 

140-247, here pp. 243-44. ( “Postscript on 

the Control Society", in N e go tia tions  197 2 

1990 , New York 1995, pp 177-182, p. 180).

First shown in the exhibition La ville  q u i fa it  

s ignes, Le Fresnoy 2004.

Once Harun Farocki had moved from the cinema to the art space with his fjrst 
installation Schnittstelle (Interface, 1995) he repeatedly made use of the com ply 
system of double projection in order to theatrically stage the virtuality of fi|nijc 
montage.1 With the installation Counter-Music (2004) -  which gives visual 'com 
mentaries'2 to already existing Images by imaginably extending them -  the idea of 
the interval as the basis of montage is particularly emphasised and carried over 
into a different conception of intermediate space. Farocki articulates and trans
poses this idea of Vertov’s in order to construct a specific form of the audio-visual 
memory of social worlds. The original French title Contre-Chant refers both to the 
multi-channel structure of the installation and to the deficiency of surveillance 
imagery, which lack the 'contre-champ', or counter-shot. The German title Gegen- 
Musik -  as well as the English title Counter-Music -  by contrast, privileges the 
subversive dimension of visual appropriation.

The basis of this double projection is already existing images. The archival im
age is never blank here, never a pure witness, but always part of an apparatus 
of the production and circulation of visual material. Farocki ‘writes’ history, as 
it were, when he proceeds from archive material -  in Counter-Music this would 
approximate to a history of the heterotopias of a city, for example its ‘other’ places, 
as "a kind of simultaneously mythic and real objection to the space in which we 
live.’’3 But it is always a second-degree history -  not one constructed from images 
as traces, but rather a history of the gaze.4 This type of approach presupposes 
the idea of the archives, of visual memory and its dispositifs. With Farocki, the 
description of contemporary images intended for the archive immediately involves 
a reflection on the historical development of spatial relationships.
Within Farocki’s work the historical transformation of labour and its organisation 
is the subject of a fundamental reflection on the control society, as Gilles Deleuze 
differentiates it from Foucault's disciplinary society: ’’The disciplinary societies 
have two poles: the signature, denoting the individual, and the number, or matricu
lation number, that shows his position in a mass. [ .. . ]  In control societies, by con
trast, the essential thing is no longer a signature or a number, but a ratio. [...] It 
is no longer a matter here of the individual-mass duality. Individuals have become 
‘dividuals’ , and m asses are now samples, data, markets or ‘banks’."5

For Farocki the city of Lille is a kind of paradigm for the transition from the industrial 
era of the masses and production to the post-industrial era of data and services. 
In the installation Counter-Music6 this change is simultaneously embodied and 
doubled by another transition which relates the films Tschelowek s kinoapparatom 
(The Man with the Movie Camera, Dziga Vertov, 1929) and Berlin. Die Sinfonie 
der Grossstadt (Berlin: Symphony of a Great City, Walter Ruttman, 1927) to 
contemporary recordings made by surveillance cameras. While particular shots 
in the two 1920s films still show individual 'places' (with Vertov, for example, a 
woman in her flat), the images from today's surveillance cameras primarily show 
spaces that Marc Auge has called ‘non-places' or 'anonymous spaces', for example 
“facilities necessary for the accelerated locomotion of goods and person (highways,



ay intersections, stations, airports, waiting rooms)", but equally the means 
f110 ansportation themselves, or shopping centres and amusement parks. The 
°f ierically marked video images show transitional spaces that do not integrate 
nUI'old place5, the 'places o f memory', which have distinct locations. They embody 
the control of identity that paradoxically accompanies a visit to anonymous places, 

a|S0 the excess of time, events and spaces in the contemporary world that 
analyses as figures of the 'supermodern' (surmodemitS).7

. installation represents a kind of theatre of memory, and does so in a topological 
ense: as a spatialising and temporalising arrangement for bringing already 

existing images into circulation. This arrangement enables forms and gestures 
from different periods to be compared and the images circulated in a three-fold 
way within the apparatus of the installation: firstly, between the two projection 
surfaces, secondly, within each individual video channel and thirdly, through 
repetitive loops. This gives rise to an interplay of appearance, disappearance and 
^statement, supported and punctuated by intertitles, that reveals the processual 
functioning of this archival memory.
The images come from various storage formats and different times: they include 
excerpts from the so-called ‘sym phonic’ films of the classical avant-garde that 
are mentioned above, a short extract from the American science-fiction movie 
Fantastic Voyage by Richard Fleischer (1966) and shots from industrial films. 
Alongside the archival images from the past, Counter-Music primarily incorporates 
functional material from the present like computer images (information graphics, 
infrared pictures or architectural simulations) and video-surveillance material. 
Finally the installation also presents footage Farocki shot in Lille, for example in 
control centres or the city's new business centre.
So Counter-Music apparently differentiates itself from the ‘sym phonic’ utopia of 
the urban films of the 1920s: not only because this installation, in contrast to 
the silent films, makes use of original sound -  which it employs contrapuntally to 
underline the lack of counter-shots inherent to a certain class of images (above 
all surveillance images) -  but also and primarily because it historicises the enthu
siasm of the 1920s for the rhythm of machines in the context of the emergence 
of the masses. Farocki's analysis of the heterotopias of the control society is 
characterised by a historical quality that arises from the confrontation with images 
of different periods.
The initial idea of the work was: "Today’s cities are as rationalised and organised 
as a production process.’’8 These parallels were already established through the 
montage of Berlin: Symphony o f a Great City, although Ruttmann's technologised 
vision of transport systems and the working of machines in this cross-section film 
is subordinated to a homogeneous movement that specifically does not render the 
heterotopias visible or enable the functioning of the apparatus to be seen. Beyond 
the problem of the difference or similarity between two types of images, namely 
between film images and digital or digitised ones, between artistic and function
ally oriented images, with Farocki a process appears that heralds the abolition of 
the representative function of the artistic image. Referring to other examples of

7 Marc Auge, N on-lieux. In tro d uc tio n  a une 

a nth ropo log ie  de  la su rm odern ite , Seuil 

1992, pp, 43, 48, 100. (N on-P laces : 

In tro d uc tio n  to  an A n th ropo logy  o f 

Superm odern ity , London/New York,

1995, p. 3 4).

8 Harun Farocki, "Contre-Chant", in Alain 

Guiheux (e d .), La ville  q u i fa i t  s ignes, exhib. 

cat., Paris 2004, p. 106.
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contemporary art, Jacques Ranciere describes this kind of ‘end of images' as a 
project that has already taken piace once before, between the two poles of $yITV 
bolism and constructivism. So it is the "project of an art liberated from its images 
i.e. not only from their traditional figurativeness, but also from the new tension be
tween mere presence and the inscription of history into things, and thus also from 
the tension between the operations of art and the social forms of similarity and 
recognition."9 Ranciere ascribes two great forms to this project: on the one hand 
pure art (T a r t  pur”), as the direct realisation of the idea of the sensuously experi' 
ential and self-sufficient form (exemplarily embodied by the poetics of Mallarme) 
on the other, the simultaneity of futurist and constructivist art, which actualises 
itself through self-abolition and “no longer separates art from labour or politics." 
If Ranciere locates an example of the second category in “Vertov's machine eye, 
which makes all machines run synchronously*',10 Ruttmann's film can be assigned 
to the first.
In Counter-Music we can see how Vertov’s 1920s utopia has been both real
ised and transformed: the cameras are unbound and even more ubiquitous than 
Vertov’s cine-eye; but the automatic surveillance images are disconnected from 
the human body of the 'kinoki' and are not edited -  at most they are subject to 
a functional image processing. They are furthermore not shown in the cinema, 
or even on television, but circulate in digital networks. The municipal databanks 
reveal the current state of surveillance technology, and Counter-Music shows how 
the work of visual control is partially carried out today by 'intelligent' seeing ma
chines: the installation presents the vision of machine eyes that can recognise 
movement and even react to unforeseen stasis.
Inspired by Vertov and Ruttmann, and proceeding from surveillance cameras, 
Farocki presents the daily routine of a city. This had been Vertov’s utopia. Vertov’s 
idea of the 'cine-eye' (kino-glaz), and his concept of the abilities of a mechanical 
eye -  which not only ‘catches life unawares’ and records it directly, as if by chance,

9 Jacques Ranciere, Le d es tin  des im ages, but also suggests a new perception of the world through the fragmentation of time
Paris 2003, p. 27. {The Future o f  the  im age, and space -  is not unrelated to Benjamin’s concept of the 'optical unconscious’ of
London/New York 2007 , p 19). photography: that the cameras are able to see more than the human eye. For John

M acKaythe main function of Vertov’s montage lies for this reason in his extension
10 Ranciere2003, p. 29. (2007, p. 2 0). of the boundaries of visual perception, and its basis in the belief that a mobile

energy which itself cannot be directly portrayed leaves a trace in visible phenom-
11 John MacKay, “Film Energy", in October ena.11 Vertov’s materialist approach is read by Gilles Deleuze with Bergson: the

122/2007, p. 49. kino-glaz is a "material eye” and a "machinic arrangement of movement images"
that have their correlation in the “machinic arrangement of collective utterances"12 

1 2 Giiies Deleuze, L 'im age-M ouvem ent. (which, of course, implies the communist utopia). John MacKay, by contrast, as-
Ciriema l ,  Paris 1983, pp 118,1 1 9 . cribes a transcendental materialism to Vertov that in term s of philosophical history
(C inem a i :  The M ovem ent im age, London/ is based on the models of thermodynamics and proceeds from the assumption of
New York 1986, pp. 8 i ,  82). a universal energetics.13

When the ‘Kinokis’ take their cameras into the ‘turbulence of life’ , their will to see 
13 MacKay refers here to Anson Rabinbach’s more seems to be a technological promise that already heralds the video-based

work on philosophical history, see MacKay surveillance apparatus, although fundamentally differing from it in terms of con-
2007, p. 49. ception. Vertov defines the cinematic eye of the kinoki cameramen as omnipresent

104



analogous to the "radio eye" as a "film apparatus for hidden observation and 
8p u  Today's surveillance recordings -  all of them, whether concealed or
f p c o r d i n d  -  - - *

' ( niaCje in public spaces -  are entered into countless archives of shots without 
n°,fi rhamp. off-screen. What these images lack is montage, which for Vertov18liors

d y  begins with the selection of subject matter. 
a n Counter-Music works with found material ("reproduction", according to an 
j tertitle). it attempts to forge a ‘functional link' (in Vertov's sense) between the

archive recordings. The idea is suggested here of a live thematic selection from
(lie surveillance material according to certain criteria (related to the city's lighting, 
for example, or the sewage system , in a metaphorical sense, the bloodstream), 
yyith Farocki the 'reproduction' of the surveillance images is set against the 
production' of images of the man with the camera: "We show the sleep from 

cameras already aimed at sleepers", says an intertitle explaining the comparison 
between the opening of Vertov’s film and the beginning of a video loop. The explicit 
recourse to existing visual archives shows how such images are not merely stored, 
but that the archives themselves are subject to continual transformation.
Even though today's surveillance images are automatically dated and localised, 
they lack precisely the organisation of the visible world as a montage process 
that according to Vertov16 -  here sometimes in contradiction to his own practice 
-w a s  supposed to begin with the moment of observation by the ‘unarmed eye’, 
in which the filming should also participate. So when Farocki significantly draws 
more on The Man with the Movie Camera than on the Symphony, he gives this film 
a special function that goes beyond an ideological or technical urban vision. He 
borrows certain ideas from Vertov -  I will return to this later -  that can be deduced 
more from the films than the writings: ideas that lie in Vertov's formal conception 
of vision and montage. Counter-Music is initially concerned with a comparison of 
similar forms and gestures: cities used to be planned in relation to the distances 
covered by workers to and from their places of employment; today’s m asses rely 
on underground railways and express trains to take them to their often far-off 
places of work. The earlier functional footage now embodies the vanishing of in
dustrial work (Farocki incorporates archive material showing wide shots of factory 
floors, workers at power looms or the close-up of a mechanically driven crochet 
hook); the disappearance of this type of production involves the formation of new 
centres, where the movement of individuals is reorganised and regulated. In Lille, 
one such centre is called “Euralille” .17 One of the architects who took part in the 
project was Christian de Portzamparc, with his boot-shaped office building, which 
he calls a 'ski boot', that towers above the central station. This building appears 
several times in Farocki's installation, in decidedly filmic, aesthetically detached 
shots that in compositional terms are as opposed to the surveillance recordings 
and diagrammatic maps as the models and signs of the centre in which the build
ing stands.
The contrast between these two types of images can be described by two con
cepts from Jacques Ranciere, who differentiates between the “ostensive" image, 
which claims a pure presence in the name of art, and the “bare" or “naked” im
age, which only bears witness to something. Beyond the ostensive and the naked

Dziga Vertov, “Visitenkarte" (1917-1947), 

in Dziga Vertov. Die Vertov-Sam m lung im  

O sterre ich ischen F ilm m useum /T he  Vertov- 

Coiiection  a t  the  A ustrian  F ilm  M useum , 

ed. byThom asTode and Barbara Wurm, 

Vienna 2006, p. 97,

5 Vertov explains the central montage as

"choosing the most functional link, 

proceeding from both the qualities of the 

footage and the necessities of the subject 

matter". See Dziga Vertov, "From Kino-Eye to 

Radio Eye (From the Kinoks Primer)" [1930], 

in Kino-Eye: The W ritings o f  Dziga Vertov, 

ed. by Annette Michelson, London/Sydney 

1984, p, 90.

1 See Dziga Vertov, "Provisional Instructions to 

Kino Eye-Groups” [1926], in Michelson 1984, 

p. 72.

’  Euralille is a business d istrictthat was set up 

around Lille's new railway station under the 

directorship of the architect Rem Koolhaas.
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disciplinary society. See Michel Foucault,
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Burchell, Colin Gordon and Peter Miller, 

Chicago 1991, pp 87-104).

2 Foucault [1967] in Mirzoeff 2002, p. 229.
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Paris 1985, p. 340, ( Cinema 2 : The Time 

Image, Minneapolis 1989, p 82).

* Deleuze 1985, pp. 341-342. (1989, p. 83).

image Ranciere also sees, as a project of contemporary art, the "metaphorical* 
image, which is directed towards the ambiguity of similarity and the instability of 
dissimilarity. The task of art is by now to "create a local realignment, a singuiar 
new conjunction of the images in circulation'’ .18 In exactly this sense Counter 
M usic not only underlines a historical dimension (through the incorporation 0f 
films from the 1920s), but also proposes a reflection on the status and equivocal 
purpose of contemporary images.
Contemporary or postmodern architecture wishes to embody the urban flow as 
a high, light, transparent space that Farocki sets against the dark, stony under
ground.19 If Vertov portrayed The New Man as a kind of “organised nerve centre" 
and a “ reflection of the industrial era and the socialist society” (E. Roudinesco),m 
Farocki also makes use of the metaphor of the body and the metabolism in order 
to show the organisation of contemporary society and contemporary urban trans
port system s as an energetic world. Counter-Music presents the city as a place of 
governmentality in Foucault’s sense: as a specific mode of exercising power that 
results from the process of mechanisation and rationalisation, and as the basis 
of security d ispositifs.21 The division of space is crucial here: “We live in the era 
of the sim ultaneous” , writes Foucault. “We are in the era of juxtaposition, the era 
of the near and far, of coexistence, of the scattered."22 Governmentality did not 
originate today. A simple comparison is not enough to demonstrate this.
In Counter-Music various different motifs are subject to a complex repetition within 
each video channel, and also between the two channels of the double projection. 
In this way, for example, through an alternation of horizontal and vertical shots, 
the installation contrasts former and contemporary techniques of aligning 
individuals and controlling their behaviour from a distance. In its comparison 
between industrial manual labour and post-industrial visual labour, the double 
projection suggests a convergence: the association of scenes from an industrial 
film of the 1920s -  which today represents a cultural memory of the gestures of 
textile workers -  with those Farocki shot in a traffic-control centre, transforms the 
latter into a future inventory of human visual labour, which, in turn, will be at least 
partially rationalised by the digital image-recognition programmes that occasionally 
surface in the visual loop of Counter-Music. The perspective of the industrial film 
shows the working of machines as a result of the physical intervention of the 
workers, while the shots from the video-surveillance centre indicate the superiority 
of a mechanical sight that can increasingly regulate itself. The new, numerically 
labelled images function as an information display. Their organisation takes up 
a form of automatism that was already seen in the cinema of the 1920s. Gilles 
Deleuze describes the digital correlation of the modernist machine-man of the 
avant-gardes as follows: “The couple of brain/information, brain/city replaces the 
couple of eye/nature."23 According to Deleuze the digital image is in a state of 
constant rebuilding; it abolishes the vertically oriented spatial organisation of the 
filmic image, thus becoming an opaque surface. This change is a new challenge to 
the will of form; and as a "new intellectual automatism" it is more determined by 
aesthetics than by technology, as Deleuze remarks.24



, a 0f the Vertov interval, in the way in which Farocki seem s to transfer it 
Tlie ' installation, Is not directly linked to memory. Yet the internal video memory 
1 0 the viewer via the interval as a principle of repetition and as a system 

nalogies and correlations. How can the interval be apprehended within the 
3|}le projection? An interval means an intervening time or a space between two 

. a gap25 (hence its significance for the railway, where the lines are divided 
t sections that are controlled by telegraphic communication system s, which are 

^central figure in Vertov's films). In the realm of acoustics and music an interval 
8 fers to the gap between two tones or notes, measured in terms of their vibration 
r  uencies or according to their relative positions within the diatonic scale. Vertov 
t ansferred the idea of the interval to film, and in his texts he developed a con
cept that initially proceeded from the “ inter-image movement’’ .2® This movement 
refers in principle to the two meanings of the interval: the difference between two 
shots or individual images from the same series (Vertov calls this the transition 
-from one visual stimulus to the next"), and a (larger) gap between two distinctly 
separated images which Vertov calls the "visual correlation of shots” (this refers 
to visual composition, lighting, perspective or film speed, etc.). Remaining in the 
area of music theory, in Vertov we can differentiate -  as suggested by Jacques 
A u m o n t  and Michel Marie with reference to Eisenstein and specifically in relation 
to The Man with the Movie Camera -  between two types of the interval, namely the 
harmonic (i.e. simultaneous, such as in cross-fades) and the melodic (consecu
tive). By contrast Annette Michelson emphasises the scientific dimension of the 
concept with Vertov, and its relationship to Einstein’s theory of relativity, among 
other things.27 In reference to Farocki, Vertov’s idea of a “visual correlation of 
shots" seems most relevant here. Gilles Deleuze underlines its importance in con
nection with his concept of the perception image, which he adapts from Bergson: 
“The originality of Vertov's interval theory lies in the way it no longer denotes an 
opening intermediate space, the introduction of a gap between two consecutive 
images, but on the contrary the creation of a correlation between two widely sepa
rated images that are incommensurable in terms of human perception.”2B

Through a complex montage system of alternating and simultaneous images 
(sometimes two, sometimes more) Farocki in turn takes up this principle of the 
interval as a visual correlation between two far-apart images. But he has taken 
over a further aspect of the interval from Vertov, namely that of the dialectic rela
tionship between movement and stasis. Gilles Deleuze defines the concept of the 
interval, as it can be extrapolated from Vertov’s The Man with the Movie Camera 
(less from his writings), and inspired by Renfe Clair, in exactly this sense:
“The film is fascinated by the urban desert, the city deserted by itself, as if it 
contained a secret. The secret is a new and further meaning of the concept of the 
interval: it indicates the point at which movement ceases and from which it can 
reverse, accelerate or slow down. [...] The point needs to be reached that enables 
reversal or modification."29
Central to Vertov’s work is the montage of images of ‘life caught unawares’ as 
an act of reading and reflection. The repetition of images within a film, whether

25 In mathematics an interval describes all the 

real numbers between two given numbers

a and b.

26 Dziga Vertov [1930], in Michelson 1984, 

p. 90.

27 See Jacques Aumont, Michel Marie: 

D ic tionna ire  theorique  e t c ritiq u e  du cinema, 

Paris 2001, p. 113. See also Annette 

Michelson, "The Wings of Hypothesis:

On Montage and the Theory of the Interval", 

in M ontage a n d  M odern L ife : 1919-1942, 

ed. by Matthew Teitelbaum, Cambridge 1992, 

pp. 60-81.

28 Deleuze 1983, p 117. (1986, p. 82).

29 Deleuze draws here on an analysis of rfie Man 

with  the M ovie Cam era  by Annette Michelson,
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rhythmically altered or as single filmstrip and rushes,30 is pivotal to his fi|rriic 
thought: on the one hand as a formal, musical principle of variation; on the other as 
visible form, through which the altering significance and structural relativity of the 
images reveals itself. Farocki's digital processing of the surveillance images, his 
momentary isolation of a movement or establishment of an interval all correspond 
to the freeze-frames in The Man with the Movie Camera, which give rhythm to 
the onset of a movement or an acceleration. Furthermore the restatement of th6 
video images of the sleeping child introduced at the beginning of Counter-Music 
creates retrospection within the video loop. When we first see this child, as an 
almost frozen, enigmatic image, counter-cut to the sleepers from The Man with the 
Movie Camera, it is virtually a filmic shot. The image is shown a little later, this 
time linked to the awakening of the urban traffic and graphically 'purified', without 
data. In its third and final repetition it embodies a kind of guiding stance -  the 
simultaneous beginnings of a film, a body and a city. Thus, Farocki adopts the 
principles of a "distance montage" (in the sense of Artavazd Peleshian31), whose 
logic follows large-scale rhymes and reprises and the use of "leading shots” .
This time Farocki intensifies the moment of awakening by transferring Vertov's 
method (the alternation between an approaching train and a young woman’s morn
ing ablutions) to the installation. But in Farocki’s double projection the child does 
not fill the entire screen, as Vertov's woman does. The child is part of a new, serial 
rhythm. The video shot is suddenly fed into a digital information display, where it 
becomes the subject of a diagrammatic representation, like the automatic sight 
of a machine. The child is numerically labelled, and therefore 'dividual', as one 
could say in terms of Deleuze. Here an interval (as a movement between images) 
is created in order to engender a shift in meaning via the inner memory of the 
installation. From Vertov’s animation of the electric man we now come to the new 
technologies of isolating movement. The determination of an image becomes the 
sign of governance (Foucault), and in the analysis of its movement we see the 
degree to which the medical view of the child also belongs to dispositif of control, 
comparable to the digital-processing technologies used in the ‘watching’ (Daney) 
images of urban transportation. Through the dissociation of the two image chan
nels, the apparatus of the installation dramatises Gilles Deleuze's ‘interstice’ as 
a new nexus of independent images that can no longer be associated with one 
another in a simple manner.
In the comparative system that Farocki builds up with his montage we perceive the 
transformations of seeing in relation to the body: the increasing and automated 
mobility of the cameras inversely corresponds to the immobility of the viewers, 
who sit in front of their simulation machines or monitoring equipment, and also to 
a progressive dehumanisation of seeing, which is replaced by a prosthetic gaze, a 
mechanical eye, a computer-controlled image-processing application.
The complex construction of this installation gives rise to a work of art that refers 
to its outer and inner memory as transforming storage. It takes both the archival 
dispositif and its own exhibition situation into consideration, and in this way it is 
an expression of the transition from one type of society to another, from one type 
of labour to another: the shift from a disciplinary society -  which still operates
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tlie mass-individual duality -  embodied by the industrial era's crowds of work- 
W' to D e le u ze 's  control society -  in which individuals are quantified and mass is 
er5' |, a sample. This shift, as Counter-Music shows very well, is accompanied by 
'^moving away from the filmic shot -  a window onto the world determined by its
o zinian frame or depth -  to the type of digital image Deleuze calls an 'information 

, Diay', which has layers and surfaces, but no visual depth, and no longer creates 
' 0ff screen space.

■pie juxtaposition of material from different epochs within the double projection 
allows anachronisms and displacem ents to become apparent that also Indicate 
sj(nj|arities and dissimilarities: the organisation of our cities in the era of industrial 
labour and how this has been changed through outsourcing and the new vision 
machines. The 'other places’ of modernist films are followed by the 'non-places' 
registered by the machines of supermodernity (Auge). This comparison corresponds 
to a reflection on the function of the so-called new images, which Farocki relates to 
the artistic and political utopias of the 1920s. What comes about here is neither 
a simple opposition of, nor a homology between photographic and filmic images 
from the cinema era and surveillance images from the digital age, but a critical 
analysis of the idea of the 'end of images’. This idea is described by Jacques 
Ranciere as a historical project that evolved from 1880 to the 1920s between 
pure and constructivist art. Following Ranciere’s conclusions, drawn in the light of 
contemporary art, what used to be the responsibility of the "criticism of images" 
Is the new task of art today.32 If Ranciere’s analysis suggests a particular reading 
of the spirit of current exhibitions, we may, mutatis mutandis, apply his reasoning 
to the installation arrangement of Counter-Music, which itself operates according 
to the principle of exhibiting images already in circulation.
In Farocki’s installation the montage sets up homologies between the human body 
and the city, between railway networks and the sewage system , but also those of a 
diagrammatic nature, for example between the functioning of a civil and a military 
control centre. For Farocki -  and here too is a difference from Vertov -  the mean
ing of the transport system s and the media is bound to the logic of modern wars. 
The consideration of symbolic form and sensory discrimination occurs through the 
montage as an intrinsic intellectual intervention into image and image, word and 
image, sound and image. The montage corresponds to the process of recollection, 
namely through exhibiting the dispositif of the archive, through its correlation of 
movements and gestures and its complex repetition of individual elements.

32 See Ranciere 2003, p. 33. (2007, p. 24).
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retrospect, it seem s programmatic that Harun Farocki chose the media-tech- 
1,1 al term Interface, which had become popular in the 1980s, as the title for his 
f 's t  video installation in 1995. Since then the metaphor has spread widely, In the 
field of media and beyond.

Schnittstelle (Interface) was com m issioned by Regis Durand, a curator at the 
Mus6e d ’art Moderne de Villeneuve d ’Ascq, who invited Harun Farocki to make 
a video installation documenting his working methods. The fact alone o f it being 
3 commissioned work, for presentation in a museum, gives Interface  the status 
0f an artwork. This leads to the question of how Farocki deals with the question 
o f  an artwork that is traditionally defined as unique, especially since Interface 
is both a reflection on his television and cinema oeuvre and a continuation of 
the issues the majority of Farocki's film s deal with: an implicit or explicit s e lf 
reflection on the media-technical and econom ic-institutional conditions of image 
production.

While dictionaries define ‘interface’ as a term for a boundary area or a linkage 
between bodies, spaces, (technological) system s, phases, concepts, etc., 
Farocki's  installation invites us to take the term more literally: as an indication 
of what also lies ‘between the fa ces ’. The order of faces in Interface, how they 
encounter, re-enact or ignore each other, is defined by their specific relationships 
to cameras, monitors and monitors within monitors. On the right image we 
see Farocki sitting at his editing table in 1995, re-viewing a scene from Nicht 
loschbares Feuer (Inextinguishable Fire, 1969); in parallel on the left image we 
see him in 1969 playing a w itness at the International War Crimes Tribunal in 
Stockholm reciting an accusation against American imperialism. He speaks 
either frontally into the camera or reads out the text bent over a piece of paper. 
So we see Farocki’s face some 25 years later in the right image, in close-up and 
in profile, while behind him a monitor also shows/quotes the same scene from 
Inextinguishable Fire. It is not only the way Farocki looks at himself in his early 
work that seem s abstracted; there is also a subtle distancing in the way in which 
he re-reads the monologue of the tribunal scene: sometimes delayed, when he at 
first listens sentence by sentence to the original text, or when he starts repeating 
the text after a certain keyword; sometimes exactly parallel to the original, 
knowing the words by heart. Hand, face and voice -  these fragmented sensory 
organs and limbs connect the filmmaker via his editing table to his self-presented 
media dispositifs: commented observation and considered recollection present 
themselves both as an intellectual process and as a physical act. Material or 
immaterial media production can thus be understood as a result of complex 
transmission processes, which establish a relation between the gaze of actors and 
viewers as well as their voices, hands and legs. It can be assumed that Farocki's 
image-construction follows the media-theoretical idea of the technological 
extension of the human body. But such an interpretation of interfaces is never 
only descriptive, but also conceptual and rhetorical. Farocki explicitly deals with 
the interfaces between material images and image-like concepts. "A trope-like a

111



See Caroline A. Jones, M ach ine  in the 

S tudio . C ons tructing  the P os tw a r A m erican  

A rtis t, Chicago 1996, p. 55.

Harun Farocki, W ritten Trailers, 

in this book, p. 222.

metaphor is also a process of transm ission", explains the filmmaker while looking 
at the two monitors of his electronic editing table, "a transm ission of image i  
(playback monitor) to image 2 (recording monitor)”.

There are a number of examples of the homology of technical and metaphorical 
transm ission In Interface. In one sequence several apparently incoherent images 
of legs are related to one another. The commentary draws a line from the media 
manifestations o f modem industrial society back to the history of the antique 
statue. A historical montage like this shows that Farocki uses the term ‘interface’ 
more in a semiotic sense than a media-specific one, since he indexically relates 
the performative mode of production and iconic representation with the techni
cal machine and the industrial order.1 While comparing excerpts from Lumiere's 
Workers Leaving the Factory (1895) with similar motifs from different genres, 
Farocki asks what the aim of such a consideration could be. And in answer to his 
question he places next to the moving images of the workers a still photograph of 
an antique statue of Kritios that -  counter to the predominant depiction of sym
metry in the Greek polis -  is shown in a posture of imbalance. Farocki's spirited 
analogy between the antique destabilisation of a physical ideal with the move
ments that marks the workers step out of the factory into the film (and into as
sumed leisure time) becomes a humorous allegory of the historically sedimented 
interconnection of body, labour and media when he inserts close-ups of images 
of himself in jeans, doing leg gym nastics.

When Farocki talks about his early work, referring to Hartmut Bitomsky and his 
declared programme of making “film scientific and science political’’2, this mode 
of operation could also be precisely applied to Interface, because here the unifi
cation of a content-related topic, a technical construction and an aesthetic form -  
reminding us of the historical avant-garde -  incorporates art into the m ass media. 
Such an endeavour corresponds to Farocki’s equation of the editing table with a 
scientific laboratory and a negotiating table; an analogy that also serves to reflect 
on the aesthetic mechanisms of images in relation to their production condition. 
Through this he com es to a politicised counterproof of the scientific claim to ob
jectivity that usually occludes its modes of production. The scientist, as Farocki 
states in his commentary, should not bring his hands into play; as opposed to 
the manual work of filmmaking the scientific experiment has to legitimate itself 
as a purely spiritual act.

The claim of making film scientific and science political manifests itself first of 
all in the deneutralisation of those processes upon which images are based 
as epistemological objects of knowledge. This also applies to their status as 
commodity fetish-objects, and therefore to what in a psychoanalytical approach 
elevates them to objects of our ‘Schaulust’ or visual pleasure. As an example 
of this, Interface quotes Ein Bild (An Image, 1983), a documentary film about a 
photo shoot for the men's magazine Playboy. On the left we see the proceedings 
of the shoot in the studio: there is a nude woman outstretched on a rostrum in
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rotic pose, filmed from a distance. The make-up artist and the photographer 
9,16 ■ the frame one after the other in order to adjust the woman's posture and 
en ggrance. The parallel image on the right again shows an image Farocki made 
h im s e lf  (1995)- initially a c lose-up of his face that allows the viewer of the 

tallation 10 watch Farocki watching the scene from An Image. Then we see a 
''Tse-uP of his hand makin® notes on 3 Piece of paper. The montage of the motifs 

body, fece and hancls is very apparent here, because of its relaying of distinct
0 era positions and recording tim es. The separation between the scenes at the 
editing table and the photo studio is distinct but at the same time complicated 
because we have to watch the different spatial and temporal arrangements in 

rallel. By combining single shots in multiple ways, Farocki brings about an 
alternating current of oscillating directions of transm ission. The  image -  or 
the image montage -  exposed to the force field of diversifying camera gazes, 
does not present itself as an absolute entity but as a constellation of diversion, 
filtering and regeneration. With image techniques like this, one can relate the 
claim of making science political by making film scientific to the post-avant-garde 
0f the 1960s and 1970s and their critique of the primacy of the visual and its 
complicity with the rationalist-positivist heritage of modernism. The montage of 
descriptive-documentary and narrative-essayistic elements reveals itself as a 
dialectic of differentiation and recombination of aesthetic and scientific modes 
of presentation and reception. Farocki presents himself as a mediator at the 
interface between producer and recipient who takes up exactly the position he 
addresses: the position of the second-degree observer. It is not the 'truth’ of 
images that is presented here, but the institutional- and role-specific conditions 
of their production and reception.

So Interface equates the claim of the art film since the 1960s that media prac
tice should be understood as an interactive form of communication, as a practice 
that in the 1980s and 1990s -  especially under the influence of postmodern 
media and technology theory -  tended to become a seem ingly immaterial form 
of sign production. Jean Baudrillard described this phenomenon with the term 
simulacrum. That Interface first shows an image of the 16mm editing table on the 
left -  to illustrate the material parameters of filmmaking and their modifications
-  parallel to an image of the video editing table on the right, recalls a Godardian 
educational demonstration on the historical development from classical cinema 
to its simulation under the conditions of the digital age. The delicate touch that 
Farocki attributes to the gluing of the filmstrip, reduced to the pressing of keys 
and buttons when working with video-editing tools, now becomes a process of 
coding and deciphering when working with the computer, as described by Alan 
Turing. The process of writing and reading that is repeatedly compared to that of 
showing and viewing in Interface is revealed as a sequential transm ission from 
the human spirit to the immaterial machine. So Turing’s design of a universal 
calculating machine aimed at nothing less than the realisation of elementary 
computational functions on "one-dimensional paper”, meaning "on a strip seg
mented by fields”.3

3 Alan M. Turing, “fiber berechenbare 

Zahlen mit einer Anwendung auf das 

Entscheidungsproblem", in Alan Turing, 

In te lligence  Service, Berlin 1987, 

pp. 17-60, p. 36. {Alan M. Turing,

On co m p u tab le  num bers, w ith  an 

a p p lica tio n  to the  Entsche idungsprob lem , 

London 1937).
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In the light of technological-historical reflections such as these, which sho\y 
Farocki's affinity to cybernetic thinking, we asked ourselves what significance 
this could have had in 1995, when the practice and institution of film was about 
to be absorbed by media art. To put it differently: should the movement from 
towards art in Farocki’s oeuvre be seen as a caesura or a logical continuation 
of his work? Answering this question with regard to the institutional parameters 
is easy: from this perspective, the installative character of a double projection 
of two images side by side, at a 90-degree angle or on two monitors is clearly a 
novelty in Farocki’s work. But it is not so easy to provide an answer with regard 
to his filmic language, because Farocki's works can be related to the tradition of 
films and videos, for example by Valie Export, Morgan Fisher, Jean-Luc Godard 
Yvonne Rainer and Michael Snow, each of which elevated the interface of fj|^ 
and art to a genre of its own by alternating between documentary, fictional and 
feature films.

Christa Blumlinger, Preface, in Kino aus 

zw e ite r Hand, Z u rA s th e tik  

m ate rie lle rA n e ig n un g  im  Film  und  in d e r  

M edienkunst, Berlin 2009, p. 9.

The topos ‘interface’ particularly proposes that Harun Farocki's work participates 
in the parallel developments between the film and art avant-gardes manifested 
in the so-called media art of the 1980s and 1990s. Christa Blumlinger alludes 
to this when she writes that "cinema, including its capacity for expression, has 
become a privileged topos of contemporary media a rt”.'’ According to Blumlinger, 
this primarily applies to the function of film as image archive. Since the 1980s, 
artists and authors have wondered what the culturally leading medium might be
-  a role that has been ascribed to video technology by Fredric Jam eson.5 At the 
same time a special awareness of the fast-m oving development and unpredict
able shelf life of technological form ats has been brought about by digital media 
theory and user experience. The accompanying debates about the question of 
cultural data storage, as exemplified in Interface , touch upon one of Farocki's 
basic questions: the dialectic of the preservation and destruction of (cultural) 
memory.

5 See Fredric Jameson, “Surrealism ohne 

das UnbewuRte”, in Andreas Kuhlmann 

(ed .), Philosoph ische  A ns ichten  der 

M oderne, Frankfurt a.M. 1994, pp. 177-213. 

{"Surrealism Without the Unconscious",

in Fredric Jameson, P ostm odern ism , or, 

the C u ltu ra l Logic o f  Late C apitalism ,

Durham 1991, p. 67-97),

6 Rembert Huser, "Another Topography of 

Chance (done with the very dear help 

of 0/1)", in Michele Theriault (ed .),

H arun Farocki, One im age d o e sn 't take the  

place  o f  the prev ious one, Montreal 2007, 

pp. 93-113.

Farocki’s reference to the trope of the ‘interface’ docum ents the cultural dimension 
of the intermedia practice of post-classical art movements, a practice into which 
the documentary film has integrated itself as a seemingly meta-institutional 
genre of the globalised exhibition business. In his instructive contribution on 
Interface ,6 Huser pointed to the increased interest of museums, institutions and 
curators in works by filmmakers as a means of establishing brands: at a time 
of an unprecedented excess of images, cinematographic, rather than pictorial 
competence, is called for. At the same time film still plays only a minor role in the 
institutional context, because it is more difficult to put film on the art market than 
traditional formats, and only a few institutions can afford the high production 
and maintenance costs. Although painting is tainted with the reputation of being 
obsolete, something that is advantageous to its regular revival, paintings are still 
considered to be the more ‘substantia l’ images.
Such reservations can also be found in criticism of installation art for its inability 
to implement media-specificity, which jeopardises the critical potential of media
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flection.7 A discussion like this is relevant for the consideration of Interface 
re d F a r o c k i 's  subsequent works made f o r  exhibitions, because they tend to be 
^different to the specific art spaces in which they are presented. But ironically, 

e to Interface's method and content, as precisely described by Rembert 
u iser (picture in picture, table in table, monitors in monitors},8 the viewer is 

Je t0 closely examine the interrelation of image, media and argument in a 
ri fferentiated way. The term 'interface' can therefore be understood as a spatial 
fusion of the filmic and sculptural genre and as a temporal splitting of the entity 
we usually regard as the edited film image. In the viewer's perception of time, the 
moving image becomes spatial, and this process is accompanied by a further 
■interface' -  one related to the minimal sculpture and expanded cinema of the 
1960s, and to theatre -  to which Blumlinger alludes: in the move from cinema to 
exhibition space, Blumlinger identifies the complex system of double projection 
aS a condition “for the theatrical staging of the cinematographic montage”.9

By com bin in g  th e  images according to  the patterns of technical interfaces Farocki 
succe e d s  in positioning seem ingly heterogenous phenomena, which are  fed 
into the conduit system of the montage, against a linear construction of media 
history: instead of proposing a narrative of technological innovation Farocki's 
m ontages format them selves into asynchronous interfaces of political resistance 
and cultural history -  aptly interconnecting the positions of producer and viewer 
with the data archives that Farocki transfers into the art space qua installation.

It is the art viewer-  here in a spatial relationship that is different from the cinema
-  who creates a specific ‘interface’ between the visual-cinem atographic and 
architectural self-perception in the context of an institution whose topography has 
for a long time overlapped with the immaterial sphere of mass media. Farocki’s 
media-technological and semiotic-metaphorical method of relaying works with 
multiple modes of perception virtualises the here and now of the film-as-art 
experience. In this sense Interface anticipates those as yet unrealised hybrid 
forms of production and consumption of film which may transcend the distinction 
between the institutions of cinema and art -  forms based on fundamental chan
ges in the relation between private and public, as is now being found in the media 
perception of time and space. In 1995 the entrance of the documentary film into 
art institutions meant its arrival in a new, wider public domain, which in 2009 
has become accustomed to downloading avant-garde films from the worldwide 
web and consuming them on private screens. So Interface particularly seems to 
anticipate an awareness of such transform ations in the production and reception 
of images, opposing the impending extinction of our knowledge of the specific 
materiality of images.

7 See Rosalind Krauss, A Voyage on the  N orth  

Sea. A rt in  the  A ge o f the  Post-M edium  

C ond ition , New York 1999.

0 See Huser 2007, p. 94

9 See Christa Blumlinger, M em ory and  

M ontage. On the in s ta lla tion  Counter-M usic, 

in this book, p. 102
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No Cars, Shoot-outs 
and Smart Clothes
Alice Creischer and Andreas Siekmann

Translated from German by Antje  Ehmann and M ichael Turnbull

Stills from Between Two Wars, Harun Farocki Filmproduktion



an English poem about the Black Dog of Newgate. During the day, it 
Tliere jtself as a scavenger and at night it turns into a monster with a furnace 
d l ^ 1 , a heart of steel and wheels for hips. In Newgate, homeless people 
t0< ^niass of people compelled to leave the countryside after the first wave of 
(ttie na||Sation in agriculture) were either executed for begging or deported to 
,at'niouses or the colonies. "The black dog adopted the work of reason and law 
W°1 or(jer to create a carefully constructed culture of fear that was indispensable 
 ̂ the transformation of manpower into a commodity."1 The poem is about the 
fact that no one can utter the dog's name.

-When you have no money for cars, shoot-outs and smart clothes, when you have 
money for images which themselves could paper over the cracks in film-time, 

nm life, then you have to invest your strength in the intelligence to connect the 
sep9rate elements. The montage of ideas, the montage of ideas,’’2 -  says the 
a u th o r  in the film Zwischen Zwei Kriegen (Between Two Wars. 1978) while cutting 
up  graphic Images and gluing them into his screenplay.
We deny the logic that this film was made as it was only because there was
no budget. We claim that the film was made how it was because it resists the 
n o tio n  of letting film-time elapse as if everything had simply happened by itself
-  as if the author had filmed the cars, the shoot-outs and smart clothes with 
the required budget without giving them a second thought. We say that this film 
dares to do something that perhaps can hardly be understood today: the effort of 
a thinking against thinking, the effort of opposing the logic of obediently letting 
time pass and of opposing the obedience to the budget -  and it reveals the 
connection between both.

The narration of the film is set in the same time as Peter W eiss's Die Asthetik des 
Widerstandes (The Aesthetics of Resistance, 1975). The protagonists of the film 
and the novel seem to be concerned with the same materialist analyses in the 
same conspiratorial circles: the Pergamon Altar, the econom ic monopoly of the 
steel-and-coal industry, parts of a “theory of the gun’’3 which is written into the 
diary of Between Two Wars.

When we look at them today the powerlessness of the protagonists is obvious, 
because we are sitting -  so to speak -  on the balcony below which their history is 
parading. From our balcony we can see them failing. We also think we can clearly 
identify their various parties and territories. We can pull things together.
Yet we know nothing, for example, about the strength o fthe ir politically committed 
comprehension to point out the violence in all statem ents, to reveal the falsehood 
of power and to reject the applicability of the statem ents that legitimise power.

"If we say that the earth is round and turns on its axis, then we confirm that there 
are the property-owning classes and the people without property. If we name the 
basic physical laws, then there is also the division of labour into workers and 
profiteers, which is as old as the science of physics. [...] We will understand the

1 Peter Linebaugh, Markus Rediker, Die 

Vielkopfige Hydra, Berlin, Hamburg 2008, 

p, 45. (The Many-Headed Hydra: Sailors, 

Slaves, Commoners and the Hidden History 

of the Revolutionary Atlantic, Boston/ 

2000, pp. 5 4 -5 6 ).

2 Peter Nau (e d .), Zw ischen Zwei K riegen, 

Munich 1978, p. 55.

3 Ibid., p. 15.



4 Peter Weiss, Die A s th e tik  des W iderstandes, 

Frankfurt a.M,, 1988, p, 41. (The Aesthetics 

of Resistance, Durham 2005).

5 Nau 1978, p. 26/27.

6 Ibid., p. 51.

7 Ibid., p. 31. Briey was an ore basin in 

Northern France.
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m onstrosity that determines our thinking only when we get rid of everything we 
take for granted in our idea of our being on a rotating globe,"4 says Coppi's mother 
in the kitchen. Seen from our position on the balcony, there is no monstrosity.

"Part of the energy supplying a blast-furnace in the form of coke is burnt off as 
waste. Cokeries are powered with four tim es as much gas than is necessary 
Today's engineering task is to ensure that every source of energy, wherever it js 
produced, is channelled to where it can be optimally applied. We have to set up a 
network of pipelines between mines, cokeries, steelworks and blast furnaces,”8

Rationalisation is like a physical law. It conform s to the maximum possible 
benefit to the interested parties. Every political regulation is considered to be 
historically obsolete. Like the economy, rationalisation hardly seem s politically 
alterable. It turns the factories into an automated system , the entrepreneurs into 
functionaries of physical laws and the working m asses into its human resource, 
a reservoir of labourers and consum ers. This ideology has perpetuated itself up 
to the neoliberal offensives of the present. But it has distributed its belief system 
throughout history into different political positions.

In one of the film scenes set in the year 1925, the chimney baron gives the 
engineer the following advice: “Write a newspaper article. Write down something 
like, ‘Modern demand is for more production without using more energy, substance 
and time; rapid expansion or reduction of production without further loss of time 
or money. Low production costs, economic benefit and therefore better wages 
due to a precise fixing of the worker into a highly regulated, minute-by-minute 
production process.’ These should be the aims of the organised will to produce.”6 
This newspaper article is apparently addressed to social democrats. What kind 
of m onstrosity is at play here with this ideology of technology, utilisation and 
accumulation? "This is Briey, where we learnt that m ass slaughter is the same 
as mass labour, the trenches and the assem bly line.”7 The blast-furnace man 
shows a woman the tattoos on his chest which mark the battlefields of the First 
World War. It seem s to us that the film’s protagonists repeatedly attempt to 
describe this enormity. They try to explain the emergence of the monopoly of the 
coal-and-steel industry in order to be able to articulate the following appeal to 
our imagination: what does it mean when war is a solution to the cyclic crises 
of capitalist overproduction? When the unusable surplus of commodities and 
human beings are simply thrown out of the window. How can you recondition 
people, whose lifetime is disposable, into labour power? How can you describe 
this adjustment technique that, with increasing efficiency, makes something like 
this possible -  on the battlefield, in the factory, at the periphery? We very often 
notice how the urgent need to understand this is inscribed in the body and person 
of the protagonists or their daily activities. The protagonists are participants in 
this appeal.



3 scene set in 1932, the woman meets the blast-furnace man on a bridge. 
In managed to have a look at the stenograph of a speech Hitler gave in an industrial 
I ,|) in D u sse ldorf. If the world's entire car industry worked at 100% capacity, 

c entire car stock could be replaced within four and a half or five years. And 
his holds true for almost every industry. Increased production possibilities have 

become so high that today's market stands in no relation to them any more. [...] 
Bolshevism  is impeding the worldwide enlargement of the sales markets. This 
interference can be removed by political decisions, This Hitler guy talks like
q Marxist.

In 1970, eight years before Between Two Wars, Alfred Sohn-Rethel published 
hjS notes  from the M itteldeutsche W irtschaftstag (Central German Economic 
Conference -  the National Socialist export econom y's major think-tank), for which 
hg worked in the 1930s. These notes are an important document of the history of 
the NS economy. At the same time they reveal an affinity between the concepts 
of the communist- and National Socialist- planned econom ies. In the magazine 
Konkret from 1990, Detlef Hartmann quotes from Sohn-Rethel's Geistige und 
Horperliche Arbeit (Intellectual and Manual Labour): “ If production is unable to 
follow the demands of the market any more, then it is necessary to make the 
attem pt to submit the market to the demands of production."9 Sohn-Rethel calls 
for the same sanctity of steady productive expansion that governs human life. 
Hartm ann asks himself if a spy or an agent of the National Socialist economy 
is speaking here. “The history of social antagonism has alm ost imposed the 
rationale on us that Marx anticipated with his characterisation of the machine as 
a ‘means of war against the workers'. We know that Taylorism and Fordism [...] 
were conceived as a form of social violence against non-alienated labour. We know 
that genetic technology is violence [...] against the basic autonomies involved in 
securing our livelihood within the tri-continental system of food production. We 
know that information technology is a subordination of communicative processes. 
We know the same about German urban planning, psychiatry, medicine, human 
genetics, etc."10

These words sound as yellowed as the paper of the old Konkret issue; but at the 
same time the presum ptuousness of being against the entire world appeals to 
us with the same attraction as Coppi's mother's non-acceptance of the law of 
the earth’s rotation. Peter W eiss wrote his novel in 1975, shortly before Between 
Two Wars (1978) was made. As a result of the first economic depression since 
1945 the neo-liberal offensive -  with its war economy, its new battles against 
the classes and the peripheries -  began in the mid 1970s; a project that 
continued in the export-production zones and their sweatshops, in the offices 
of the comm issions and their terms of trade, in the new monopolies of the agro
industries, the so-called green and blue revolution. Politics is the continuation of 
war by other means, said Foucault reversing Clausewitz.

8 Ibid., p. 71.

9 quoted in Detlef Hartmann, “Das gewaltige 

Werk des Nationalsozialismus” (The Immense 

Work of National Socialism), Konkret, 3/90, 

p. 48. Alfred Sohn-Rethel was a Marxist 

economist who worked 'under cover’ for the 

Mittelddeutsche Wirtschaftstag from 1931

to 1936 in order to analyse the political 

economy of the Nazi state from the inside. 

[Ed itor’s note]

1 0  ib id .



Nau 1978, p. 47.

Why do they both examine the time between the wars, and what do we ourselves 
find intriguing about this time? It has to do with the historical visibility of a 
communist workers' movement which was eradicated by its own cadre politics 
by the mass murder perpetrated by the NS regime and by a systematic denial thaj 
has continued until today.

"I would like to pinpoint the difference in life between us and the exploiters 
For example to deal with our differing concepts of time. [...] While they are able 
to construct a relationship between the past and what is to come, based on 
everything that has happened to them, our entire life melts away,"11 says the 
blast-furnace man to his friend in the pub. So it has to do with an effort to 
make this history visible -  as a counter to the historiography of the powerful. At 
the same time it is a history that cannot forget the scandal of the permanent 
exploitation and accumulation of people’s entire lives.

There is another visual source from the 1920s that we like especially. In the 
scene about cars, shoot-outs and smart clothes the author cuts out pictograms 
of workers from a graphic image by Gerd Arntz about the Spartacist League 
(1926) and glues them into his diary. Two parts of a graphic image can be 
seen through the window of the flat shared by the blast-furnace man and the 
engineer: a montage of Barracks and Brothel from the series 12 Hauser der Zeit 
(12 Buildings of the Time, 1927). The page Wirtschaftsformen (Economic Forms) 
from the Atlas fur Gesellschaft und Wirtschaft (Atlas of Society and Economy) 
from 1930 is on the wall of the room in which the industrialist is listening to the 
engineer’s proposals.

Gerd Arntz cooperated with the Cologne artist group Die Progressiven, whose 
anarcho-syndical political aspirations he shared. His graphic images are a 
homage to the Soviet movement in Germany and their occupation of factories 
and barracks. Arntz is enthusiastic about the expropriation of the expropriators, 
about the idea of taking over their technical apparatus. When the Atlas was 
published he wrote in the newspaper a bis z  (a to z), the theoretical organ of the 
Cologne Progressives: “There will no longer be any bourgeois pictorial art. And 
classifying painters according to the new ambitions in technology, architecture 
and construction won't be a peaceful undertaking. These distinctions are part 
of a general rationalisation that is creating the elements that will enable us 
to suspend today's society. It’s still a beginning. But once continued it will be 
possible to expose our dependencies and possibilities, to analyse our present 
life, to assert claims and to give emphasis to these insights in order that they 
become reality.”12

Gerd Arntz, “ Bewegung in Kunst und Statistik" 

(Movement in Art and Statistics), 

in a bis  z, theoretical organ of the Cologne 

Progressives, Cologne 1931.
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p n t|ie  perspective of the balcony it is easy for us to denounce this affirmation of 
tionalisation. but we can't deny the vehemence of the wish to change the political 

rarcUmstances. Within the continuity of the history of capital the description of 
facts becomes banal, given all the futility and repetition -  yellowed articles in 

0ld political magazines. But they lose their banality if we read them as arguments 
for a principled refusal to accept the reconditioning of lives into labour, to accept 
tl,e dead of war or famine as collateral damage from the technical progress of 
roperty relations. We need to continue our efforts to analyse and depict them, 

and we have to shield these arguments from the diminishment of the balcony 
perspective or their extinction through historiography -  and Between Two Wars 
contributes a great deal to this.
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Enemy at the Gate.
Harun Farocki’s Work on 
the Industrial Disputes of 
Film History

Bert Rebhandl
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There are more ways than one to address the firstness of the "first film in the 
History of film",1 La Sortie des usines Lumiere a Lyon (Auguste and Louis Lumi&re, 
Workers Leaving the Factory, 1895), One way to state the matter is this: ' The first 
camera in the history of cinema was pointed at a factory,”2 Factually speaking, 
this is more precise than “the first film in the history of film", since the history 
0f film is slightly longer than the history of cinema. But it is of course a different 
■ fj i - s tn e s s 1 that we are speaking about. Although historians know better, La Sortie 
des usines Lumiere a Lyon is nevertheless established as the “first time that 
people in motion could be seen".3 The moving image originated at this particular 
scene: a public street, a private property, a crowd of people crossing from one 
realm into the next and dispersing into an hors champ  the implications and pos
sibilities of which were soon to be discovered by the makers of early films. When 
Harun Farocki came up with his first project concerning the motif of ‘workers 
leaving the factory’, it was at the time of the centenary of cinema in 1995. It was 
a time ripe with clips and cuts ; one could see a hundred (m ostly straight) cou
ples kissing a hundred passionate movie kisses or a dozen scenes with people 
singing and dancing in the rain. In cinema, precious moments arrive in the form 
of 'shots', they can be easily assembled according to the needs of increased 
demand. Workers Leaving the Factory {1995) was different, more ambitious and 
overtly critical of the self-congratulatory mood most people chose to celebrate 
100 years of a powerful, but supposedly already dying, medium. Revisiting the 
‘first’ film Harun Farocki found a point of departure from which to dig deeper 
into the history of the medium. Eventually he came up with several versions and 
means to communicate this research work: a film entitled Workers Leaving the 
Factory, a text that is closely related to the voiceover of this film but which also 
gives a bit of context for his approach,4 and eventually, almost 10 years later, an 
installation of the same title (with partly the same material, with some significant 
additions) consisting of 12 parts, each representing one decade in the history of 
film, and each being a ‘reappearance’ of La Sortie des usines Lumiere a Lyon, the 
very “first film in the history of film".
I will d iscuss this recent installation Workers Leaving the Factory in Eleven 
Decades (2006) in closer detail, while constantly referring to the earlier film ver
sion. As we shall see, Harun Farocki has traded the essayistic quality of the film 
version for the topical historicity of the installation version, leaving a lot of the 
explicit assum ptions of his earlier work to implication and conjecture, dispensing 
with the authorial voice that made the film version very much an act of public 
thinking and intellectual subjectivity while in the installation it is in a way cinema 
itself that does the thinking.

La Sortie des usines Lumiere a Lyon is 42 seconds long. It has been scrutinised 
over and over again, and yet there are still surprising details about it whenever 
you actually watch it again. If you don’t know anything about the circumstances, 
then what you see is th is: a gate and a smaller door are opened and give way to a 
crowd of people streaming out of the confines of a property to go their individual 
ways. The camera is positioned opposite the gate in such a way that the wall with

1 Harun Farocki, gallery guide. Workers Leaving  

the Factory in Eleven Decades, 2006.

2 Harun Farocki, "Workers Leaving the Factory", 

in N a c h d ru c k /lm p r in t, Berlin 2001,

pp. 230-246, p. 232.

3 Voiceover from Workers Leaving the Factory.

4 Farocki 2001. First published in German 

in M eteor no. 1/1995, pp 49-55.
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5 Farocki 2001, p, 246.

6 Voiceover from Workers Leaving the Factory.

7 Farocki 2001, p 246

8 ibid.

the smaller door takes up the left half of the image and the open gate is on the 
right side. In the rear we see a building with an open attic, which, in addition to the 
ostentatious wall to the left, adds to the impression that this could very well be a 
stage set. Of course it is not, but then again on a different level it still is. Men and 
women seem to be part of this crowd in largely equal measure, their appearance 
is bourgeois rather than proletarian, the women are wearing the long skirts and 
bonnets of the time, the men predominantly dark suits. Occasionally a gentleman 
on a bicycle navigates among the pedestrians, and at one point a dog bursts out 
between the moving people. The most significant detail of the entire documentary 
scene is this: "One young woman is seen to tug at another’s skirt before they 
part in opposite directions, knowing that the other will not dare to retaliate under 
the stern eye of the camera."5 This spontaneous gesture introduces something 
different to the simple act of leaving a factory and right after that, a movie frame: 
it adds an element of ‘plot’, it hints at things we don't know about but can muse 
over (the two ladies could be close friends, but maybe also united in rivalry over 
a boy, or they could be a secret couple them selves destined to go home to their 
unknowing families). The film achieves a new quality with this gesture, it uncovers, 
in Harun Farocki’s words, "the law of cinema narration”.6 One of the ironies of La 
Sortie des usirtes Lumiere a Lyon is that the Lumieres made their own workforce 
the first protagonists of a film of their own. The people we see leaving the factory 
are employees of the photochemical plant of the Lumieres in Lyon, and this first 
film is possibly even about the transition to cinema itself: people spend their day 
at the factory, afterwards they may very well not go home straight away but walk 
into one of the newly established movie theatres and see themselves on screen, 
or at least, people like them selves in real motion, people ‘starring’ in a medium 
that was made to make everyone a star eventually.

The one original sequence by the brothers Lumiere and 11 subsequent ‘reappear
ances’ make up the installation Workers Leaving the Factory in Eleven Decades. 
That sounds like a pretty Platonic premise, first the idea and then all the contin
gent things drawing upon it. But Harun Farocki is no idealist, so we would rather 
phrase this in the terminology of Aristotle who saw all things being in a constant 
motion between potential and actualisation. The film by the brothers Lumiere, 
short and basic as it may be, already has all the possibilities of the medium 
contained in itself: “Only later, once it had been learned how filmic images grasp 
for ideas and are them selves seized by them, are we able to see in hindsight 
that the decisiveness of the worker’s motion represents something, that the 
visible movement of people is standing in for the absent and invisible movement 
of goods, money, and ideas circulating in the industry."7 All film is therefore an 
‘appearance’, albeit unconscious or involuntary, of something else (potentially 
"the world itself"8), and it becomes a ‘reappearance’ through its modes of com
munication with other films or ‘appearances’ of the world, notably the ’first’ one. 
Harun Farocki is a constructivist of the medium in discerning its pragmatic pos
sibilities, but he is an ontologist of the medium in the sense that he maintains a 
specific indifference as to where the production of meaning (“as if the world itself
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wanted to tell us som ething") actually originates from -  the extrafilmic world, the 
passive camera eye or the directorial decisions of framing and editing, Workers 
Leaving the Factory in Eleven Decades can be seen as an examination of these 
very general questions with regards to a specific (political) question which is: why 
does commercial cinema ‘dread’ the factory?

These are the 11 excerpts standing in for 11 decades of cinema: from 1899, 
another Lumiere docum entary short, Sortie de la briqueterie Meffre et bourgoin a 
Hanoi (very similar to the Lyon scene, with most of the differences being cultural -  
the barefoot children, the hats -  the crucial difference being the colonial helmets 
of the men guarding the door and handing out money to the workers); from 1912, 
a short scene from outside a factory in Moscow (inevitably this rather unspecific 
fragment constitutes a complex temporality since 1912 to us will always only be 
seen from the hindsight of 1917 and 1989, the epoch of Soviet socialism and 
its specific expropriation of the working class); from 1916, an excerpt from D. W. 
Griffith’s epic Intolerance (an ‘industrial dispute1 at a stage of ruthless escalation, 
the cannons directed at striking workers effectively indicating a "civil war’’9 
between the classes); from 1926, a famous scene from Fritz Lang’s Metropolis 
(the workers changing shifts in military formation, walking like zombies/robots 
out of and towards an escalator that will take them down -  literally and figuratively 
- t o  the hellish underworld of modern labour); from 1936, an excerpt from Modern 
Times by Charles S. Chaplin (the worker as the tramp who has nowhere to go, his 
procrastination turning into insubordination and ending in police custody); from 
1952, a piece from Frauenschicksale by Slatan Dudow (a female convict allowed 
to work in a factory during the day looking out for a man after her shift; she has 
to go back into prison, while he misses her only by a minute and ends up at the 
gate of the factory as if being imprisoned himself -  th is suggestion, of course, 
is already an effect of Harun Farocki’s selection of material and specifically of 
where he makes the cut); from 1964, an excerpt from Michelangelo Antonioni's
II Deserto Rosso  (Monica Vitti with a little boy at the outskirts of an industrial 
wasteland that dim inishes all industrial disputes, most notably by the apocalyptic 
noises of a plant that seem s no longer a site to fight over but to run away from); 
from 1968, the fam ous scene from La reprise du travail aux usines Wonder (a 
female worker on strike protesting not only against the working conditions but 
also against the appeasem ent politics of her own worker's representatives); 
from 1981, a fairly long take from Trop tot, trop tard by Jean-M arie Straub and 
Daniele Huillet, a scene outside an Egyptian factory that has been occupied by 
its workers; from 1987, the most unexpected contribution to this installation, 
a promotion film entitled Durchfahrtssperren DSP® dem onstrating the robust 
qualities of contem porary gates by a company named elkostar; from 2000, an 
excerpt from Lars von Trier's Dancer in the Dark, in which Bjork and Catherine 
Deneuve appear as factory workers after the day’s labour; their dispute is about 
the dangers of the work site, the mental absence of the daydreaming working girl 
(in fact she is almost blind and tries to hide the handicap); a man waiting for the 
girl gets dism issed. 9 Voiceover from Workers Leaving the Factory.
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10 Freud's term is related to family affairs and 

infantile sexuality, but can also be used in a 

wider sense here, since cinema has its 'primal 

scene’ that had to be suppressed during its 

coming of age.

The installation in its entirety adds up to a history of the 20th century by 
conjecture. It becom es topical by establishing locations and constellations ancj 
by making them part of a wider history of the medium coming to term s with the 
political struggles of the era, of the contingencies of those struggles and their 
interpretation in term s of a philosophy of history (Geschichtsphilosophie) that 
was always tempted by teleological patterns. The original film Workers Leaving 
the Factory (1995) had already been a deconstruction of the orthodox history of 
progress of the working people towards a more just society. The installation offers 
a different take on the ‘potentialities’ of a non-specific historical situation like a 
crowd of people leaving a workplace. Let’s have a closer look at one example of 
the 11 ‘reappearances’ of the Lumiere’s first film: Trop tot, trop tard (Too Early, 
Too Late, 1981) by Straub/Huillet. On the image level it is very much a remake 
of La Sortie des usines Lumiere a Lyon. There is a factory, two gates, a road/ 
square in front of the factory, and people passing by on foot or on bicycles. 
The scene lasts considerably longer than the 45 seconds of the early film reel, 
and the longer the film by Straub/Huillet maintains its gaze the more obvious it 
becomes that these people are not in a hurry, but linger on, walk back into the 
prem ises, have a chat or a discussion. That may all be attributed to cultural 
factors or cliches like the slower pace Eastern societies are sometimes believed 
to have. But from the voiceover taken from the book Class Struggles in Egypt by 
the M arxist Mahmoud Hussein we know that the factory had been occupied by 
the work force but whether that is also the case in the actual situation Straub/ 
Huillet were filming is inconclusive but of no account since we search the shot for 
indications of the struggle anyway, and will find some. Trop tot, trop tard revisits 
the scene of the original struggle in Neguib in the 1950s some 30 years later. 
The temporal structure that the title hints at (worker's struggles will always be 
too early or too late) becomes one attributed to the medium: film always arrives 
too late in not being a live medium like television, but film also always arrives 
too early in being an expression of a political subjectivity aiming for the very 
progress whose linearity is implicated and deconstructed at the same time in 
the explicitly schematic linearity of Harun Farocki's installation. 11 decades of 
film history in 11 excerpts show 11 examples of actualisations of a primal scene 
(Urszene)10 of cinema. One further aspect of the scene from Trop tot, trop tard is 
worth mentioning. The framing of Straub/Huillet makes for a good example of an 
image that in Harun Farocki's words is 'standing in’ for the absent and invisible 
movement which is not the subject of the film in its immediate, denotative sense, 
but in the sense that there is always more meaning contained in an image than 
is noticeable at first glance. Above the factory gate there is a railtrack on a metal 
bridge ending exactly in the right top corner of the frame. It has obviously been 
designed to transport goods into the factory and out of it. The composition of 
the frame therefore makes for a strong allegory of the purpose of the plant. The 
goods are not going the same way the workers are going. There is an apparent 
discrepancy in the production process that leads goods and people different 
ways -  the image, read this way, can incite the struggle it already documents, 
however mediated.



Any of the installation channels of Workers Leaving the Factory in Eleven Decades 
lends itself to similar exegeses. The reading of the excerpts demands a work 
0f consciousness (Bewusstseinsarbeit) that is already part of the process of 
overcoming the restraints of ideology. "Whenever possible films have moved 
swiftly away from factories”, we hear in the film Workers Leaving the Factory. 
To a certain degree this haste even makes its impression on the very film that 
attempts to get back to the scene so thoroughly neglected by commercial 
cinema. Farocki tried to make up for the loss by leafing through film history like 
a wizard, condensing his many finds in an edit of roughly half an hour and in a 
voiceover full of associations. The most audacious one connects calligraphy and 
cinema by means of a typical historical transformation: the technical medium 
appears at the very moment that the belief in the perfection epitomised by the 
art of the calligraphist is no longer possible.11 The installation is supposedly 
less rhizomatic but by means of the principle of ‘reappearance' constitutes all 
Kinds of complex relations between the channels and the people looking at the 
artwork. The working class has all but lost its momentum, a fact that has already 
been implied in La Sortie des usines Lumieres a Lyon, which in effect shows the 
dissipation of a group of people sharing an interest. It is worth noticing that in 
the voiceover of Workers Leaving the Factory the term for the crowd outside the 
factory gates is ‘multitude’, at that time still just a word for a random group of 
people. During the following decade, the term has become a signifier for the next 
revolutionary class, the proletariat of tomorrow that is more than ever dependent 
on being able to read its own situation before taking whatever action. In remaking 
his film Workers Leaving the Factory Into an installation, Harun Farocki has made 
the art site into a factory of our times -  it produces meaning and consciousness 
and eventually even a class of people that can be seen day by day at the gates 
of museums and exhibition spaces entering and leaving by their own free will. 
This multitude makes the proletariat of former fame and notoriety disappear and 
reappear at the same time.
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ip June 2009, the Galerie nationale du Jeu de Paume in Paris exhibited two major 
ontemporary artists: Harun Farocki and Rodney Graham.1 The visitor did not 

need to look at the labels to identify the author of the various works in the exhi
bition: if a work involved a dispositif of two or more images, it was certainly the 
re s u lt  of the comparative visual argumentation that structures the investigations 
0f Harun Farocki. Under the aegis of Jean-Luc Godard, to whom he dedicated a 
w0nderful book of dialogues2, Harun Farocki, in all his works, elaborates and un
folds an intensive and meditated form of encounter that we have named ’visual 
study'- What is visual study? It is a matter of a frontal encounter, a face-to-face 
encounter between an existing image and a figurative project dedicated to ob
serving It -  in other words, a study of the image by means of the image itself.

Let us note to begin with tha t-d e lib e ra te ly  or n o t -v is u a l study, by its enactments, 
challenges, even cancels the division of labour between art and criticism. The 
same enterprise of critical investigation is carried out between Farocki's writings 
f o r  the journal Filmkritik, the soundtracks for his films, his essayistic montages, 
and his installations in ‘soft montage’ (comparativism through juxtaposition and 
putting into series, which transfer to space the temporal principle inherent to 
the intermittence of film frames in cinema). The vital question that each visual 
study renews can be summed up thus: "what is an image capable of?" Can an 
Image inform, explain, criticise, argue, demonstrate, conclude, and how? Is it 
enough, as Jean-Luc Godard claims, to place two images one after the other? Is 
comparison the be all and end all? And why isn’t one image enough; why can't the 
second image be an absent image -  why not one image less?

Harun Farocki -  in this respect faithful to Marxist principles -  takes advantage 
of them by cancelling the division between manual and intellectual labour: in 
Schnittstelle (Interface, 1995), the attentive observation of the gestures of the 
editor at the editing table -  in a direct line, of course, with Guido Seeber and Dziga 
Vertov, but also the Marcel episode in Jean-Luc Godard’s 6x2  (1976) -  allows us 
to sketch out the common and very concrete territory of speculative and manual 
movement, territory that the film Der Ausdruck der Hande (The Expression of 
Hands, 1997) will extend further.

The Stakes of Farockian Visual Study: Cinema's Auto-Critique

As a form in perpetual expansion since 1951, that is, since the great Lettrist 
initiatives in the field of cinem a,3 currently the dominant practice on the 
cinematography of the avant-garde,4 visual study emerges with the cinema itself. 
One can trace the invention back to 1887, to Etienne-Jules Marey's gesture of 
translating his own chronophotographs of the flight of a seagull into a three
dimensional sculpture, a work that also anticipates all of Futurism, kinetism and 
abstract art. M arey’s initiative resonates with the extremely rich formal use that 
Harun Farocki makes of the iconography of the extract, the schema, the quantified

1 HF/RG. H arun F a rock i/R odney Graham , 

Galerie Nationale du Jeu de Paume,

7 April-7 June 2009, curated by Chantal 

Pontbriand.

2 Kaja Silverman, Harun Farocki, Speaking  

A bou t G odard, New York 1999.

3 Isidore Isou’s Traite de bave e t d 'e tern ite  

(1951), Maurice LemaTtre's Le film  a deja  

com m ence?  (1951), Gil J. Wolman’s L'Anti- 

C oncept (1952).

A From Raphael Montanez Ortiz to Jean-Marie 

Straub and Daniele Huillet, from Ken Jacobs 

to Johan Grimonprez, from Brice Dellsperger 

to Jean-Gabriel Periot.
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overview with which the control society abstracts our lives into an organi 
habitus. In this respect, and in contrast to the majority of artists operating jn 
field, the enterprise of Harun Farocki does not only study images -  as recurre^ 
(leaving a factory, the manufacture of bricks) or crucial (aerial photographs 01 
extermination camps) as they are -  but the cinema and the audiovisual itself 
grasped in their inaugural logic as instrum ents among others of the contr i 
society.

As has already been established and reflected upon by certain historians in th 
wake of the work of Michel Foucault, the cinematographic dispositif is not in fa™ 
simply the result of a logical technological developm ent,5 but belongs fully to the 
history of the technologies of control. Emerging at the heart of a determined cul 
tural shift between the Franco-Prussian War and a World War I that was prepared 
in all knowledge by the European powers, the cinema participates in concretising 
the links between scientific research on motion, military industry and control of 
the body. "If we knew the conditions under which to obtain the maximum speed 
strength, or work that the living being can provide, it would put an end to many 
regrettable errors", wrote Etienne-Jules Marey in 1873.® The different techniques 
of revelation and visual decomposition of motion was meant to eliminate such 
errors; they would lead to cinematographic recording. As technological dispositif 
the cinema serves, first of all, the interests of state and army (the War Ministry 
financed Marey's laboratory, his Station Physiologique. the cradle of the cinema), 
which maintained for them selves the privileges of a "financial feudalism", accord
ing to an expression by Augustin Hamon, the future father-in-law of Jean Painleve.7 
In the United States, the researches of Eadweard Muybridge are inscribed within 
the context of the Taylorisation of labour; in France, those of Etienne-Jules Marey, 
in the context of the ‘rationalisation’ of human and animal motion. In both cases, 
it is a matter of an enterprise of the seising and making profitable of bodies, 
beginning with chronophotography, passing via cinema, and continuing up to the 
present in the form of the largest production of images that humanity has ever 
known through the proliferation of surveillance cameras.

The anthological installation Deep Play, conceived by Farocki in 2007 for 
documenta 12, a juxtaposition of 12 screens reproducing diverse information 
displays deployed during the France/Italy final of the 2006 World Cup in which the 
slightest movement on the football pitch and the surrounding area is surveyed, 
analysed, quantified, and divided up, should be compared here with the exact 
inverse initiative on the part of another major activist documentary filmmaker, 
Lech Kowalski. On the same evening, Kowalski filmed, and had filmed in France 
and Italy, the faces of numerous spectators watching this same final on screens 
at their homes, in stadiums or cafes. Winners and Losers (2007) is entirely 
com posed of these shots without any images of the match, and, like Deep Play, 
follows the gam e’s linear chronology. Hence, where Farocki grapples with the 
logic of control presiding at the very invention of cinema as machine of recording, 
Kowalski, for his part, plunges into the popular m asses, a festive crowd caught
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jn a socially sanctioned, even prescribed, activity, high on institutional 
UP taS'e s - Frorn these tw0 works in shot-countershot -  one objectivising the work 
e<( the system of control, the other observing the real-time effects on its targets 

spectato rs in front of their screens) -  a synthesis of an anthropological 
dime of the current state of administrated life em erges. However, between the 
ockia11 machines of vision that reify us and the Kowalskian voluntary servitude 

hat underm ines us, is there still an interstice through which it is possible to 
1 t h e ?  At best, we fall into a dark fissure, a black zone like the interval between 

r frames, since, as Hegel points out, the analysis of representation involves 
"the tremendous power of the negative [...] in utter dismemberment", and an 
n£agement with analysis consists no more nor less than in “tarrying with the 

eegative".8 However, just as Georges Demeny, Marey's assistant, took home the 
c a m e r a  that he had prepared for the Station Physiologique and thereby invented 
fiction, all technology, all objects, all institutions, all logic can be reappropriated, 
subverted and turned against its own determinations. In response to the invention 
0f cinema as instrum ent of domestication, there are a number of initiatives that 
wrest films from their conditions of possibility and reinscribe cinema within 
another vein of the history of ideas, one linked with a critical conception of the 
role of the artist (or of the 'producer', since, in its turn, the sullied vocabulary of 
metaphysics that reigns in the field of art will itself be subjected to a materialist 
critique). Analysing the fourth sequence of Vivre sa vie (Jean-Luc Godard, 1964; 
Nana interrogated by the police), Harun Farocki points out the preoccupation of 
a  filmmaker concerned with formally liberating his enterprise from its ideological 
determinations: “This scene also plays with the similarity between filmmaking 
and police work. The noise of the mechanical typewriter tells us that it is a 
difficult and never entirely appropriate job to document life, whether in a police 
station or on a film se t.”9 Harun Farocki's visual studies are inscribed in one of 
the most fertile, active, and reflected traditions of the history of critique that we 
shall trace through an elaboration of the notion of 'immanent critique' at the turn 
of the 18th century by the German Romantics, beginning with Friedrich Schlegel 
and Novalis.

The Theoretical Origins of Immanent Critique

‘Immanent critique' consists first of all in honouring the significance of a work that 
is capable of ‘criticising itse lf’, in the professional sense of the term. Friedrich 
Schlegel formulates the principle in relation to Goethe’s Wilhelm Meister: 
“Luckily, it is one of those books that judge them selves, and so relieve the critic 
of all the trouble.”10 G oethe's novel, published in 1795-96 and originally entitled 
Wilhelm M eister’s Theatrical Calling, organises a kind of montage that alternates 
between chapters of (sentimental) action and chapters containing dialogues on 
art, its forms and functions. It offers, for example, the eminently modern scene 
in which Wilhelm discourses on the artistic virtuosity and the sound judgment of 
the poets while sim ultaneously burning, one by one, his own manuscripts -  which
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10 Friedrich Schlegel, S u rle  M e is te r de Goethe  

[1798], Paris 1999, p. 46.

[Translated by BC],
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might be seen as a source for the aesthetics of destruction. It contains, in 
dispersed and obsessional way, an analysis of Hamlet and the dramatic works ^ 
Shakespeare, “the most extraordinary and m ost admirable of all writers’’.1* t 0 
certain extent, Wilhelm M eister can be read (among others things) as the m is^ 
en-sc6ne of aesthetic analysis, and it is not merely by chance that it acted as a 
source for Godard's La Chinoise  (1967). G oethe’s novel contains, makes explicit 
discusses its own criteria of artistic validation: it feeds on the energy of the es’ 
say. Hence, it can be said that it continuously makes a theme of the principle 
of immanent critique. However, this principle cannot be reduced to forms -  even 
expanded ones -  of reflexivity. Novalis writes for example: “A review is the com
plement of the book. Many books need no review, only an announcement; they 
already contain their own reviews.-’1* But under which aspects, by which means? 
One answer is that criticism as a literary genre finds itself superim posed over 
the Kantian concept of Kritik, which for that generation constituted the culmina
tion of speculative activity. “Our age is the age of criticism, to which everything 
must be subjected."13 If, in the case of Kant, Kritik is engendered, historically 
from philological criticism, which, for the Enlightenment, presided at the rational 
examination of religious texts, the concept brought with it a transcendental sig
nification of the analysis of the means and limits of all knowledge, of the theory 
of the a priori conditions of all experience. Here we have the Kantian critique: 
“maxim of a universal mistrust of all synthetic propositions [of metaphysicsj, until 
a universal foundation of their possibility was perceived in the conditions of our 
power of knowing."14 Hence, critical activity "consists in going to the sources of 
affirmations and objections, and the foundations on which they rest; a method 
that allows one to hope to achieve certa inty”.15
Concerning the specific field of aesthetics, Kant therefore discerns two types of 
critique: on the one hand, empirical critique, which is content to reflect on particu
lar cases and apply them to the rules of psychology (to relate them to the laws of 
sensation); on the other, transcendental critique, which is not based on works, 
but judgm ent itself, observing in this the functioning of the faculties. The first re
mains merely an art; the second rises to the status of science. "As art, criticism 
merely examines physiological (here psychological), and, consequently, empirical 
rules, according to which in fact taste proceeds (bypassing the question of their 
possibility) to the judgment of its objects and criticises the productions of fine 
art; as science, it criticises the faculty of judging them .’’16

The Three Romantic Operations

The members of the Athenaeum will, in their own way, reimport the Kantian con
cept into the aesthetic field. Under the influence of Fichte's Doctrine de la Science, 
through a sort of enthusiastic subm ission to the perspectives traced by the re
flection of Kant, they will carry out three operations. Firstly, relate, through a per
fectly com prehensible theoretical shift, their own concept of criticism to the gen
eral concept of Kritik without dwelling on the concept of ‘transcendental critique'



hat Kant developed for the aesthetic domain. Secondly, make, through a major 
uglitative leap, the concept function in favour of the work itself and no longer 

(he judgment made on it. Thirdly, superimpose, in an effect of synthetic super- 
iniposition that has proven decisive for our modernity, the theoretical concept 
0f Kritil< over the concrete activity of criticism as literary genre. While for Kant, 
aesthetic criticism consisted of examining the domain of sensible knowledge, 
In orcler to observe the relations between the understanding and the imagina
tion, the Romantics transpose the Kantian rules to the register of the work itself 
and will find in this all the logics that Kant disengaged in relation to the activity 
of knowledge in general. From Kant to Schlegel, one passes, therefore, from a 
limited and subjective aesthetic, the sphere of the activity of taste ("the faculty 
of judging”), to an expanded and objective aesthetic, the domain of the work. To 
some extent, everything Kant elaborated in relation to the work of the faculties 
(the three Critiques) will find itself applied to the artwork. In this way, Kantian 
Kritik allows us to envisage how works work to implement their own certainty, 
their own necessity. Schlegel announces this enterprise thus: "The whole history 
of modern poetry is a running commentary on the following brief philosophical 
text: all art should become science, and all science art; poetry and philoso
phy should be made one”,17 (where every cinephile will recognise the mould in 
which Jean-Luc Godard cast a number of his precepts, to start with the funda
mental: “cinema at the same time as the theory of cinem a”). It was Schelling 
who would system atically develop the dialectic between art and philosophy, in 
order to conclude with the surpassing of philosophy by art. Indeed, the System o f  
Transcendental Idealism  ends with this proposition: “ If aesthetic intuition is only 
intellectual intuition become objective, then it is evident that art is the sole true 
and eternal organon as well as document of philosophy, which constantly reveals 
what philosophy cannot represent outwardly, namely, the unconscious in action 
and production and its original identity with the conscious. For this very reason 
art occupies the highest place for the philosopher."18 The hypothesis could be 
made that, historically, one of the powerful tendencies of the history of aesthetic 
ideas since the 18th century will consist in an increasing use of the accomplish
ments of transcendental philosophy in the field of art. However, to stay at the 
origins, the transfer operation of the Kantian Kritik, and its superimposing over 
criticism as genre, constitute the two conditions of possibility that will liberate 
the assembled resources through the term immanent ‘critique’. The philosophi
cal ground from which the immanent critique emerges is the transposition to the 
register of the artwork of that which Kant elaborated for the register of human 
reason: an absolute consciousness of oneself to attain the autonomy of the will, 
which the Romantics will translate into integral freedom in self-determ ination.

The Five Dimensions of Immanent Analysis

Let us attempt to logically classify the elements put to work in the notion of ‘im
manent critique’, which, in the case of the Romantics, was not the object of an
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exclusive categorical definition but was elaborated for the sake of a constellation 
of affirmations and propositions. We shall therefore try to understand its instru 
mental character, its field of operation, its strategic nature, and, hence, the wav 
in which it continues to act and to exert its effects in the work of Harun Farocki 
We shall distinguish five principal components.

1. The aim of criticism is to relate the singular work to 
a historical whole of art.

Commenting on Lessing, Schlegel writes: "The distinction between the genres 
when it is accomplished in a fundamental way, leads sooner or later to a historical 
construction of the whole of art and poetry. However, this construction and 
knowledge of the whole has been set up by us as one of the fundamental and 
essential conditions of a criticism that would properly fulfil its high destination.”13 
It is in this way that the notion is anchored in classical aesthetics, the aesthetics 
of system s (from Baumgarten to Kant, to use a traditional periodisation20); and 
it is precisely what the specification and the putting to work of the principle of 
‘immanent critique’ will allow to surpass. By dint of cultivating the singularisation 
of the work, its immanent powers, the model of the system will dissolve to make 
of each work a 'whole' in itself that is capable of constructing its own legitimacy
-  not as a result of any predetermined ensemble, but by participating in the 
constitution of an ensemble as historical sum that criticism will have the means 
to organise. However, here, Schlegel, more precisely, constructs criticism as a 
synthetic activity, which allows him to attain ‘its high destination': "One should 
think of criticism as a middle term between history and philosophy that binds 
both, in which both should be united into a new third term .”21 In this task, it is 
possible to make out the horizon of the Farockian enterprise: the elaboration of a 
critical field in the form of a visual toolkit that is at once capable of revealing the 
ideological traits at work in each historical phenomenon (a gesture, the expression 
of a face, the movement of a body in space ...) and to constitute a speculative 
ensemble that is not doctrinal but operational, autonomous, and which allows 
reflection to have a direct and concrete link with collective history.

Friedrich Schlegel, "L’essence de la critique" 

[1804], in Lacoue-Labarthe, Nancy 1978, 

p, 413. [Translated by B C ].

See Armand Nivelle, Les Theories esthe tiques  

en A llem agne de B aum garten  a Kant,

Paris 1955.

21 Schlegel [1804], p. 415. [Translated by BC].

22 Ibid., p. 412. (p . 111).

2. Criticism is a method and is dedicated to structure.

If criticism can guarantee this synthesis between history and philosophy, this 
is not at all in the name of general and accommodating ideas. As Schlegel 
writes: "since Kant [...] it is in referring each particular aesthetic sentiment to 
the sentiment of the infinite or to the recollection [Erinnerung] of freedom that 
the dignity of poetry has at least been redeem ed,’’22 but, as he writes, criticism 
has not benefited much from this. On the contrary, criticism gains its speculative 
legitimacy when it shows itself capable of grasping the structure of the work, 
"the finest property of its whole" according to his beautiful expression: “ Nothing



I
■ more difficult than to be able to reconstruct, perceive, and characterise the 
'S ugh1 of another 'n finest property of its whole. [,..] One only understands
1 \vork, a spirit, when one can reconstruct its movement and structure. And this 
f  ndamental understanding that, if it were to be expressed in a particular word.
I called 'characterisation,' is the true calling task and inner being of criticism ."23 
. the case of Farocki, this work of "characterisation" (structural elucidation) 
oerates with the help of a montage that is increasingly simple and increasingly 
owerful. Conscious of the specificities of his medium, Harun Farocki no longer 

nlaces the confrontation between small singular bodies and the great movement 
of collective history at the centre of his enterprise, but instead the confrontation 
between dominant representations and the critical analysis of images. Industrie 
undFotografie (Industry and Photography, 1979), Etwas wird s ich tb ar(Before your 
Eyes Vietnam, 1982), Peter L o rre -D a s  doppelte Ges/'cht (The Double Face of Peter 
Lorre, 1984), Bilder der Welt und Inschrift des Krieges (Images of the World and 
the In scrip tio n  of War, 1988), Stilleben (Still Life, 1997), Erkennen und Verfolgen 
( W a r  at a Distance, 2 0 0 3 )... In 16mm, then in video, the war of images conducted 
by Farocki participates in the development of a visual studies where the function 
of the word is not to subject the image to the logos, but to establish forms of 
association that lead from one image to another, to occasionally come back to a 
p re c e d in g  one, enriched bythejourney. Therefore, the surpassing of visual studies 
is found in the series of films that observe with vigilance, and preferably with 
no accompanying commentary, the way in which bodies are assaulted, trained, 
subdued, and worn down by the ensemble of technologies of control. The simple 

[ juxtaposition and serialisation of the sequences will be enough to characterise 
the mutilation. Die Schulung  (Indoctrination, 1987), a film of a seminar in which 
executives are taught practices of persuasion, the masterpiece Leben-BRD  (How 
to Live in the FRG, 1990), on the forming of behaviour in different professions 
(police academy, midwife training school, insurance company), Der Auftritt (The 
Appearance, 1996), on the world of advertising and logos, Die Bewerbung (The 
Interview, 1997), Die Schdpfer der Einkaufswelten (The Creators of Shopping 
Worlds, 2001) are ethnological films merited by the administrative and mutilated 
live of the Western world, whether capitalist or communist. In this respect, 
Transmission (2007, on the compassionate gestures of visitors confronted with 
contemporary memorials) or Zum Vergleich (In Com parison, 2009) reinvest the 
Farockian enterprise with traditional motifs of ethnological cinema, while no 
longer requiring archival images, even images from contemporary archives; with 
the same creative gesture, Harun Farocki is able to assum e the production of 
the image and its own critical characterisation, to achieve more complex and 
suspended significations.

3. Criticism is a text and becomes a work of art.

For the Romantics, to disengage the structure, to name the "characteristic" as 
reflective activity, becom es a work of art in itself. “A characteristic is a critical

23 Ibid,, p. 416. (Lacoue-Labarthe, Nancy 1978, 

p. 105).

135



24 Friedrich Schlegel, Critical Fragment no. 439, 

in Lacoue-Labarthe, Nancy 1978, p. 175.

25 Ibid.

26 Benjamin [1919] 1986, p. 124.

(Benjamin 1996, p. 159).
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work o f art, a visum repertum  [discovered perspective] of chemical philosophy ”*« 
One of the principal claims of the Athenaeum will have been the fusion of poetic 
and exegetic activity. "Poetry can only be criticised through poetry. A judgment 
on art that is not itself a work of art. either in its substance, as the presentation 
of a necessary impression in the state of becoming, or through a beautiful f0rrn 
and liberal tone in the spirit of ancient Roman satire -  has no civil rights in the 
realm of art."25 Because it is addressed to the structure, because it works on its 
own forms of exposition, exegesis is therefore on equal terms with its object of 
investigation. Hence, both are works of art, both produce the work of art. both 
put art to work. Why? Because (a conception inherited from Kant), the work being 
a reflective activity of the faculties, criticism works to manifest this structuring 
activity and, as a result, sheds more light on its functioning. Therefore, to speak 
of ‘immanent critique’ signifies precisely that the exegetical activity consists in 
uncovering, making explicit and unfolding the reflective and structural dimension 
through which the work is work. “Criticism  of a work is [...] its reflection, which 
can only, as is self-evident, unfold the germ of the reflection that is immanent to 
the work."26 It is here in particular that the work of Harun Farocki distances itself 
from the Derridean concept of ‘deconstruction’, with which it maintains numerous 
connections but to which it should not be reduced, as well as the symptomatic 
analysis of Althusser to which it appears historically as the visual equivalent. In 
its very diversity, the visual critique practiced by Harun Farocki does not consist 
principally in demonstrating but in unfolding images onto them selves, even if 
this only involves placing them side by side. In this respect, it does not merely 
deconstruct the image; it makes it germinate (to adopt the botanical vocabulary 
of the Romantics). It therefore engenders creative forms, revealing itself as the 
heir to the poets of the Athenaeum, a heritage that is of course hybridised by the 
reflection of Marx (which is drawn in part from the same sources). In this fasci
nating lineage, which leads from Schlegel to Farocki via Marx and Godard (and 
which of course it is necessary to extend and clarify), a crucial moment is found 
in constructivism  and more particularly in the 1924 manifesto of the Projectionist 
Group, First D iscussional Exhibition o f Associations o f Active Revolutionary Art. 
“The artist is not the producer of consum er objects (cupboard, picture), but (of 
projections) of the method of organising m aterials.”27 The visual critique prac
ticed by Harun Farocki has something of the invention of a kaleidoscope that 
can be used to elucidate rather than hypnotise: starting with the image itself, he 
deduces the filmic configurations that will allow the manifestation of political and 
historical functions. These configurations determine the forms of visual studies.

4. Criticism liberates the concept of art.

Walter Benjamin summarises this logical movement thus: “ In this procedure, the 
critique is not meant to do anything other than discover the secret tendencies of 
the work itself, fulfil its hidden intentions. It belongs to the meaning of the work 
itself -  that is, in its reflection that the criticism should go beyond the work and
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Ke it absolute. This much is clear: for the Romantics, criticism is far less the 
u£jgment of a work than the method of its consummation.''28 Having grasped 
the structure of the work, reflecting its own place in the dynamic of art, criticism 
(peonies, as it were, an extension of the work, and, enveloping it in its energy as 
in a garment woven from historical knowledge, relates both to the general becom 
ing of art, no longer as a fixed ensemble of canons and rules, but as a product 
resulting from the juxtaposition of singular works. A fragment by August Schlegel 
Illustrates this reversal between the work (legitimate and legislating) and the bad 
jurisdiction of art (reduced to a rule): “People criticise Goethe’s poems for being 
metrically careless. But are the laws of the German hexameter really supposed 
to be as consistent and universally valid as the character of Goethe's poetry?’’29 
One sees that this decisive operation (art as result of works and no longer as 
canonical doctrine) rests on the technical primacy of analysis that Benjamin 
describes in these term s: "not only did Schlegel's concept of criticism achieve 
freedom from heteronomous aesthetic doctrines [relating art to something other 
than itself], but it made this freedom possible in the first place by setting up for 
artworks a criterion other than the rule -  namely, the criterion of an immanent 
structure specific to the work itself.”30 In other words, conceptual freedom is 
gained by means of the analysis of the singular immanent structure of singular 
works. Once again, the historical example is Wilhelm M eister studied by Schlegel, 
"the absolutely new book and the only one that can be understood on its own 
terms.” Novalis generalises the case and provides the very formula of immanent 
critique: "To find formulae for individual works -  formulae through which they can 
be understood in the most authentic sense -  is the business of an artistic critic, 
whose labours prepare the way for the history of art."31

The work not only constructs its own concept of art, its own aesthetic horizon, 
but also its own context. It is the Romantic m etamorphosis of the concept of 
art into a dynamic idea of art that Schlegel formulates thus: "An idea cannot be 
grasped in a proposition. An idea is an infinite series of propositions, an irrational 
magnitude incapable of being posited, incommensurable [...]. Yet the law of its 
progression can be laid down."32 Such propositions constitute the possibility of 
the dialectic that will occupy the artists of the 20th century, that is, to assure the 
surpassing of art, to leave the symbolic to rejoin the field of action and in doing 
so to revive de facto the seminal reflection of Friedrich Schiller: "to dedicate one
self to the most perfect of all artworks, to the construction of a genuine political 
freedom.’’33 Harun Farocki's work can be seen as a great speculative journey on 
the path of transform ing criticism into visual activism: immediate visual critique 
with Nicht loschbares Feuer (Inextinguishable Fire, 1969), which transform s a 
conference into a performance, an intellectual demonstration into a concrete 
gesture; visual critique in the form of a documented investigation of the audio
visual industry (Single. Eine Schallplatte wird produziert/Single. A Record is Being 
Produced, 1979; Ein Bild/kr\ Image, 1983 ... up to War at a Distance  and Deep  
Play); criticism in the form of visual studies of images and representations fuelled 
by logical conclusions (The Double Face o f Peter Lorre, Images o f the World and

28 Benjamin [1919] 1986, p. 111. (p. 153).

29 August Schlegel, Critical Fragment no. 6 in 

Lacoue-Labarthe, Nancy 1978, p. 81.

30 Benjamin [1919] 1986, p. 115. (p . 155).

31 Novalis quoted by Benjamin, ibid., 

p. 115. {p. 155).

32 Quoted by Benjamin, ibid., pp. 139-140. 
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the Inscription of War, Aufschub/Respite. 2007), or. with a minimalist concern 
typical of Farocki’s style, by confrontation (Still Life), by serialisation (Arbeiter 
verlassen die Fabric/Workers Leaving the Factory, 1995), by simple reproduction 
(the group of films on the training of em ployees and, more generally, citizens 
of which How to Live in the FRG doubtless constitutes the filmic monument ana 
Deep Play the formal culmination).

In this respect, Harun Farocki's work, like that of Guy Debord and Jean-Luc 
Godard, confirms Pierre Restany's affirmation: “One of the characteristics of the 
20th century avant-garde is this: the self-criticism  of the visual fact through its 
unavoidable chain reactions has been a determining factor in all other areas of 
creation. The specialists of visual language have a fundamental responsibility: 
they condition more or less directly the evolution, and renew it with the entire 
structure of contemporary language."34

%*

5. Criticism liberates forms.

Immanent critique therefore liberates, simultaneously, both artistic and exegetic 
forms, this distinction no longer being anything other than a distinction of genre, 
not of status. Attached to structural singularity, criticism, according to a logical 
tendency, privileges singular structures. The classical models of totality and 
totalisation dissolve; faced with the potentialities of structural invention, each part 
is invited to d iscuss its belonging to the whole. Schleierm acher uses this superb 
political metaphor: “ poetry is a republican speech: a speech which is its own law 
and end unto itself, and in which all the parts are free citizens and have the right 
to vote.’’35 The poetic is defined thus: no longer as something that obeys the rules 
of organisation and therefore a conventional distinction between prose and poetry 
(in the limited sense), but as something that develops its own particular modes of 
organisation. Each moment of the novel -  the field of investigation privileged by 
the Romantics for this reason -  is capable of developing its own legitimacy. "The 
styie of the novel must not be a continuum; it must be a structure articulated in 
each and every period. Each small piece must be something cut off, delimited, a 
whole on its own.’’36 Hence, at the opposite pole of the great system s of classical 
aesthetics, the Romantic perspective is one of formal diversity, a variety without 
end, without totalisation and without finitude. Such is the vision of the last 
fragment of the Athenaeum: "Universality is the successive satiety of all forms 
and substances. Universality can attain harmony only through the conjunction of 
poetry and philosophy (that is to say, through criticism); and even the greatest, 
most universal works of isolated poetry and philosophy seem to lack this final 
synthesis. They come to a stop, still imperfect but close to the goal of harmony. 
The life of the universal spirit is an unbroken chain of inner revolutions.”37 The 
sole possible synthesis can only operate from the outside, by finding an external 
boundary to this infinite diversity. Schlegel calls this outer limit, sublimely: ‘the 
feeling for chaos’. "Versatility consists not ju s t in a comprehensive system but
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a|So in a feeling for chaos outside that system ."38 Symmetrically, exegesis goes 
ip search of its own forms. One knows that, for the members of the Athenaeum, 
the supreme manifestation will be the Witz, the sudden insight. However, the 
\fjitz, if it is best manifested in the brief form of the aphorism, even in extreme 
fragmentation, can make its ironic energy radiate everywhere. (Schlegel, in the 
Ideas, writes "iridesce.”)

First of all, in silence: this is the refusal of exegesis, radical critique, since it 
suggests that in the object there is not the least germ to unfold. Afterwards, in 
all possible literary forms: epistle, dialogue, dissertation, poem, novel, sketch, 
essay, forms instituted or invented for the occasion. This, of course, recalls the 
work of Harun Farocki, which operates according to similar principles, not only 
in the diversity of his visual studies, but also in the free circulation between 
articles, diagrammatic images inside the films, the return of films in the form 
of books ... The same observation applies to the manner in which the films are 
circulated: sometimes projected, sometimes installed, sometimes juxtaposed in 
space, sometimes compared in the course of a film programme. Thus in March 
2006, given carte blanche at the Film Museum in Vienna, Harun Farocki and 
Antje Ehmann placed Farocki’s films in the context of certain classics of what we 
would call ‘films about filmmaking’, the film on the manufacture of images and 
stories: Sullivan’s Travels (Preston Sturges, 1941) Bellissim a  (Luchino Visconti, 
1951), The Bad and the Beautiful (Vincente Minnelli, 1962), La Ricotta (Pier Paolo 
Pasolini, 1962), Le Mepris (Jean-Luc Godard 1963,), Otto e Mezzo (Federico Fellini, 
1963), The Stunt Woman (Ann Hui, 1966), Everything for Sale (Andrej Wajda, 
1968), Beware o f a Holy Whore (Rainer Werner Fassbinder, 1971), Passion  (Jean- 
Luc Godard, 1982J, Through the Olive Trees (Abbas Kiarostami, 1994), Sauvage  
innocence (Philippe Garrel, 2001). They titled the series: Wie in einem Spiegel/As 
in a Mirror,39 In choosing this particular body of films, from amongst the multitude 
of films on the making of films -  one would have expected Farocki and Ehmann to 
select Dziga Vertov's Man with a Movie Camera (1929), Jean-Luc Godard’s Le Gai 
Sam ir  (1968), Al Razutis’ Visual Essays (1973-82) or Kirk Tougas’ The Politics o f  
Perception (1973), not to mention Hellmuth Costard’s Der kleine Godard  (1978)
-  one grasps the effect not of the mirror but of a feedback produced by the 
confrontation: on the one hand, the novelistic and more or less autobiographical 
tradition of the film of grand fiction on the cinema; on the other, the analytical, 
documented, serial and universalist work of Harun Farocki. The two sides of a 
mirror that, like certain video installations, at the obverse and reverse of the 
infra-thin screen diffuse a different image, without it being possible to discern 
the electronic layer from which they radiate. Not only is the cinema not a mirror of 
the world, which we knew already, but above all, the mirror, as it is re-elaborated 
in the series programmed by Farocki and Ehmann, is revealed, not as a simple 
reflecting surface, but as a lens cut for a giant telescope.
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From the preceding initiatives, it follows that exegesis, no longer being dedicat
H i d  a n r l  / ' a i t p q / ' i K i  i f  e rf i l l  i nto the secondary and the consecutive, but still participating in poetics - ■n the
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case of the German Romantics reinvents its place and its connections with th 
work.
Its place: traditionally, exegesis com es after the work, assuring it a future; 
it is also co-present, sim ultaneous to the work as simple unfolding of irnma 
nence: and it can also anticipate the work, constituting its origin and past. The 
characters in Schlegel’s Dialogue on Poetry bring their discussion to a close with 
this proposition: "Ludovico: do you by chance consider it im possible to create 
future poems a priori? Antonio: Give me ideas for poems, and I dare give you this 
power."40 Thus, exegesis can be, at different times or simultaneously, the past 
present and future of the work.

Its relation to the object: confronted with a major work, exegesis works fervently 
to disengage the structure, and it is not enough to know the whole of history 
and the whole of philosophy to ‘characterise' the force of a genuinely new work 
since it will be the object of a pure initiative. On the other hand, faced with a 
mediocre work, the immanent toolkit becom es immediate: the title, the preface 
the first page, is sufficient to characterise the work. Hence, one imagines a 
readymade criticism that would be content to mention the title of what it reviews 
and everything would be said. In his Dialogues, Novalis sketches the principle: 
“Often the title is, in physiognomic terms, quite legible. The preface is also a 
subtle paper knife. [...] The preface is both the root and square of the book, 
to which I would add that it is sim ultaneously nothing other than its authentic 
review.”41 It is exactly this principle that presides in the case of Harun Farocki, in 
the series of films based on sequences showing scenes of training: less post- 
Situationist detournement than ‘theoretical readym ades’ in which the placing of 
the sequences creates a theory (in three senses of the term: a setting out, an 
elucidation; and a verdict) of socialisation in an authoritarian regime. The gesture 
of sampling can possess more heuristic power than a detailed commentary, and 
pure immanent criticism, in this particular case, equals a radical self-criticism.

The way in which exegesis conveys its object, occasionally merging with it entirely, 
or, conversely, reducing it, marginalising it, even pushing it to outside the realms 
of analysis, represents a field of infinite methodological possibilities. The work 
of Harun Farocki, in this respect, offers a reservoir of points of departure and 
inexhaustible propositions. We shall mention only one drawn from the text “What 
an Editing Room Is” (1980): "the editing room is an office for film; in other words, 
nothing could be so critical of television's conceptual and practical work than 
showing unedited images all day long.”42 Let us note that Philippe Grandrieux put 
the idea into practice at the end of the same decade, since in 1987, in opposition 
to all the established codes for televisual information, he initiated The world is 
everything that is the case, an experiment on a local television channel that in
vented a new pathway through the series Brut, broadcast on Arte in 1996. It was 
a matter of broadcasting blocks of reality, of newly filmed footage and sequences



n from image banks of Brut material, without commentary, without a priori 
19 nrchisation, without user's instructions. The task was to transmit, not, as is 
sua lin t,ie televisual regime, 8 discourse illustrated by images reduced to the 

^tate of a visual signal, but a complexity, a block in a raw state, an occurrence 
Sf life taken as it is. This document, which is as minimal as it is powerful, fully 
°ethinks our cultural transformation with regard to the commonplace, the event, 
a ppe arance  and, finally, the real -  which Harun Farocki was already aware of.

heuristic ra d ica lly  of the members of the Athenaeum proves unsurpass
able, since, in their case, language itself is already poetry, poGsie premiere, 
‘elementary poetry’ according to August Schlegel’s term, which therefore already 
contains the dynamic of immanent critique, that is, the explicit manifestation 
of speculative structures. In his Lectures on Art and Literature, August Schlegel 
describes it thus: “ Language is not a product of Nature, but bears the impress 
0f the human spirit, which commits to it the origin of its concepts and their af
finities, with all the machinery of its operations. [...] Yes, one can say without 
exaggeration that, strictly speaking, all poetry is poetry of poetry; for it already 
presupposes language, whose invention pertains to poetic activity, and which is 
itself a poem of humankind, a poem in perpetual becoming, in perpetual meta
morphosis, never achieved.’’43 Based on such a conception, the choice and com 
bination of each word can become a theoretical gesture in as much as it reveals 
its consciousness of itself, which determines the predilection of the Romantics 
for the linguistic games and the way in which language is going to play with and 
disorganise appearances: Witz, fantasy, the strange, disorder, and of course the 
constant work of irony. “ Irony is the clear consciousness of eternal agility, of an 
infinitely teeming chaos."44

In cinema, one of the most traditional forms of visual exegesis proves to be 
the making-of film, the documentation of a film’s production, short audiovisual 
accompaniments which made possible certain brilliant initiatives,45 one of whose 
highlights include M an-M arie  Straub und Daniele Huillet bei der Arbeit an einem  
Film nach Franz Kafkas Romanfragment Amerika (Jean-Marie Straub and Daniele 
Huillet at work on a film based on Franz Kafka’s Amerika, 1983). Harun Farocki 
documents two days of rehearsal (1st and 3rd March) and a day of shooting (23,d 
August) only in sequence shots, an essay that invents cinematic forms of empa
thy, of pure visual Witz: this is, first of all, a smile, in the form of a cut to Daniele 
Huillet: the first day, Jean-Marie, who is out of shot, calls action; Daniele claps, 
so Harun cuts his film -  formal sylleptic gag, since it is as if Daniele’s hands were 
scissors on Harun’s film stock, but, at the same time, Harun stopped filming 
her to give Jean-M arie’s m ise-en-scene its full range. The second day, Daniele 
gets ready to clap, but Jean-Marie anticipates her out of shot; Daniele sm iles at 
Harun's camera and the gesture of joined hands is transformed into a profane 
prayer. The third day, the whole team works on a scene in which the dialogue 
unfolds thus: “ I can’t find the photograph/What photograph?/The photograph of 
my parents/We haven’t seen a photograph, if you didn’t  play with the suitcase . . . ”
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The precision of the Straubs' m ise-en-scene and Harun’s montage metamor
phoses the visual reportage into an in-depth investigation of the time needed 
to correctly pronounce the word "photography" in the sentence “ I can ’t find the 
photograph", which returns like a litany on the soundtrack. So when, at the end 
everyone is satisfied, and when Harun ends his film by reproducing, in white 
on black, the sentence “ I can 't find the photograph", the exercise of mise- 
en-scene is rightly honoured -  a simple sentence becomes a masterpiece of 
diction and a plenitude of signification -  and the document is transform ed into a 
formalist study on the absence of ail photography at the very heart of cinema’s 
images. Harun Farocki's sequence shots and fades to black produce the same 
effect of integral constructivism  as Ken Jacobs’ montage in Tom, Tom, the Piper’s 
Son  (1969-71), which manages to show how the frames of the film being stud
ied (the eponymous film by Billy Bitzer, 1905) were driven, not only by a simple 
Maltese Cross, an exterior mechanical dispositif, as we humbly imagine it, but 
also by their motifs, from the very interior of the images. Wonderful kinetic Witz. 
From silence as act to language as first poetry, from the fade to the diction of 
an actor, one sees that for the Romantics and their heirs, everything has the 
capacity to arouse this "vertiginous theoretical deepening’’46 with which Maurice 
Blanchot in turn ‘characterised’ German Romanticism: the capability to address 
all phenomena and each of their possible relations. Thanks to the members 
of the Athenaeum and to their distant grandchildren, one could say, everything 
begins to think, everything thinks, to begin with, that which is missing. Defining 
the ultimate Witz, the "architectonic Witz", Schlegel indeed advocates: "with all 
its com pleteness, something should still seem to be missing, as if torn away.’’47 
Like Jean-Luc Godard, Harun Farocki never ceases to base his investigation on 
images, starting with those that are missing, whether these were never made or 
covered over by others, falsified.

Live

’  Maurice Blanchot, "L'Athenaeum," in 

TEntretien in fin i, Paris 1969, p. 518 (The 

In fin ite  Conversation, Minneapolis 1992). 

[Translated by BC).

'  Friedrich Schlegel, "Critical Fragment" no. 

383, in Lacoue-Labarthe, Nancy 1978, 

p. 161.

"Images activistes”, in C ahiers du C inem a  no. 

647/2009, p. 62.

What is the most activist, the most subversive film in the history of cinema? 
To this question that the author of these lines posed in Cahiers du Cinema 
to diverse filmmakers and historians, the young Argentinean filmmaker Mauro 
Andrizzi, director of the exemplary Iraqi Short Films (2008), replied: Videograms 
o f  a Revolution by Harun Farocki and Andrei Ujica (1992). To justify  his choice, 
he drafted the following argument, which should please the author of the most 
radical activist forms of visual critique in cinema and in video48: “ How to make 
a revolution with television. Good example of possible uses of the web. Best 
moment in the film: Ceau§escu‘s face captured by the official TV  station, when 
people storm Bucharest’s Central Committee. No countershot of the crowd, just 
his frozen face, staring nowhere. Then, the camera points to the sky, and there’s 
only sky and shouts. Pure Cinema. The revolution, live.”
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The Photo-Diagram

Raymond Bellour

Translated from  French by Benjamin Carter

O  to B  In d u s try  and Photography, Harun Farocki Filmproduktion 

H to D  Im ages o f the W orld and  the In sc rip tio n  o f War, Harun Farocki Filmproduktion



1 These films were shown together as part of 

the programme called Fotofilm  conceived by 

Katja Pratschke, Gusztav Hamos and Thomas 

Tode (Arsenal, Berlin, 2006)

2 Kaja Silverman, Harun Farocki, Speaking  

A bo u t Godard, New York 1999.
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Cinema has always been doubly seized by photography. Firstly, by the photo a 
a sign, a trace, a parallel inscription of time, with the nostalgia and all the corn 
posite affects which are so variably enshrined in it. Secondly -  the two go hand j 
hand -  the photo is a material in its own right, both with regard to its own peculia" 
fixity and to its modes of recording and its textures. Fascination and anxiety thus 
determine the long-standing relationship between two techniques or two arts of 
the visible as soon as the first takes hold of the second, which preexists it and 
of which it is also elliptically composed.

For a heightened awareness to emerge and the first sem blances of theorisation 
to be developed beyond the convictions of Andre Bazin who inscribed cinema 
within the line of thought of an ‘ontology of the photographic image’, and hence 
of a presumed common force of reality, it was necessary for cinema to be seized 
again more fully by photography, as it had been since the 1940s by painting, in 
the short films of Luciano Emmer and later those of Alain Resnais; his Van Gogh 
(1948) for instance. It was in the 1960s that the first films composed almost 
exclusively of photographs appeared, replacing the conventional movement of 
the film image with the fiction of an animation wrested from immobility by means 
of music, commentary and montage. Thus, as soon as 1962, in Chris Marker’s 
La Jetee, a turning point; but also, the same year, in Fleischer’s Album  by Janusz 
Majewski, based on an album of photos taken between 1940 and 1944 j n  

Poland by an officer of the Wehrmacht, followed shortly by Agnes Varda’s Salut 
les Cubains (1963) and Nagisa Oshim a’s astonishing Diary o f Yunbogi (1965),1 
In these films, and so many others since -  fiction, experimental, or so-ca lled  
documentary films -  photography’s connection with both death and the reversals 
of time diverts life’s movement for the benefit of renewed modes of conceptual
isation and a different sense of perception, as evidently sensible as it is funda
mentally enigmatic.

It is remarkable then that, from the end of the 1950s to the 1990s, this inva
sion of cinema by photography was accompanied by two similar modes of trans
mutation of movement: on the one hand, an irresistible attraction towards all 
imaginable forms of incorporating painting; on the other, a heightened sensibil
ity -  one sadly rendered increasingly banal -  for the paradigm of the still and its 
artificial yet vivid interruptions of movement. The combined pressure of three 
incomparable fixities thus constituted a sort of spontaneous programme, making 
cinema turn on its identity according to a regime of expectation that is simulta
neously precise and indeterminate. For filmmakers such as Marker and Godard, 
who were relentlessly pushing the boundaries of these new powers opened up 
by the fixations of the image, this investigation was invariably accompanied by 
melancholy -  more serene in the case of one, more tormented in the case of the 
other -  touching upon the idea of a possible end of cinema. It is similarly striking, 
then, to see a filmmaker appear -  moreover a cinephile and writer on cinema, 
co-author in particular of a book on Godard2 -  who is perfectly aware of these 
thwarted tendencies, and who turns them back on them selves, attracting them

144



•nto a landscape of images and ideas in which they seem to cancel each other 
oUt in favour of another image of thought.

Two years ago at the Festival Cin&ma I du Reel, in a retrospective devoted to 
german cinema, and among other films by Harun Farocki, I came across Industrie 
und Fotografie (Industry and Photography. 1979). The film made a strong impres
sion on me. In my memory, it was another example of a film com posed exclusively 
0f photographs. A few weeks ago, I saw it again on DVD. At first, this impression 
is confirmed. I note the series, composed by the punctuations, with repetitions 
and variations, and a system atic use of black fades -  first a black between each 
image, then between series com posed of two, three, six or more images (on 
one occasion, even many more, to include the famous series by Bernd and Hilla 
Becher), all images either jum p-cut or mainly linked by slow dissolves, with text or 
music, more rarely both at the same time, the whole inducing a strong sense of 
fixed movement. But all of a sudden, just after the 20th minute, an endless lateral 
tracking shot along an enclosure wall: the first of the moving images in Industry  
and Photography. There will be more, many more; the film’s final sequence is even 
a very long forward tracking shot along a road penetrating into the heart of a vast 
industrial site, while the text comments on the essential invisibility of industry as 
such through its multiple cogwheels. But photography returns too, constantly, in 
such a way that its own series merge with those of the moving sequences, either 
shot for the purpose of the film or found in archives. One is struck, retrospec
tively, by a recurring motif common to both types of images: smoke, reality-sign 
of the industrial world that invades so many frames.

Considering my long-standing interest in the contrasts between still and moving 
images, I ask myself what might have caused such distraction during my first 
viewing of the film in the cinema. Quite simply, it seem s, a certain indifference on 
the part of Farocki towards this very contrast, with what it implies in terms of a 
view on cinema. The insistent rhythm, in Industry and Photography, the fading in 
and out, the serial variation of the number of photos appearing and disappearing, 
the same rhythm subduing, by its own means, the moving images (static shots 
also linked by series or long movements saturating the space), and on top of all 
this, the critical persuasion of an almost continual commentary that pulls each 
and every image into the circle of a logic as assured as it is sinuous. All this gath
ers together so strong a movement of thought that it subdues the visible gaps 
and relativises them.

Thus, in relation to Farocki's work, it has been possible to evoke the notion of a 
montage 'from ear to eye' once proposed by Bazin to describe the singular effect 
of Marker’s filmed essays, where the content of the image is elucidated “ laterally 
to what is said about it".3 Except that, in the case of Marker, the use and the 
treatment of photos, such as stills for instance, participate in the charm and the 
trembling of a wholly subjective fiction, and in an avowed sensibility for what is 
defined, in Sans  so/e/7 (Sunless, 1983), after Sei Shonagun, as 'things that make

3 Christa Blumlinger, "De la lente elaboration 

des pensees dans le travail des images", in 

Trafic, no. 14/1995, p. 31.



4 Philippe Beck, in Harun Farocki, ReconnaJtre  

e t poursu ivre , texts selected and introduced 

by Christa Blumlinger, Courbevoie 2002,

p. 113.

5 Particularly in "Montage-image", cat. Festival 

de Lussas, 2001, p. 38,

the heart beat faster' -  and this through the very ethical, political gravity of the 
subject. Whereas, in the case of Farocki, the photographs as well as the actual 
film recordings are equally ordered pieces of evidence of a reasoned assessment 
of the nature of the visible as defined on the basis of the very invisibilities that 
form it, leading to so many machinic and asubjective regulations, normativities 
and constraints. Whence the schema, the diagram composed of inverted arrows 
superimposing the two words 'industry' and 'photography': an image-sign 
punctuating the film like a leitmotif, fixing the paradoxes of what photography 
supposedly reveals, but also hides, and above all arranges. Such is the process 
taken to an extreme in Bilder der Welt und Inschrift des Krieges (Images of 
the World and the Inscription of War, 1988). This has already been pointedly 
remarked upon: “[...] the intention is that the implicated spectator no longer 
opposes the movement-image to the still image. [...] The same thing Mandelstam 
has said of the poem must be said of Farocki's cinema: here, we awaken in the 
midst of each image, of each shot. Every image is a histogram [...]. The image 
is also the document of the gaze that rests upon it.” The author of this Note on 
Film, Philippe Beck, thus supports the notion of a “mental pause"4 suggested by 
Christa Blumlinger in several of her studies on Farocki5 in relation to the reversible 
effects by which words and images are constantly associated in his work.

But how is this mental pause inscribed more precisely in the relationship be
tween cinema and photography such as it appears in this film, of which one is 
likely to remember above all the apparent subject to the extent that it remains 
an open wound for any historical consciousness? That is, the aerial photos of 
the Auschwitz concentration camp, taken unwittingly in April 1944 by the US Air 
Force in search of strategic industrial targets situated in the vicinity of the camp
-  photos that went unheeded until their rediscovery and deciphering with the aid 
of computers in 1977 by two CIA employees, "encouraged" (states the text of the 
film) "by the success of the television series Holocaust". To shed light on this 
process of pausing between photography and cinema, and try to render it some
what comprehensible, one has to evaluate the workings of the series throughout 
Images o f the World and the Inscription o f War.

This first supposes prosaically assem bling a list -  one that should be as precise 
as possible, though cursory, and certainly partial, as an example. This concerns 
roughly the first quarter of the film, up to the first treatm ent of the photos of the 
camp. Suffice to indicate that the series are loosely layered from one to several 
shots, that here they are always jum p-cut -  as are the shots among themselves, 
often of a very variable length. The series without comm entary are indicated in 
brackets.
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M ovem ents of w ater studied in the large experim enta l wave channel 
in H anover
(M ovem ents of b oa ts  on surve illa nce  m onitors -  d ia logues)
The Enlightenm ent (Aufklarung): persp e ctive  drawings
(Extrem e c lo se -u p  o f a young wom an being m ade up, her eye opening
and closing)
In the middle of the 19th century, in Wetzlar, invention of photogrammetry 
by the architect Meydenbauer to avoid the risk of accidents during 
measurements carried out on the fagade of a building 
(Repeat of extreme c lose -u p  of a young woman being made up)
(L ife -draw ing c lass)
(Autom ated drawing using a plotter)
Repeat of the  h isto ry of photogram m etry 
(Repeat o f autom ated draw ing using a plotter)
(Repeat o f life -draw ing c la ss , fem ale nude)
Repeat on photogram m etry
(Repeat o f autom ated drawing using a plotter)
Repeat on photogram m etry
(Study at the light box of a roll of infrared photos showing military 
operations -  dialogues between the two observers)
(Repeat of life-drawing class)
(Repeat of automated drawing using a plotter)
Algerian women photographed for the first time without a veil in 1960 
for the production of identity cards; leafing through of a book showing 
these photographs
(Photos of faces that are disguised, transform ed, substituted depending 
on effects created by the machine)
(Repeat of study at the light box of a roll of infrared photos showing 
military operations -  dialogues between the two observers)
(Repeat of photos of faces that are disguised, transformed, substituted) 
Repeat of the photos of Algerian women; leafing through the book by Marc 
Garanger
(Repeat of the study of infrared photos showing military operations 
at the light box)
(Repeat of extreme close-up of a young woman being made up)
“Aufklarung is a term from the history of ideas. It is also a military term: 
reconnaissance; aerial reconnaissance." A human eye drawn on an ancient 
manuscript/passage of a scanner over a round and bluish form suggesting an 
eye/a Renaissance perspective drawing/an equipped carrier pigeon 
On 4 April 1944, photos of the Auschwitz concentration camp taken unwit
tingly during a reconnaissance flight over the sites of the IG Farben factories 
in Silesia. Their interpretation in 1977 by two CIA employees



1
It can already be seen clearly in this schematic list: the series introduced one bv 
one take on their full sense by reappearing throughout the 75 minutes of the fiii^ 
so that a sim ultaneously dense and sharp network of beginnings, replies, com 
plementarities, oppositions, analogies and correspondences is woven among 
them, I have tried, at least once, to specify its effect by supplying a fragment 
of the commentary with the four accompanying shots -  a heterogeneous series 
made up of images that are at once disparate and strongly connected.

There will be many other such series and m icro-series inscribed in them, as 
though ad infinitum: from photos taken in Auschwitz by the Nazis them selves to 
drawings of the camp made by Alfred Kantor immediately after his liberation; from 
automated techniques regulating commercial and military air traffic alike to the 
Renault factories in Boulogne-Billancourt, twice destroyed and reconstructed, all 
of this photographed each time: from the diagrams of Albrecht Durer in his trea
tise on the geom etry of lines, planes and bodies to simulation techniques used 
by the Nazis during World War II; from the analysis of eye movements in ergo
nomic research carried out, for instance, during helicopter flights, to techniques 
of metal pressing, as old as photography, and like photography, evolving towards 
ever-increasing automation and rationalisation.

And all the time, the series, by reappearing, developing, overlapping, give rise to 
new effects according to their position in relation to other series adjoining and 
penetrating them. To the extent that, through these effects of montage, as well 
as through the effects of the commentary that extends and stim ulates them, 
the whole acquires a quality of mobile volume, from which it draws its didactic -  
and thus, in this art of rigour and demonstration, so subtly emotional -  power of 
persuasion.

All the time, too, in this film which advances, and at the heart of which lies the 
reality of the concentration camps, this reality is subordinated to the power of 
rationality in which it partakes and which derives from the order of the image 
in its ever-increasing tension, with the passing of historical time, between that 
which emerges from the visible and from the invisible and that which the words 
attempt to say without ever being assured of it. Thus, the final images com
menting on the destruction of Crematorium IV during an uprising of a group of 
insurgants among the prisoners of Auschwitz on 7 October 1944: detail shot of 
an aerial photo containing, in a quarter of the image, arrowed and annotated 
(“Gas Chamber Destroyed"), an almost empty space / dense rows of numbers 
that served as encoded m essages exchanged among the prisoners / the almost 
empty space of a quarter of the image, scarcely penetrated by an arrow. And 
overlapping these shots, up to the last, the words: “Despair and a heroic courage 
made out of these numbers -  a picture." By proceeding in this way, beginning with 
the early invention of photogrammetry, its recurrent motif, this film underlines 
how, in a straight line from the invention of perspective during the Renaissance, 
one passes, with the appearance of photography and everything it entails, from

SS WAR INDUSTRIES 
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I
a constructed  visibility to the almost uncontrollable multiplication of invisibilities 
ttiat this visibility presupposes. By doing so, Farocki develops an archaeology of 
photographic reason -  in the sense that Michel Foucault has specified that his 
allT, jn Les M ots et les choses  ( The Order o f Things, 1966) was "to w rite a his
tory of order, to state how a society reflects upon resemblances among things 
and how differences between things can be mastered, organised into networks, 
sketched out according to rational schem es’’6; with all the violence attached to 

powers of control and the gaze that bursts out into the open in Surveiller et 
puriit (Discipline and Punish, 1975). Farocki's special affinity with Foucault has 
already been observed in detail.7 Both are driven by the same fascination with 
intelligence, an intelligence in network that grasps the inhumanity of time through 
the abstractions of space and turns every attempt at grasping the real into an 
exposition of its own processes.

Hence, for Farocki, photography seem s to occupy the function of the diagram, 
the very function that Foucault assigns to the Panopticon, yet in the wider 
sense ascribed to it by Gilles Deleuze in his commentary on Foucault, where the 
diagram acquires, in part, the qualities of the 'abstract machine’ of Mille Plateaux 
(AThousand Plateaus, 1987). The diagram, writes Deleuze on different occasions, 
“Is a machine that is almost blind and mute, even though it makes others see 
and speak”. “Spatio-temporal multiplicity", "unstable or fluid”, "interpersonal”, 
doubling history with a becoming, the diagram is the "exposition of the relations 
between forces that constitute power”. Deleuze writes further, to grasp again 
its full extent: "The diagram acts as a non-unifying immanent cause that is 
coextensive with the whole social field: the abstract machine is like the cause of 
the concrete assem blages that execute its relations; and these relations between 
forces take place ‘not above' but within the very tissue of the assem blages they 
produce.”8

All this accords with the genetic, machinic, political reality opened up and sup
ported by photography, which Images o f the World and the Inscription o f War 
unfolds. But it should also be remembered that Deleuze provides us with another 
characterisation of the diagram, of a more specifically aesthetic nature.9 The 
way he defines it in relation to the painting of Francis Bacon, the diagram is a 
tension between chaos, the catastrophe induced by the first outburst of marks 
and strokes on the surface of the canvas, and the “germ of order or rhythm" that 
allows one to reach, beyond figuration, the Figure.10 The diagram is thus a sen
sation that is formalised from the outset, maintaining all of its force in its open 
form. In this respect, the photo-diagram, according to Farocki, appears to fit well, 
in light of its self-reflective and conceptual dimension, with the dual characterisa
tion of the diagram as being both artistic and socio-political.

Let us try to examine this operation more closely with the help of three determin
ing series detached from the whole to act as a model. The first opens the film (it 
returns, symptomatically, ju s t before the final sequence, conceived on the basis

6 "Entretien, par Raymond Bellour" [1966], 

reprinted in Michel Foucault, D its  e tE c r its  I, 

Paris 1994, p. 598. ( “ Interview with Raymond 

Bellour" [1966], reprinted in Michael Drolet 

(ed.), The P ostm odern ism  Reader, London 

2004, p. 67).

7 Christa Blumlinger, in her introduction to 

Reconnaitre  e t poursu ivre , (the words of the 

title already referring to Foucault): "Farocki's 

art shares with Foucault's reflection not only 

the examination of disciplinary society, the 

way in which this administers and encroaches 

on life, but also the notion of archaeology

as a tool for the analysis of formations and 

transformations of discourse, of which it is 

a matter of observing the materiality -  and 

the mediatisation. [...] As in the writing 

of Foucault, for Farocki, forces are in 

perpetual motion, fusion, transformation, 

modification.", pp. 16-17.

8 Gilles Deleuze, Foucault, Paris 1986,

pp. 42-44. (Gilles Deleuze, Foucault, London 

2006, pp. 3 0 -3 2 ).

9 See Joachim Dupuis' reminder of these two 

aspects in the first part of his lecture

"Les diagrammatismes de Gilles Chatelet et 

de Michel Foucault" as part of the seminar 

A utour de G illes C hate le t, 13 November 

2004, IUFM, Besangon ( http://groupe. 

chatelet.neuf.fr/Seminaires.html#131104).

10 Gilles Deleuze, Francis B acon: Logique de la  

sensation, Paris 1981 -  chapter XII is entitled 

"le diagrammed passage quoted: p. 67. 

(Gilles Deleuze, Franc/s B acon: The Logic

o f  Sensation, London 2003. Chapter 12 is 

entitled 'The Diagram', passage quoted: 

p. 102).
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of the second photographic detail of Auschwitz). It is the experimental channel i 
Hanover, where we see the water rise and flow in its narrow concrete shape Dkg 
an artificial wave. The introductory commentary suggests in a summarising ana 
sibylline way that “this irregular but not haphazard motion binds the gaze without 
capturing it and sets free the thoughts”, and that here "the surge that sets the 
thoughts in motion is being studied scientifically in its own motion". Th is is to 
say that the figurative perception of the wave, the chaos it brings to the senses 
enigmatically rhythmic, is the subject of a calculation, of a virtual encrypting, ex! 
pressible in the form of code, mathematical or numerical. Yet what is the unit of a 
code if not the frozen instant, immaterial, equivalent, in a purely mental register 
to the mechanical instant of a snapshot of the real: a photograph -  or, likewise, a 
frame, invisible in the order of the filmic unreeling? It is also the flash of thought 
that is suddenly bom, as if outside time, able to think this very relation. In their 
double reality of being both visible and invisible, the repeated images of the wave 
channel induce this oscillation via the programme of calculation to which the mo
tion of the water is said to be subjected.

The second series is the extreme close-up of the young woman being made up, 
repeated compulsively and varied once towards the end into a wider close-up 
of the whole face. On the one hand, for those who are somewhat familiar with 
Farocki’s work, this image recalls a film he made four years after Industry and 
Photography and five years before Images o f the World and the Inscription of 
War. Called Ein Bild  (An Image, 1983), it examines the production of an image 
of a model, duly prepared and undressed, for Playboy magazine. The strength 
of this essay without com m entary lies in the fact that it continually forces view
ers to think in the time of its preparation, the elliptic instant of a photo that is 
never seen, remaining virtual. On the other hand, in the defining shot of Images 
of the World and the Inscription o f War, the eye that opens slightly and closes 
again, constantly blinking in relation to the movement of the make-up artist’s 
brush, seem s, from the very depth of its neutral alienation, and according to a 
calculated inversion, to mimic the hidden motion of the camera shutter. This sug
gestive impression is underlined by the presence, in another series, of another 
eye blinking similarly, glimpsed through a technological mask (“the well-known 
NAC eye-mark recorder’’) that enables the study of eye movements during the 
crossing of a landscape in a helicopter. A series that is itself interposed between 
two series of aerial shots taking account of the cryptic signs of life and death 
attached to all reality captured in this way. The eye that blinks becom es the site 
of a multiple optical unconscious.

The third series is the one that arranges across the film the photos of Auschwitz, 
discovering what the human eye would have had to decipher immediately in the 
recordings, through the mechanical eye of these two related machines: the plane 
and the camera.



jo  the extent that Farocki seem s to say, following Roland Barthes, that it is 
indeed the advent of photography rather than that of cinema that divides the his
tory of the world.11 But it is quite the opposite. Instead of the affect that is moved 
hy and absorbed in itself, it is the eye-hand that designates and analyses. No 
upheaval of lost time. Nothing but the lesson of the  past preparing the present of 
a calculable future. And it is through cinema alone that the photo operates this 
division, in reverse and virtually. The photo-diagram. What meaning, what exten
sion should be given to these words to define, via this film, the great art of the 
cinema of Harun Farocki? How to think together the cumulated reversible effects 
0f these three series taken from among so many others, as an example?

put simply, it is with the eye riveted by thought that the viewer feels all movement, 
both that of the film as it advances, following the vertigo attached to its montage, 
and that of the animated images mixing with static images. For this movement 
is seized by the internal logic of a calculation that links together a chain, both 
mental and physical: numerical coding, photographic instant, photogram (without, 
however, insisting on the latter’s specifically filmic reality -  it is from rolls of 
photos that we see, in two extended scenes, a sequence of photograms studied 
at the light box). The increasingly minute detail discerned in the photograph can 
probably revealed as being analogous to the hidden movement of the frames 
in the sequences, as are the sequences of still photos with regards to those 
animated by a movement, within a virtual lack of differentiation between what 
moves and what doesn’t. All of this relates fundamentally to the fact that, for 
Farocki, the real, of whatever kind, appears from its outset as document, or 
rather as monument, specified as archive according to the shift enunciated by 
Foucauit in L'Archeologie du savoir (The Archaeology of Knowledge, 1969) in 
the name of the basic tasks of description whereby an alignment takes place, 
arranging, as if on a single level, the most diverse strata, and thus assuring a 
constant change, posited by Foucault as the condition of analysis, from latent 
to m anifest.12 Hence, the photograph becomes the cinema's frame, its sm allest 
decomposable unit as well as its rule of conscience, its instance of historical 
formation, its strictly archaeological condition. In this sense, cinema is merely 
a particular case of the universality of the photographic, but to the extent that 
it alone has the capacity to reflect photography in all its states. It is because 
photography is at the same time the diagram of cinema and the diagram of every 
reality that cinema is able to reflect reality far beyond what the photo alone can 
assume, provided that a filmmaker has the capacity to think the one by means of 
the other to their furthest limit.

11 Roland Barthes, La C ham bre c la ire : N ote  su r  

la pho tograph ie , Paris 1980, p. 136. (Camera 

Lucida, New York 1981).

12 Michel Foucault, L'Archeologie du savoir, Paris 

1969, p. 15, pp. 143-144. (The A rchaeo logy  

o f Know ledge, London 1972).



Harun Farocki in Delhi
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a n a sce nt co llective  still finding its feet and its vocation in Delhi in the  early 
1990s, we found ourse lves buffeted by a storm  of ideas and im ages that cou rse d  
through us. Th e se  high w inds brought w ith them  the se e d s  o f poss ib le  and 
im possible film s and pro jects into our febrile  im aginations. And each th ou ght or 
desire seem ed at that tim e to  be m ore am bitious and dem anding than the  on es 
that had p receded  it. The m oving im age, though seductive , seem ed fickle, and at 
times too brazen a m eans fo r w hat we w anted it to bear. There  w ere argum ents, 
d isagreem ents, reconcilia tions and the m eeting and parting o f m inds over the 
memory o f se q u e n ce s  in film s we had seen  and many cups of hot, stro ng  tea or 
rum with w ater that m ade our n ights and days stre tch  much longer than usual. 
The last d eca d e  o f the last century w as a tim e o f intense, slow  anticipation .

It was in th e se  days that we firs t encountered  the  work of Harun Farocki. A tra ve l
ling re tro sp ective  of his film s, accom panied  by a w orkshop, brought Farocki fo r 
the firs t tim e to the Goethe Institu t in Delhi in 1992. Delhi was not the  place it is 
today. There  w as more tim e and few er w ays to fill tim e, and a sm all, tight circle  
of people w ho m oved from one film scree n ing  to  another in a co n sta n t delirium  
of expectation .

Farocki’s  film s and his d isarm ing p rese nce  opened up a new way o f m ateria lis ing  
thought in im ages and sound to us. In his w ork, we found an approach to the 
essaying  o f the  m ost com plex ideas w ith the s im plest of m eans. Annotation , 
repetition, ju xta p ositio n  and the  patient uncovering of the layers that bu ilt a 
thought, an im age. No fu s s . No pretence at the fakery of verisim ilitude. No undue 
angst about the  intensity of the real. No grand form a! p ostures . Sm all bud gets , 
tight crew s. And w henever poss ib le  or n e cessa ry , a bunch of photographs and 
clippings rather than e laborate  se ts  or se t p ieces or im pressive  locations.

Suddenly, a preoccupation w ith qu e stio n s  o f linearity and non-linearity of narrative  
seem ed se co n d a ry  to the question  o f how the d en sity  of a sso c ia tio n s  th a t an 
image carried with it could be rendered with precision  and procedural lig h tne ss . 
Farocki's unassum ing  p resence  did not carry w ith it yet the g ra vitas o f an auteur. 
He seem ed lighter, easier, m ore approachable  and at the sam e tim e m uch m ore 
intellectually dem anding than w hat we had thought a film m aker could be. H is 
films w ere e xte n s ion s  of the  con ve rsa tion s  he could have, and his con ve rsa tion s  
were re le n tle ss  annotations of his w ork. We talked cinem a fo r hours.

This encou nte r em phasised  for us that th inking with im ages, soun d, te xt and 
time w as a n e c e s sa ry  part o f the b u s in e s s  o f th inking critica lly about the w orld. It 
persuaded us th a t there need not be any fa lse  separations or h ie rarch ies (in any 
direction) betw een practice and d isco u rse . Perhaps we knew th is  instinctive ly, 
but the  encou nter with Farocki gave us the confidence to believe in w hat we 
knew. O ur im ages, and our ideas fo r im ages, began to  annotate  each other, 
and the  w orld , m ore densely. We found an everyday exhilaration in being able to 
condense  our cognition of the world th rough a kind of DIY a esthe tic  that owed 
as m uch to poetry as it did to fo re n s ics . We began to find joy, se rend ip ity  and 
lyricism  in a rch ives of va rious kinds, even in the  sm all print of c lassified  no tices 
in new spa p ers .

Paradoxically, th is  took us fu rther away from  filmm aking per-se . We found 
a ud iences and contexts w ithin the w orld of contem porary art. Th is  w as to  an 
extent b ecau se  of the kind o f work we had begun doing with m oving im ages. 
And partly b eca u se  of the way in which contem porary art con texts  began to  be 
hosp itable  tow ards extensions of the e s s a y  or docum entary sensib ility , partly as 
a resu lt o f the presence  o f p ra ctitioners  like Farocki.

M any years  later, in 2008, Farocki returned to  Delhi. O nce again to the G oethe  
Institut, and th is  tim e also to  Sarai -  the  sp a ce  that we had co -founded  in the la tter 
half o f the interval between his tw o v is its . Th is  tim e, we w ere his in te rlocutors,



introducing him and his work to a new public. The audience, unlike the last tiine 
was no longer composed entirely of a handful of filmmakers, filmmaking aspirants' 
film students and critics. There were artists, writers, poets, historians, activists 
journalists and students of various disciplines, inclinations and persuasions 
room full of eager, alert, engaged.

Somehow, from being the quintessential filmmaker's filmmaker, Farocki had turned 
into a genial, relaxed and quirky public intellectual. He could joke, tell stories, turn 
conversations into contests of delicate irony and maintain a banterthat continued 
to be rigorous and sharply prescient underneath its charm. We travelled through 
much of his later work, from the film based on video footage of the Romanian 
Revolution ( Videogramme einer Revolution/V ideograms of a Revolution, with 
Andrei Ujica, 1992) to exercises with surveillance materials in American prisons 
(Ich Glaubte Gefangene zu Sehen/1 Thought I Was Seeing Convicts, 2000) to his 
silent reworking of an archive of widely used concentration camp photographs 
(Respite , 2008). The viewings became less fixated on filmmaking and more 
encom passing of the turbulence of the world and the singularity with which 
Farocki saw and thought about the world. The second encounter was just as 
satisfying as the first, though in radically different ways.

Delhi had changed, we had changed, the world had changed, and, meanwhile, 
so had Farocki. What was reassuring was the continuity of curiosity and the 
mutuality of exchange. Who knows, perhaps somewhere in the audience of this 
second encounter sat an alert mind, or another constellation of alert minds, 
eager to allow them selves to be transformed by what they witnessed, just as we 
had been, many years ago.

It is early days yet. Delhi’s tryst with Harun Farocki and the legacy of his work will 
take time to bear all its fruit. But it will happen. Meanwhile, we hope that he will 
return, once again.
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Construction Sites and 
Image Walls.
Harun Farocki’s 
In Comparison

Ute Holl
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Stills from In Comparison, Harun Farocki Filmproduktion



I• ks are the resonating bases of society. Bricks are layers of clay, simply very 
^ri reco rd s . Like records they appear in series, but every brick is slightly 
Afferent -  not just another brick in the wall. Bricks create spaces, organise social 
Nations and store knowledge on social structures. They resonate in a way that 
re. us jf they are good enough or not. Bricks form the fundamental sound of our 
16 cieties, but we haven't learned to listen to them. Through different traditions of 
S ck production Farocki's film has our eyes and ears consider them in comparison 
t,r'and not in competition, not as clash of cultures. Farocki shows us various 
brick production sites in their colours, movements and sounds. Brick burning, 
brick carry ing , brick laying, bricks on bricks, no off-commentary. 20 intertitles in 
60 m inutes tell us something about the temporality of working processes. The 
film shows us that certain production modes require their own duration and that 
cultures differentiate around the time of the brick.

in some countries and societies brick production is very close to the human body: 
m ix in g  the clay, pressing it into moulds, piling them up for drying and firing. The 
way bricks are carried -  mostly by women -  in Burkina Faso and in rural areas 
in India, leaves a physical trace that is probably as old as the firing of bricks. 
Collective movement: two women bear the burden on each other's heads. They 
Walk cautiously through the production site. Bricks are stable and porous at the 
same time. They require careful manufacture, transportation and storage. At first 
glance this looks like -  grace. Then the camera shows us in more detail: these 
forms of organisations have more to do with ecology than economy. One hand 
has to look after a child, has to take care of fellow workers, has to scratch a back. 
Production and history develop not in lines but in hyperbolae.

When walls are constructed by hand with the aid of set squares and pendula, 
brick-laying appears as a mode of thinking. Low voices everywhere, words of 
coordination -  in Burkina Faso more rhythmic, louder. In addition, the gaze comes 
into play in India. In construction sites in Africa and India the soundman also 
records birds, dogs, buckets and footsteps apart from the sounds of clay and 
brick. Then, with the progress of mechanisation, the sounds of children, dogs and 
women disappear from the scene. India is a kind of museum of brick production. 
Devices from colonial times that require troops of bearers. Machines from 1930 
-  "the same routine since then" -  says the intertitle; and since then the same 
hegemonies, tied within the bodies. That’s what the images show us.

In Europe the history of brick production stubbornly follows the course of 
industrialisation. Machines intonethe rhythm; workers become theirfunctionaries. 
Here bricks finally do become just another brick in the wall: prefabricated walls 
are being installed. A foreman orchestrates the construction with his thumb, 
a mere servant to the process. The film lays out corridors of time: production 
facilities from 1945 in France, operated by Moroccan workers, only male workers 
to be seen, no more voices, no more glances. A lonely work; travail, slaving -  
different from the construction sites in India and Africa, which seem no less
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strenuous. In today's Europe bricks are produced by intricate machines, worke 
sitting in front of them, playing the clay like Orff instrum ents, boing/boing, eithe^ 
or, material or waste. ‘

Difficult to sit in Hamburg, writing a text on Farocki's film and not to think of brick 
production as extinction by work: brick factory Neuengamme1 for the Fuhrer's 
New Hamburg. But Farocki's images follow another lead. Not only do they depict 
the industrialisation of work, but they also indicate the possible knowledge hid. 
den in these forms of production and cultural techniques. Children play around 
in school construction sites in Africa. In India they stand around, get in the way 
watch their parents at work, even in unfinished buildings on the seventh floor' 
They are not removed when they hold on to wheelbarrows and they don’t only 
start learning about construction once they are in the classroom . And on the 
construction sites they not only learn about construction but also about thinking 
in material and movement within social relationships.

Cameraman Ingo Kratisch’s movements follow those of the bricklayers. In front of 
machines he has to remain static in order to observe what’s going on. Elsewhere 
it becomes apparent that what we simply call a brick is something more differenti
ated in other parts of the world: optically, acoustically and socially. In countries 
like Burkina Faso and India new modes of brick production and construction 
are being developed which are not industrial but ecological -  in a very complex 
sense. Here unique econom ies, social relations and types of buildings are being 
produced. Their starting point lies where modernism in Europe has squandered 
itself: at the arch.

And here they are -  the students of architecture, trying -  still without grace -  to 
understand the new building technique, but Farocki shows us how they eat from 
the tree of knowledge for a second time when they chew on their pencils while 
drawing. The film has to show what it is able to think while filming a brick arch.

The short history of the brick is not a linear one but plays itself out as a discovery 
of resistance within the history of building. Heinrich von Kleist described the 
arch as an antigravity construction of collapsing relations. Arches are ecological 
in a most complex sense. At the end of the film an astonishing short circuit: a 
marionette-like Swiss robot builds walls that are images. No human being in 
sight, nothing recognisable to the human eye during the process, only the camera 
eye and an image for robotic, puppet consciousness. In Comparison  is Farocki's 
Marionette Theatre, a filmic preparation for the “ last chapter of the history of the 
world” as Kleist would have it, or at least, cinematic history.

1 Neuengamme is a quarter of the district 

Bergedorf within Hamburg, Germany. Before 

and during World War II, a Nazi concentration 

camp was established there by the SS.

[Editor's notej.



H o w  t o  L i v e  i n  t h e  F R G

Harun Farocki

This text was w ritten  for the 20"' international Forum of the Beriinale  Film Festival in 1990. 

Translated from German by Antje  Ehmann and M ichael Turnbull



In 1989, the production year, we filmed acted scenes in 46 locations. Seen 
from psycho-dramas, socio-dramas and other hyphenated-science dramas \a/S 
filmed in schools, public administration offices, higher education institutions and 
clinics, when fragments of life were acted out. When life was acted to demon 
strate something, to instruct, to practice, to exorcise, to cope with something

A few years ago we filmed an exercise in negotiation techniques at a business 
school where the employees and the managers argued about the question of 
whether salaries should be paid in cash or not in future. The managers who 
played the employees did it really well; some of them knew exactly how to rep. 
resent the spiritual narrowness of working life, others revealed a longing to be a 
proletarian who doesn't have to pretend to be emphatically interested in work 
leisure, the company, the economy or the world. They all took part in an endeav
our to suspend being a proletarian through being managers -  it was a playful 
triumph.
The managers who played the managers also did it really well. In a conference 
room of a hotel in a health resort, beneath the light from shaded fluorescent 
tubes, at reconfigurable desks with nameplates, on stackable chairs on an anti
static carpeted floor, they made a company, a negotiation, and an economic life 
imaginable. At the same time they turned every imaginable company into a fake 
company, they imagined real money into fake money. The role-play of the manag
ers depicted their work and revealed that the work of managers is depiction and 
play. There were managers practicing a technique, and the one thing could be 
seen in the other.

I resolved to make a film entirely made up of scenes in which something is prac
ticed, exorcised, acted out. We filmed a training scene in a training firm, whose 
personnel exchanges real letters and fictional economic goods with other training 
firms. A man applies for a job. It is not long before he speaks of his having had an 
alcohol problem some years before, and he declares not only that he no longer 
drinks, but that he is in therapy and is attending self-help groups. Instead of sal
ary and work experience, the soul is spoken about, because business enterprise 
affiliates itself to therapeutic enterprise.
We filmed a man instructing a woman how to strip effectively, and when she is 
exhausted, he directs her in an exercise, which teaches her how to relax. After the 
attempted titillation com es the therapy. Perhaps the sexual titillation is already 
a therapeutic measure.
We filmed soldiers with the Federal Defence Forces, who were practicing envisag
ing the enemy. The officer of the manoeuvre directs them and rehearses their 
lines, as if they were practicing in a provincial theatre.
We filmed in a police office, where an entire ensemble of actor-civil servants 
was under contract. Five days a week, in fully equipped sets, they role-played a 
criminal or an anti-social man drunkenly banging away in his flat. Young police stu
dents had to play the part of the patrol cop who has to try to search and disarm 
him, The scene is recorded on video and discussed as a Lehrstuck.
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filmed exercises in washing babies, giving birth and delivering babies, which 
c0uld appear to be religious ceremonial acts. Where do these custom s derive 

ffom anc) what kinci of God is il that they serve?
Tl16 real-life games of banks, self-help groups, unions and social-welfare offices 
. jve rise to many different kinds of play. We filmed participants of self-help groups 

were drawing their fear -  which was sometimes so great that they couldn't 
leave their flats -  as a diagram on a piece of paper; 10 years of fear on one piece 
f paper. We filmed a church group dramatising a woman's very brief dream scene 

as a mass performance lasting several hours. The unions of the employees and 
tfie police showed us a hyper-realistic way of role-playing, and in a diet clinic and 
a table-manners course we came across an imaginative game that had different 
courses of food appear on empty plates.

I filmed games, because games have rules and establish rules. There are all too 
few rules determining the speech and actions of people in documentary films to 
day. For a long time, I have been thinking of films in which the dism issed workers 
sing their dism issal, the development workers make rhymes of their adventures, 
the intermediate persons of contemporary history dance their experiences. For a 
long time, I have been thinking of documentary films with actors, but I don't want 
to tell them how to act. They would only document that I was their director and 
that they were my actors. Here, they document the conception of the world made 
by the military, the church, the social services, the insurance companies.
The plasticity of life and work processes decreases everywhere. At the same time 
more and more games are played, which are intended to expose what lies hidden 
within human beings. The rules by which we are supposed to live are increasingly 
uncertain, and there are more and more games where life is trained, like a sport. 
Instruction manuals for life: in the commodity society, the instruction manual is 
the only record of theory.



Learning with Harun
Wolfgang Schmidt
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Translated from German by M ichael Turnbull

Stills from Before Your Eyes Vietnam, Harun Farocki Filmproduktion



^gg7 . Undecided after two years about what to do with the good fortune of being 
accepted to the Film Academy in Berlin, I applied to take a gap year and first 
saved up some money by working for the IBA building exhibition, then spent six 
months with my girlfriend in Kensington. I hardly paid any rent and to earn a living 
I looked after key gardens in Notting Hill, the ones that later played a key role 
jn the film Notting Hill (Roger Michell. 1999). I mowed the lawn, pruned trees, 
cleared away broken branches. In these communal gardens between the houses 
jn the middle of the city, we amassed a huge pile of green waste, which Mouse, 
niy boss, set on fire before leaving to see to some deal or other. By the time 
lie returned, I had already convinced three teams of firemen that there was no 
danger to life, limb or building. Mouse was a nickname from his time as a roadie 
with Manfred Mann’s Earth Band. Because he was so slim he was the only one 
who could crawl through the narrow spaces of the fully loaded truck in order to 
fetch what the crew still needed.

In the meantime he had taken up garden maintenance in Notting Hiil and Hamp
stead and started a family, and for me -  coming from several generations of 
gardeners, tree surgeons and florists -  he was one of the few familiar points of 
reference in an unfamiliar world. Your first long time abroad, and not on holiday, 
inevitably makes you aware that a foreign language also means a different way 
of thinking and a different cultural emphasis. This may sound banal, but there’s 
no escape once you’ve exposed your whole self to it. But at least the Goethe 
Institut was there.

I can't remember how I had the idea of trying to get in contact with the London film 
world through the Goethe Institut. It didn’t come to anything either. But there was 
a screening of Harun Farocki's Etwas wird Sichtbar (Before your Eyes Vietnam, 
1981). The Goethe Institut is near the Albert Hall and from Notting Hill you could 
get there via Kensington Gardens. So the evening event had something of the 
character of a Proms concert -  a walk and then culture. Of the approximately 50 
viewers, around 20 stayed until the end. In those days, no one in London was 
after a thinking film. Even the German Goethe Institut employee seemed baffled, 
unsure of what to make of the work. It was the year in which Kubrick’s Full Metal 
Jacket (1987) had been released, a film that left me strangely cold. In Before Your 
Eyes Vietnam, however, I encountered various things that were familiar.

I had in fact seen the film once before, but only vaguely remembered it. In 
those days, students at the German Film and Television Academy were made 
so overfamiliar with the work of its pioneers that in the end you couldn’t see 
the wood for the trees. I had only run into Harun once or twice in the Academy. 
He was that mysterious filmmaker about whom excited drama students had told 
me, during my first visit to Berlin in 1978, that he had sprayed the city walls 
with the title of his film Zwischen Zwei Kriegen (Between Two Wars, 1978) in a 
kind of guerrilla promotion -  an unorthodox act that was certainly appreciated. I 
wasn't so much familiar with Before Your Eyes Vietnam as a film as I was with its



method and way of thinking, or better perhaps its habitus -  that of humility. Th' 
is perhaps immediately clear in its overture:

A couple walks down a street past a row of shops.

He: "You’re beautiful.”
She: "Why is it important -  beauty?”
He: "... because beauty means the possible end of horror.”

They don’t look at one another, as if they had enough to do to listen to each 
other's words. The scene begins with a pan across a shop sign offering CHEAP 
NOVELS. Beauty is equally linked to triviality and high culture, as the last line of 
text is a literary quotation.

Next scene: Hanns Zischler, in a squatting position, hands an empty bottle to 
the slaughterman in an abattoir. The slaughterman puts the knife to the anim al’s 
neck, carries out the slaughter and fills the bottle with the gushing blood.

Zischler: "We need it for a film.”

Before Your Eyes Vietnam deals with the killing, the sacrifice of people in the war 
in Vietnam, and at its opening an animal -  agnus dei -  is in fact killed as a sym
bolic act. This symbolic act, the substitution of a human sacrifice by an animal 
one, is intended to exorcise horror through the repetition of the horrific, so that 
beauty can gain ground. The actors are weighed down by thought, as if trapped 
by their self restriction which is due to the m onstrousness of the facts -  people 
kill people. There is no relaxation of the body unlike the reciting bodies in Straub/ 
Huillet films. In Before Your Eyes Vietnam, to have a body at all borders on shame
lessness. The couple remains bodiless, only the sign of a couple, without flesh. 
But to my mind the rigour of the form is based on a further state of affairs that 
was also familiar to me. There is still a direct, conflict-ridden connection to the 
National Socialist generation. Although I can sense this now, at the time I didn’t 
understand it. But like many other films to which I have often returned, I had an 
inkling of what was about to reveal itself to me -  the appreciation of film viewing 
as a form of production, as the creation of new contexts and as the development 
of possibilities of appropriation. I see the various kinds of training I have under
taken in my life so far as being primarily about emancipation, my own and the 
world’s. Perhaps that’s why they have been of so little use.

Taking up a productive relationship to films.
(Title of a seminar given by Harun Farocki at the German Film and Television 
Academy/Deutsche Film- und Fernsehakademie)



^9 8 8 . Back in Berlin I almost immediately began to work on my first film as 
director. Harun Farocki's seminars on learning how to  look at films also started 
at around this time. The directorship of the academy had long since made peace 
with its once-expelled student. I attended these sem inars sporadically -  after 
all, I had a film to make. The teaching method was simple. Harun suggested a 
catalogue of films that we got to know one by one. Initial viewing in the projection 
room. After a break, the participants gathered around a Steenbeck and the film 
was studied scene by scene. Harun didn’t usually operate the controls himself, 
one of the students did. As soon as anyone had anything to say -  anything at 
all -  the film was stopped and the comment considered by everyone, rewinding if 
necessary. This usually took place according to democratic principles, although 
Harun’s preferences or disapproval of the various contributions played a role. 
Depending on the film and the need for discussion, this phase could last a day or 
two. Then a second viewing in the projection room. Final discussion and next film. 
The style of discussion was competitive and cliquey. If you weren’t comfortable 
with it you talked without getting any feedback for a while and then stayed away. 
The tone ranged from offhand mateyness to extreme sensitivity. Women were 
rarely seen -  to be honest, I can’t remember seeing any. You didn’t have to 
agree with Harun, but unexpected alliances did occur. I remember that while we 
were dealing with Raymond Depardon's Une femme en Afrique (Empty Quarter, 
1985) there was much objection from the football faction, which included two 
directors now famous in Germany. They accused the film of something like false 
immediacy. Harun and I, on the other hand, thought the film was good and the girl 
pretty. Still a colonial viewpoint, to be sure, but this was never denied. And what 
can a European do in North Africa anyway except be aware of this?

The selection of films wasn't made according to high art or commerce. Die Hard 
(John McTiernan, 1988) was followed by Antonioni. The aim was much more to 
show that such hierarchies had no significance for the cinema anymore, since 
there is as much triviality in Professione Reporter {The Passenger, 1975) as sub
lime moments in Die Hard. Cheap novels rub shoulders with Heiner Muller at the 
beginning of Before Your Eyes Vietnam as they do everywhere. Sometimes the 
seminar programme was altered at short notice due to current events. When 
Vilem Flusser died Harun showed his film about him, and on another occasion we 
watched Gunter G aus’ television interview with Hannah Arendt in 1964.

A life spent trying to understand things also involves choosing your teachers -  at 
least that’s how it is with me -  who, without being asked, take on the role of intel
lectual father or mother. This was true of my schooldays and first course of study, 
in urban planning, when I was decisively influenced by the work and attitude of 
Gert Groning. On the basis of a socio-scientifically oriented understanding of 
planning, he instigated a reappraisal in the late 1970s of the entanglement of the 
academic discipline of urban planning with National Socialism. For this he was, 
and still is, met with immense social resistance. Then there are the heroes of 
cinema history that I came to know personally, fellow students who were unknown
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to the public, but whose work was groundbreaking for me; personalities such 
Frieda Grafe, who I only knew for a short while, and certainly also Harun Farock'S 
It happened like this: '

In 1977, Klaus Theweleit's book M annerphantasien  appeared -  it was published 
in English as Male Fantasies in 1987 -  and as a young student I bought and read 
it Immediately. But my interest in the book was in no way accommodated by the 
technical faculty of urban planning. Because I was unable to follow the discus
sion of Theweleit’s ideas in the humanities departm ent -  I didn't actually know 
that there was a discussion at all -  I assum ed the book hadn’t attracted much 
attention. For years I didn't meet anyone I could have talked to adequately about 
M ale Fantasies -  with the exception of a philosopher-m edic friend, who was also 
a fan of Ernst Junger, however, so not really on my wavelength. Now Harun me
ticulously attests to the literature at the basis of his films: the credits not only 
give the titles, but also often show the published book itself, once even against 
a background of graph paper, which I thought was going too far. Anyway, one day 
I heard him say that he had always wanted to make a film people would refer to, 
like an epoch-m aking book that puts the world in a new light, such as Theweleit's 
Male Fantasies, for example. With that, he became an intellectual reference point 
for me, even if our discussions never really took off. On the other hand, he always 
saw my first film as a work that put the world in a new light and he never tired of 
putting it around. Audiences responded to it with incomprehension. I still meet 
film critics who tell me they have a video of one of my films, “ But don't ask me 
what it’s about!"

In the late 1980s I suggested Harun as a scriptwriter for diploma films at the Film 
Academy. This was taken up, and I went through my outline with him. The meet
ing took place at his home. He had laid on wine and cheese, and we talked at 
cross purposes for two or three hours with the result that I got drunk and he was 
in despair about not being able to help me, as he said. Aside from focusing on 
details I thought were irrelevant at this stage, he also demanded more anarchic 
radicalism than I thought I’d already put in. At least I understood that much. With 
regard to a pub scene -  which doesn’t appear in the completed film -  he sug
gested that from a certain point all the actors should only move on the tables. 
Yes, can do. But incomprehension also helps. Of course I had hoped for a sup
portive “Nice work, lad, keep up the good work!" But Harun is never interested in 
messing around with his student’s subject matter. It doesn't concern him, so to 
speak. But you can work on its realisation.

I think that teaching is only interesting to Harun if he is involved in the learning 
process. From the outset this sets up a very high standard -  namely his. You 
could call this attitude anti-pedagogical, and both during and after my film-acad- 
emy days I have often defended it. I am still amazed by the great seriousness 
of his work, and sometimes alarmed by it too. In Before Your Eyes Vietnam, he 
conceives the image of combine harvesters that leave the margins of the fields 
alone because the thresher is too large for the edges. In his more theoretical 
works, Farocki has often been concerned with how the further development of 
machines leads to these leftovers getting smaller and smaller although his films 
are not concerned with these remainders. In his documentary films, such as Die 
S ch u lu n g (Indoctrination, 1987) and Nicht ohne Risiko (Nothing Ventured, 2004), 
the processing and the by-product are no longer distinguishable.
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1 "Dog from the Freeway", in Harun Farocki, 

N a c h d ru c k /lm p r in t, New York/Berlin 2001, 

pp. 112-172, p. 112.

The American soldier has put on a hearing device and is listening to the ground. He is listening to hear whether there ' 

any movement in the tunnels dug into the earth. Bullet-proof vest, glasses, and stethoscope -  he looks like a physician

The American soldier is the physician who wants to cure Vietnam 

(Harun Farocki, "Dog from the Freeway"*)

We watch in silence as black-and-white images from the 1940s unroll before our 
eyes. Some are all too recognisable, while with others we are caught off guard 
by their unfamiliarity. Their presence produces an odd sense of estrangement 
or defamiliarisation. What we are watching are cuts and sequences taken from 
16mm footage shot in 1944 by Westerbork Transit Camp inmate Rudolf Breslauer 
com m issioned by the camp commander Albert Gemmeker. In October 1944 
Breslauer was deported to Auschwitz where he died. Breslauer's footage has 
been an invaluable archival source for numerous films detailing the Holocaust 
beginning with Alain Resnais’ Nuit et brouiiiard  (Night and Fog, 1955). More 
recently, Breslauer's documentation has been edited and meticulously arranged 
into Harun Farocki's Aufschub  (Respite, 2007). The hours of unnamed footage 
have been given a title, Respite, a frame through which to perceive them. Respite 
suggests an interlude, an interruption, in this instance, a rest between two 
spaces of terror. Farocki’s intertitles further shape our understanding. The images 
threaten to subvert a meaning already overdetermined by history’s atrocities. 
How can these images of a group of young women outdoors in a circle, laughing 
and smiling, engaged in ‘fun’ activities be understood when they are followed 
by those of prisoners entering into cargo cars taking them to Auschwitz, to their 
death? The recurring shot of a child perhaps two and half years of age, waving 
goodbye from the box car window underscores the absolute horror; it is almost 
more than the viewer can bear. But what makes the visual track of Respite even 
more overwhelming is pronounced by the total silence of the film -  a silence that 
meets the spectator's speechlessness. A silence that threatens; a silence that 
is strategic; a silence that is a politics.

The mutism of Respite finds its critical corollary in the manner in which the aural 
dimension in Farocki's work is received. Farocki has mentioned that part of his 
expanded aesthetic project includes the extended texts that are produced. He 
refers to the critical writings, the discussions -  his own and others -  that his 
work generates. Yet, for the most part, and understandably, the texts focus on 
Farocki’s images and inscriptions. These illuminating observations centre on the 
problematic of vision and visuality, optics, technologised images, surveillance 
system s, graphics -  in short all that is connected to the eye machine. Based on 
a survey of the readings on Farocki, one might arrive at the conclusion that, with 
the exception of the voice-over commentaries, his films are silent. However, this 
is not the case; indeed Farocki carefully and meticulously constructs his sound
tracks, working in some instances with direct sound, carefully measuring and 
modulating the voice-overs and inserting music strategically. The dead silence 
of Respite is an exception. The challenge is to listen attentively to what Farocki’s
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fllnis tell us -  not in the text of their spoken words but rather in the music and in 
their silences.

Like the photograph of a prone American soldier in Vietnam equipped with a 
special hearing device listening intently to the ground described in "Dog from the 
Freeway”, one has to listen very carefully in order to hear the music in Farocki’s 
films. Music announces itself sparingly in his oeuvre. This is striking from a direc
tor who acknowledges the importance of music in his life and admits that in his 
youth "around midnight I took part in dance competitions at the Eden Saloon and 
on several occasions was voted Mister Twist”.2 Music is very important for two 
filmmakers with whom Farocki shared an affinity, Jean-M arie Straub and Daniele 
Huillet, whose insistent use of direct sound became one of their signatures. 
Straub and Huillet in a crucial theoretical step forge a link between sound and 
music explaining that in their films, "we look for sounds that have nothing to do 
with reality, sounds that are a bit like m usic”.3 One explanation for Farocki's mini
malist music tracks may be that much of his oeuvre is based on the use of found 
footage. Although his filmic productions are not traditional docum entaries in the 

I strict sense of the category, they are never the less rooted in a complex relation 
to the 'real'. Reality often begins with documents. The integration of music within 
this conceptualisation produces a potential theoretical dilemma since it opens 
up to the non-real, to the imaginary. Traditionally, music is used to suture film, 
to produce a totality and to smooth over contradictions. More often than not, it 
is a stylistic flourish that is added to fill a void like the introduction of muzak in 
the 1960s in hotel lobbies, elevators and airport lounges. In contrast, Farocki's 
music is never arbitrary or soothing; it is system atically deployed and is as much 
a part of his work as the visual track. Farocki's music is deeply embedded within 
the very structure of his montages -  it is within the com positions. It regulates the 
way images come and go -  their cadences, tones and vibrations.

Farocki’s earlier films such as Zwischen Zwei Kriegen (Between Two Wars, 1978) 
or Etwas wird Sichtbar (Before Your Eyes Vietnam, 1982) rely on fictional narra
tives and characters to propel their narrative and are marked by non-diegetic 
music. But even in these instances there is a marked difference from the way 
non-diegetic music is used in traditional feature films to produce intense feelings, 
heighten the action or manipulate emotional responses. In Between Two Wars, 
the entire script consists of quotations from literature, newsletters and pam
phlets. Music is used in a similar fashion: for em phasis, to punctuate or mark a 
scene but where it would be least expected. For example, there is no music to 
be heard when the couple meets, but Mahler's Lied von der Erde (Song of the 
Earth, 1909) announces itself when, towards the end, the rain washes out the 
chalk into the gutter. Like Slatan Dudow’s use of Eisler's music in Kuhle Wampe 
oder wem gehort die Welt (1932) Farocki uses Mahler in Between Two Wars as 
a commentary, as if it were another character. Or to put it differently, like the 
ancient chorus whose function is to comment on and explain to the audience the 
action they are witnessing. We may recall Pudovkin’s dictum that in sound film,

2 Quoted by Rainer Knepperges in Thomas 

Elsaesser (e d ,), Harun Farocki: Working 

on the S igh t-L ines, Amsterdam 2004, 

pp. 77, 78.

3 “On a cherche des sons qui n'avaient rien a 

voir avec la realite, qui sont un peu comme 

de la musique”. [Translated by NA]. Straub/ 

Huillet quoted in Im ages D ocum enta ire  

59-60/2006-2007, p. 47.
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^Lisic must “always retain its own line’’.4 In other words, music should never be a 
upp°rting actor or a source of affirmation; rather it should have its own meaning 

and character.

gut what happens to music in Farocki’s non-fictional work? It does not disappear 
entirely but follows two courses: diegetic and non-diegetic. In the former, it takes 
0ver such as in Single. Eine Schallplatte wird Produziert (Single. A Record is Being 
produced , 1979). Here, Farocki concentrates on the music production industry. 
Specifically, he films the lengthy process of the recording of the single Time to 
Love by the group Witchcraft. The film details the process of recording; the parts 
0f the bassline and the drums are recorded onto the 24-track mixing desk, fol
lowed by the recording of the guitar part and the recording of the song, line by 
line. Single. A Record is Being Produced  underscores the temporal disjuncture 
between the three-m inute final product and the two days filled with laborious 
recordings and re-recordings. An analogy is made between the filmmaking proc
ess with its labour-intensive production process of takes and retakes and the 
industrial process of layering one track after another. In both instances, Farocki 
alerts us to the labour involved in producing fleeting entertainment -  factors that 
in the finished song or film have become entirely invisible and inaudible. As with 
Jean-Luc Godard’s One p lus One (1968) in which The Rolling S tones’ Sympathy 
for the Devil (1968) is never played in its entirety, Farocki only allows the viewer 
to hear fragments and isolated verses, Totality and manifold unity and thereby lis
tening pleasure, is system atically thwarted and frustrated. Made the same year 
as Single. A Record is Being Produced, Der Geschmack des Lebens (The Taste of 
Life, 1979) also takes on music as its theme. This time it is a mix of sounds that 
include Tony Conrad and Faust’s From the Side o f Man and Womankind (1972) 
and Jimi Hendrix. The spectator hears fragments of Hendrix’s (Have You Ever 
Been To) Electric Ladyland  (1968) and Mick Jagger, Charlie Watts, Bill Wyman, 
Ry Cooder and Nicky Hopkins’ It hurts me too (1972). The music that overwhelms 
the soundtrack is part of the diegesis but it is something more since in its over
abundance, it is part of a style. T h e  music evokes th e  mood (or Stimmung) of an 
era o f a certain subculture -  its presence signals a ‘meaning in sty le ’. In both of 
these two films the music has primarily a documentary function. It is a record in 
all senses of the word, a piece of evidence. It thus retains a quotation function 
analogous to its use in Between Two Wars.

Farocki also uses non-diegetic music in his non-fictional films although the origi
nal musical source is often difficult to recognise because of the complex system 
of fragmentations it has undergone. In Die Bewerbung (The Interview, 1997J and 
Worte und Spiele  (Words and Games, 1998) highly distorted music marks the 
contradiction between what is scripted and what is experienced. In both instanc
es, the viewer does not recognise the source of familiar music. In The Interview, 
it is taken from Neil Young’s soundtrack for Jim Jarm usch's Dead Man (1995), a 
film about the ‘living dead'. The estranged music is heard when we witness taped 
scenes of interviewees and see how they have learned to apply them selves. Their

4 V J, Pudovkin, "Asynchronism as a Principle 

of Sound Film", in Film  Technique a nd  Film  

A cting  -  The C inem a W ritings o fV .I. Pudovkin, 

Peterborough NH 2007, pp. 155-166, p. 161.
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5 Harun Farocki to Nora Alter, 20.08.09.

6 Ibid.

7 Rembert H B S K  "Nine Minutes in the Yard: 

A Conversation with Harun Farocki", in 

Elsaesser 2004, pp. 297-315, p. 313.

scripted 'liveliness' makes them attractive and employable as part of the face 
less 'undead’ that comprise the technologised and bureaucratised work force of 
the post-industrial era. Similarly, in Words and Gam es, snippets of Brahm s’ Denn 
es gehet dem M enschen wie dem Vieh (Four Serious Songs -  For that which be- 
falleth the sons of men befalleth beasts, 1896) is played to introduce the vanitas 
motif as a counterpoint to the image of gameshow participants. In both of these 
works the music assum es a critical function and replaces the neutral or critical 
commentary. It is through the metamorphosed, contorted sounds that critique is 
performed.

In Bilder der Welt und Inschrift des Krieges (Images of the World and the 
Inscription of War, 1988) Farocki employs music differently. The accompaniment 
of a quiet rapid piano punctuates the soundtrack. The music draws attention to 
itself through its near inaudible presence, its abrupt disappearance and sudden 
reappearance. Its original source is Beethoven's Razumovsky Quartets (1806) 
and Bach's English Suites  (1720) albeit in much altered forms. Farocki explains 
that for this film he "took the sound reel and put scissors  on it and then put the 
reel in the eraser drum. Everything was erased except the parts protected by the 
scissors . During the final sound mix, I was also following an aleatory principle, 
because without calculating it in advance, I would sometimes turn the music on 
and off again”.5 In Images o f the World and the Inscription o f War, the shards of 
notes barely register, the viewer has to listen very attentively -  like the American 
soldier -  in order to detect their presence, their cries like faint voices whose 
source is hidden in an enveloping fog where vision is not to be trusted; where it 
has been misleading. The notes lead us along a path, one that sorts through the 
density of the visual stimuli, documents and sources in Farocki's film, one that 
point to other meanings, the secrets of encoded m essages. At the same time 
though, the production process of the soundtrack underscores a randomness 
by introducing chance into the film. According to Farocki, the “ idea was to have 
something excessive and random, not calculated, because there was already so 
much calculation, and premeditation in this film”6. By extension, I would argue 
not just in the construction and structure of the film but in the historical events 
that it tracks: namely the war machine -  the death industry. Chance, the unpre
dictable managed to exist even within this space: there were those few who did 
not fall victim to the logic of death, who ascribe their survival to ‘pure chance'. 
Those fragments of music, those solitary notes remind us of them; they signal 
their life. One may also ask why the music of Beethoven and Bach -  these two 
mainstays of German culture. Perhaps Farocki is trying to reclaim them, to wrest 
them back from century’s of appropriation -  a reclaiming, albeit in a fragmented 
and damaged fashion.
In a 1999 interview, Farocki d iscusses the genre of the essay film. He critically 
observes that “this category is just as unsuitable as ‘documentary film’, sure. 
When there is a lot of music on TV and you see landscapes -  they’ve started 
calling that an essay film as well."7 At one and the same time, Farocki points to 
the misuse of music in non-fiction films while drawing attention to the connection
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between the presence of music and the form of the essay film. Theodor Adorno 
observes that "the essay approaches the logic of music, that stringent and yet 
aconceptual art of transition”.6 He argues that the essay emerges in a shattered 
world that "thinks in fragments... and finds unity in and through the breaks and 
not by glossing them over".9 And just as Farocki works with audiovisual fragments 
and shards, so critique, too. is produced in the absences, suggesting a totality 
that is never given.

Back in 1988 when he made Images o f the Word and the Inscription o f War 
Farocki explained that a "totally zero-sound space is considered to be a no-no 
in cinema. That is the case even when silence is ‘represented’ by low ambient 
sound. I did not want to take this kind of atmospheric sound out of the archive 
that is why I made one with music”.10 However, almost 20 years later, Respite is 
enveloped by the dead silence of the archive. The very silence of the images re
minds us of the destination of the subjects and the cinematographer who filmed 
them -  Auschwitz. There are no echoes of their voices, no signs of life. Writing In 
a different context, Adorno and Hanns Eisler explain that "music was introduced 
as a kind of antidote against the picture. The need was felt to spare the spectator 
the unpleasantness involved in seeing effigies of the living, acting, even speaking 
persons, who were at the same time silent. The fact that they are living and non
living at the same time is what constitutes their ghostly character, and music was 
introduced not to supply them with the life they lacked ... but to exorcise fear or 
help the spectator absorb the shock.”11 In Respite, the viewer does not "absorb 
the shock", rather it emerges anew with a hard and flattening impact. There are 
no happy endings here: silence does indeed equal death.

8 Theodor W Adorno, “The Essay as Form” 

[1954-58], in Notes to  L ite ra ture , vol. 1„

New York 1993, p. 22.

9 For an excellent study on the strategic use 

of fragments in avant-garde film see Jeffrey 

Skolier, M aking H is to ry  in  A vant Garde Film, 

Minneapolis 2005.

10 Farocki in Elasesser 2004, p. 186,

11 Theodor Adorno and Hanns Eisler, Com posing  

fo r the F ilm s [1947], New York 2006, p. 39.
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When ! first wrote about Videograms o f a Revolution  in 1993, after I had seen 
Harun Farocki and Andrej Ujica's film at the Duisburger Filmwoche (Duisburg Film 
Festival) -  I was interested in the degree of intensity with which the then most ad
vanced audiovisual media (the television as an institution and the video camera 
as an apparatus) had permeated a changing reality and how it had modified the 
processes and concrete manifestations of political events.

The technical media had constituted the prehistory of this for more than a cen
tury -  since the 1880s, when, for the first time, raster technology became avail
able for the reproduction of photographs in newspapers and magazines. Shortly 
afterwards Kurt Korff, who was made chief editor of the  Berliner lllustrirten by 
Hermann Ullstein. revolutionised the relation of text and image, the temporal 
economy of print and the methods of a media-based construction of reality with 
the help of the new technologies of still photography and halftone. A new politics 
of the image emerged through him and his editorial colleagues working in the 
modern mass media in Paris, London and New York. The 'optical reporting’ of 
the early cinema continued this politics; it reached its climax with live television 
broadcasting, and with the omnipresence of equipment in the form of increas
ingly smaller and lighter video-sound cameras, an all-encom passing media pres
ence seem ed to have been achieved.

An inversion of the relation between politics and media announced itself. Though 
the medium still followed the political event and attached itself to the political 
actors, political action only became possible as publicly perceived performance 
wherever a recording apparatus was present and a media attention guaranteed. 
“ If film is possible, history is also possible", says the voice-over in the film. The 
medium, with its inherent dynamics and acceleration effects, became the cata
lyst, if not the catapult of political events. It was not by chance that this reversal 
showed up at places where the new era became visible in 1989 to 1990, when 
the long suppressed 'cause du peuple' forcefully emerged into the field of view in 
the countries of the former Eastern bloc. ‘AN of a sudden' the masses were there, 
and equally suddenly, there were film cameras everywhere. An omnipresence of 
technical media enabled Farocki and Ujica to edit images of the revolutionary 
uprising in Romania in late 1989 -  filmed by a large number of independent, pro
fessional and non-professional docum entarists, and also state television -  into a 
coherent stream of videographically captured moments.

In the two subsequent decades, more things have changed in the world than in 
previous centuries. The American electronics industry has made the computer 
into a domestic appliance and the enlargement of the Internet into the World Wide 
Web has established a completely new media landscape. The terrorist attacks 
on the World Trade Centre in September 2001 became -  judged by the number 
and output of the photo- and video cameras present -  the most extensively docu
mented political event in modern history. Meanwhile most mobiles are equipped 
with digital cameras, enabling us to shoot photos and videos and to immediately
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send them  in any im aginable situation . Today it is c lea r th a t Videograms o f a 
R evolution  (1992) em erged at a political and m edia -h isto rica l interface, which 
waS also a s ite  of fra ctu re . It m arked the end of the trad itional docum entary film 
aS a privileged and unchallenged observational authority and the  beginning of a 
nevv, m ulti-technology and m ulti-perspective  phase of m edia h istory. Its ind ica 
tors are a ub iquity o f the  cam era -eye  and a dom inance of a new socia l type: the 
medialised hum an being, w ired up to technical m edia.

In l/ideograms o f a Revolution, we can observe  how -  under the  enorm ous p res 
sure of an exceptional revo lu tion ary situation -  the m edia lised  hum an being and 
the political event em erges as a media reality, and how circu m stances sw itch 
from pre -dem ocratic  d espo tism  into post-m odern ity w ithin a few  days. In the 
opening sequence  o f the  film, even before the opening c re d its , an obviously s e 
verely w ounded young wom an can be seen . She is be ing  looked after by her 
relatives, she  is in pain and in need o f m edical treatm ent, but it soon becom es 
obvious that she  is a lso  concerned  with a ‘m e ssa g e ’, S om eb od y encourages 
her: "Talk to us, it will be show n on te le v is io n !” She w ants  to  make sure: "Are 
you recording sound and im age?” The woman lying in bed in troduces herse lf as 
an em ployee o f Konsum  in Tem esvar and exp la ins how she  'de fended ' the store  
against S ecurita te  brutality. The  Securitate  had fired a im less ly  and had beaten 
the em ployees; co lleagues had been arrested and w ere being to rtu red  in prison.

While the cam era sho w s the  w ounded face of the young w om an in c lose  up, 
she form ulates a political m anifesto in precise  w ords: she  would like to jo in  the 
revolutionary youth in Tem esvar and B ucharest and fight fo r a better future for 
her country. She know s th a t she  is part of a m edia a rrangem ent, but she is not 
yet used to th is  new m ode o f e x istence . Her caden ce  reveals th a t she knows her 
statem ent is ‘rec ite d ’; sh e  know s that none of her prepared w ords should  be 
lost. Th is would be a ‘s ta ged  sc e n e ’ in a traditional docu m e nta ry  context; the 
docum entarist would end eavou r to obliterate the sta ged  e lem ents  in order to 

I  create a ‘sp o n ta n e o u s ’, ‘a u th en tic ’ scene. But in the p ost-do cu m e nta ry  context, 
the ‘authentic ’ hum an being is a lready a m ediatised one: it ’s the te levision  cam 
era that e nab les the perform ance , and the perform er a p p ea rs  on ly because  the 
camera is p resent.

Another se qu e nce  d em on stra te s  the political and m ed ia -h isto rica l site o f fra c 
ture in a situation sp ecific  to  Rom ania, in which the breakdow n of the sta te 's  
media apparatus is v isu a lise d . The film 's authors p rese nt a p rec ise  analysis of 
the m aterial. The  la st a p pearance  of N icolae Ceau§ escu  on th e  balcony of the 
Central Com m ittee is being recorded by sta te  te lev is ion ; im age and sound fu n c 
tion well until the m om ent w hen an offscreen m ovem ent o f th e  listening crowd 
takes place; th is  annoys the  dictator, w hose speech  fa lte rs . The  transm iss ion  is 
interrupted, but b eca u se  th e  o u ts id e -b ro a d casting  van w as still record ing there 
is material that partia lly cap tu res the progress o f the event. The  cam eras point 
to the sky, in accordance  w ith the rules for d is tu rban ces during a live broadcast.
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There is film material without sound and sound material without images, and 
finally there is a film sequence of the state newsreel which shows that there 
were movements in the crowd on the square, that many people at the back and 
that others in front are pushing towards the Central Committee building. Thes 
images were possible because a state medium 'changed sides', in a literal and 
metaphorical sense, politically speaking: it exchanged the gaze of the loyal sub 
ject for the control gaze of the sovereign towards the people. The enlargement 
of the field of view starts with the fracture within the machine, which -  under the 
conditions of the dictatorship -  decides on the visible and the invisible.

The opposition forces in December 1989 are concerned with no more or less 
than the rebirth of Romania. Almost in passing, they also become the midwives 
of a new politics that was only possible within the media storm. A sound camera 
continuously records the chaos in the corridors and the director's office of the 
television building in Bucharest. The technocracy is pitted against the rebellion- 
they call for light and technicians. The rebellion wants to take possession of the 
television centre, but the rebels don’t know exactly how to proceed and what to 
do with the newly captured medium. The director tries to keep the house rules, 
“No bloodshed and no riots!" And television is needed to put an end to the 
bloodshed in the country. "We are here", a leader affirms, “in order to save this 
institution". No, there is more at stake: “Let us save the dignity of Romania!’’ 
In fact, both are at stake. The rebellion itself is powerless, even unreal. The 
medium is needed in order to make it visible; only the visible insurrection is able 
to re-establish the honour of the country. The protestors in front of the television 
building are chanting “truth, truth”. Truth, honour -  these are big concepts that 
merely describe how important the medial confirmation of what is happening in 
the country is.

Is a proclamation to the people sufficient, or is a manifesto required? The rebirth 
of Romania lies in the hands of a band of amateur actors rehearsing its perform
ance in the television studio, forced by pressure of circumstance to profession
alise. How do you go 'on air’? The professionalisation becomes a crash course. 
There is no rehearsal, no rulebook, only guesswork. A television broadcast con
sists of framing and content, that’s for sure; som eone makes the ‘announce
ment’, som eone else reads out the ‘m essage’. The poet Mircea Dinescu will 
convey the ‘m essage’, 23 million Romanians are waiting for it. The poet is sweat
ing; he runs his hand through his hair. ‘‘Mircea, show us that you are working!" 
How does it look when someone is working? Mircea bends over his paper, but the 
production coordinator already calls from the director’s room: “five seconds left”. 
Mircea has to stand upright and look 23 million Romanians in the eye. Politicisa
tion and professionalisation lead to (self)-m ediatisation; this is a sweat-inducing 
process. Camera and sound are on air, and Mircea Dinescu says that the good 
Lord had turned towards Romania again. And in the end he cries, with wide open 
eyes: ‘‘Television is with us -  we have won!" This is the decisive message.
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Television is the truth now. A broadcasting van is on its way to the Central Com- 
ittee building, which is already in the hands of the uprising. Generators and 

floodlights expel the dark night of tyranny. "We are turning the night into day 
jn this city which has lain in darkness for such a long time." The government is 
finished; Prime Minister Dascalescu declares his resignation on the balcony of 
the Central Committee. There are enough cameras around him, we see and hear 
the announcement from three different perspectives. But it has to be repeated 
because the te levis ion wasn’t ready to broadcast. Democracy in the media era is 
a question of lighting, meticulous live broadcasting and knowing how to deal with 
the political players. Apart from this, a revolutionary situation requires a rousing 
address to the audience: "Help te levision with its work!” Television needs the 
sup p o rt o f the m asses in order to reach them with its m essage.

Videograms o f a Revolution is a compilation film that has assem bled its rich 
material in such a way that it appears to be an uninterrupted chronology of the 
events. At the same time it becomes obvious that the apparent omnipresence 
of the camera eye is deceptive. The more varied the material, the more obvious 
the blind spots it contains. At the beginning, the independent camera people are 
still in political danger, they act at the periphery of events: we see tower blocks of 
students apartments in close-up; only the commentary reveals that the people in 
the background, who can hardly be seen, are protesters. Sometimes the camera 
only provides an impaired view: when the army sides with the people and opens 
fire on the state power, the escaping Securitate troops can only be seen at the 
upper edge of the image; the camera 'w ipes’ nervously over the scene from an 
extremely high angle as if it first needed to understand what is going on in front of 
its eye. Ceau§escu and his wife’s escape by helicopter, followed by two cameras, 
is a problem of distance (from the site of the event) and perspective (where is 
the helicopter flying to?).

The technical eyes, so it seem s, are everywhere, but the field of vision is relent
lessly in motion; it abruptly constricts itself or suddenly expands to a panorama. 
When the camera aims out of a window parallel to a rifle, it constricts itself to an 
embrasure: it doesn't know more than the shooter who pulls the trigger because 
he was told that the invisible people in the background could be ‘terrorists'. The 
various cameras enlarge the visibility, however, unlike the surveillance cameras, 
they are not supposed to sim ply register what they see, but also interpret it and 
turn it into political evidence. Again and again, this exceeds their competence.

Floodlights point at the balcony of the Central Committee at night; shots are 
fired. The electrical light can only cut narrowly into the darkness, which suddenly 
becomes an ambush, because there are probably ‘terrorists ’ (Securitate) in its 
shelter who will set the fagade on fire. Or are these revolutionaries who don't 
know that they are shooting at their own people? At the same time the tele
vision centre broadcasts that they are being fired on from the Telephone Palace; 
it is said that the Securitate is even now within the building. In the news studio
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a person in uniform says into the camera: "We are protecting the news channel 
with weapons in our hands” -  and hurries out of the image with his unlocked rif|e 
Afterwards, an exchange of fire at Victory Square. Who is shooting? Have 'terror 
ists' barricaded themselves in, over there, on the fourth floor of an uninhabited 
block of houses? Again: guesswork. People could also be staging it all for the 
cameras: perhaps the army is only acting: perhaps it wants to show the people 
that they are fighting to expel the tyrant’s last troops.

There is a war in Romania, but the real war and the staged war are barely distin
guishable. A revolutionary situation is structurally confusing anyway, and now the 
machinations of the cameras come into play as well. The media presence that 
triggered the revolutionary situation also contributes to the fact that its contours 
are becoming blurred and increasingly unclear. Video amateurs suddenly find 
them selves in the role of war reporters; they are nervous and show off a little 
in their new status. "You were on telly yesterday." “ Did you see m e?” At the 
beginning, the medialised people are still media driven (We are in the medium 
therefore we are), until they learn that they can play with the media, that they 
can use them for their purposes, that they can play them off against each other. 
A learning process that has no space within a dictatorship and can only unfold 
within a democracy.

After the revolutionary enlargement of the field of view, visibility and invisibility 
also exert a co-sovereignty. Even before, under the Ceau§escu dictatorship, there 
was a co-sovereignty, only it functioned differently -  according to the law of the 
party and the state propaganda apparatus. Propaganda provided the country 
with a fixed image that served as a means to maintain stagnation, immobility 
and silence in the country. This changed with Ceau§escu’s last speech. A video 
amateur, who was filming the broadcast of the speech and its sudden interrup
tion, pans through the window and onto the street. He films people in motion and 
wants to find out if their movements have something to do with the events taking 
place in front of the Central Committee and the break in television transmission. 
He ‘com pares’ the television images with the ones on the street, in search of a 
connection he can only make in his head.

The core of all medialisation is verification: what is in the image -  exists. Dictator
ship replaces verification with propaganda; wherever propaganda is ineffective, 
repression immediately comes into play and solves the question of veracity 
through violence. The end of dictatorship is the hour of the classical document
ary film, whose mission always was to ensure the autonomous discovery of the 
world and give conclusiveness to its findings. The cam eras registering the chaotic 
confusion on the floors of the Romanian television centre -  lliescu talking to dis
sidents and officers about the name of the organisation that the revolutionary 
movement should adopt; Mazilu in discussion with rioters about the constitution 
and the colour of the country’s flag -  are watching with the eyes of direct cinema, 
and they see a power vacuum.

•#

184



^ relationship of reciprocity: the imploded balances of power provide a suitable 
terrain for direct cinema -  and this also applies the other way around: a power 
vacuum can be best described through the aesthetics of direct cinema. In the 
pew sroom  next door they are already rehearsing the official statement, the pos
tures of state support, the central point of v ie w .

Like the revolutionaries of 1789, who wanted people to put their trust in the guil
lotine, the new power in Romania wants people to put their trust in the media. 
T h e  guillotine was a death machine that produced m essages and images. The 
television centre taken over by the rioters in Bucharest is an image machine that 
presents political c o rp s e s , the non-dead of the old regime: Ceau§escu’s son 
Nicu, the interior minister, the head of the secret service and an agent from the 
Securitate, whose face is wounded. Their presentation becom es a media execu
tion. The ‘last cam era’ shows the real corpses of Nicolae and Elena Ceau§escu. 
What is to be seen in the image -  exists.



Inscriptions 
videographiques/
Video Inscriptions

Florian Zeyfang

This text was firs t published in French in A r t  21/09, translated from German by M ichael Turnbull

Disturbance
O  Camera Pan 
B  "Attention"



I o u g h t  to have seen them much earlier -  the works of Harun Farocki. I had been 
ip Berlin since 1987 after all, studying art, initially painting. When the Wall came 
down my political side, which in the early 1980s led me to block the transport
ation of nuclear m issiles, came to the fore again, in my work with the collective 
B o t s c h a f t 1 for example. From 1990 to 1996 artists, filmmakers, craftspeople, 
students and autodidacts met here to organise projects and I really should have 
got to know Harun's work through our filmmakers, especially as the activities of 
the collective were taking my work in the direction of the moving image, photog
raphy, text and installation.

But I had to go to New York to see  Harun Farocki's images for the first time. 
This was after working with Botschaft and when Berlin had changed once again, 
when the first quasi anarchic period after the fall of the Wall -  squatters, culture- 
makers AND speculators made use of it -  was being steered in a more regulated 
direction. Half the city seem ed to be occupied with getting rich on the Internet or 
working them selves into the ground. In the art scene the newly founded galleries 
enjoyed their first successes.

The Whitney Independent Study Program was the right place for me to think about 
strategies for my work after the group experience, and about the interaction of 
the image based media and politics. As part of the programme its participants 
brought along films every Monday, on video or 16mm. Someone showed Bilder 
der Welt und Inschrift des Krieges (Images of the World and the Inscription of 
War, 1988) and later we saw Videogramme einer Revolution  (Videograms of a 
Revolution, 1992). They have remained the most important of Harun's works for 
me, particularly the latter.

Videograms of a Revolution is a work by two directors, Harun Farocki and Andrei 
Ujica. And it is a work about a revolution that deserves the name -  all manipula
tions included. It is also about the role of television and amateur photographers: 
the entire film uses found material from Romania in the year 1989. All these 
points seemed to affect me directly after finishing work with the collective, after 
the peaceful so-called revolution, the later so-called W ende2 in Germany, my 
involvement with the question of how to think images politically with the coming 
of the Internet.

I was working with animation, sequences of black-and-white drawings that -  in 
contrast to graphic, three-dim ensional visual illusion -  were to do with found 
footage, collage and appropriation. The simple line transferred all the material 
onto a common level, on which combinations of image and sound from different 
sources and from freely invented pictures were intended to comment on each 
other. Images from Videograms o f a Revolution went into my short animated 
video Ubertragungsversuche/ Transmission Attempts (1998), alongside short ex
cerpts from Tout va bien by Jean-Luc Godard and Jean-Pierre Gorin and Einieitung 
zu Arnold Schoenbergs Begleitmusik zu einer Lichtspielscene  (Introduction to 
Arnold Schoenberg’s Accompaniment to a Cinematic Scene) by Daniele Huillet 
and Jean-Marie Straub. My film was meant to look at the before and after of the 
term Revolution (in film), the euphoria and the compromise.

All the above works are conceived by duos, and the latter two are both from 1972, 
but I only noticed that later. Godard and Gorin’s film is the final project of the 
Groupe Dziga Vertov era; Straub/Huillet always worked together. Harun Farocki's 
filmography contains films made with Hartmut Bitomsky and Ingemo Engstrom 
during the 1970s, for example, but later this becomes much rarer and since the 
1990s there have only been the two collaborations3 with Ujica. The question of 
the authorship of a work is one that runs through my artistic biography. In the 
work with Botschaft we abandoned individual authorship in the early years with
out much discussion; later the picture changed, as many projects were carried 
out by different people under the umbrella of the group. Outside Botschaft we

1 'Botschaft' as meaning both 'message1 

and ‘em bassy’.

2 Wende or ‘turnaround’, the popular term 

for the opening of the Berlin Wall.

3 The second collaboration was Kam era und  

W irk lichke it (Camera and Reality, 1992).
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were active in art or film under our own names but here too I worked with in ■ 
Heinke and Pietro Sanguineti, for example, in order to vary the conventional 
of authorship for myself. Learning from (documentary) film might mean h 0^  
open to this question here ... 0ln§

Ubertragungsversuche/Transmission Attempts, together with the films that w 
into it, was an important step -  as was studying on the Whitney programme^ 
in reorganising my work after the collective experience and dotcom-mad Bert ~ 
Harun and Andrei’s method of observation and restrained commentary played 
an important role -  in my mind I always hear the female voice of the English 
version, by the way. Farocki then, together with Kaja Silverman, published the 
book Speaking about Godard in the US. and the discussions and dialogues in 
it influenced another project that I worked on with my Whitney colleague Gareth 
James and Annette Schindler from the Swiss Institute for the exhibition I said / 
love. That is the promise. The Tvideopolitics of Jean-Luc Godard. Kaja Silverman 
was invited to give a talk and is one of the authors of our eponymous book which 
appeared in 2003. Harun's profile on the art scene became considerably higher 
during the 2000s, probably faster in New York than in Berlin: in 2001, he had a 
film retrospective at MoMA; in 2002, his first solo exhibition at Greene Naftall 
Gallery.

When Matei Bejenaru invited me to take part in an exhibition in la§i in Romania a 
few years later I was confronted with the subject of the revolution of 1989 once 
again. I only discovered though Romanian literature written after the completion 
of Videograms o f a Revolution  and then through conversations with Matei in la§i 
and Dan Perjovschi in Bucharest, how much doubt had been cast on the upris
ing after 1989 and what disenchantm ent was caused by the realisation that the 
old guard of the Ceausecu dictatorship and the Securitate had been behind this. 
This development seem s to be hinted at in the second part of Videograms of a 
Revolution.

Since the Whitney programme I have seen most of Harun's films and those of 
Andrei Ujica, and they have been a lasting influence. This includes the already 
mentioned method of observation, which gives the search for images an open 
form and does not moralise. It includes both his found and invented images, 
which often come close to visual art: the mirrored face of Harun Farocki/lngemo 
Engstrom in Erzahlen (About Narration, 1975) the model in Ein Biid (An Image, 
1983) the make-up artist in Make-up  (1973) who rubs the face with powder “until 
it is a sheet of paper, primed for painting". Above all, Farocki’s greatest impact 
on me has been his fundamentally political thinking, together with his tenacity 
over the decades.

Additionally, I’m amused at times by the fact that I play in Harun's old position of 
left back since 2006 when he retired from the football team Tasmania Buhne und 
Sport which he co-organised for many years.
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The Quarter-Dollar Scene
Michael Baute

Translated from French by Benjamin Carter

Stills from / Thought I Was Seeing Convicts, Harun Farocki Filmproduktion



The quarter-dollar sequence is from Ich glaubte Gefangene zu sehen  (i Thought 
I Was Seeing Convicts, 2000), and it is also included in a similar scene in 
Qefangnisbilder (Prison Images, 2000). I find this one hundred and 50 second 
se q u e n c e  very moving. When I recall these two works, I remember this sequence 
in particular, and I ask myself why it moves me. At the centre of this sequence is 
a visit, shown in surveillance images, from a prison in the USA. A woman visits 
her incarcerated husband. She takes two quarters from her purse -  an old one 
and a new one that has just come into circulation -  and we see how the man 
bends over the two coins to examine them. T h e  film's commentary describes this 
scene with the sentence: "The new coin tells of a life outside the prison walls", 
and, shortly afterwards, in an intertitle which accompanies the other images in 
the sequence: "missed life.”

We see the man and the woman with the coins sitting at a table in the visiting 
room of an American prison. At first, in a general view of the room, we see other 
tables and other visitors and inmates. Although the images of the visit are not 
very old (the time code in the picture is dated 28 April 1999), they already have 
a historical fogginess that is probably due to the cheap cameras: surveillance 
videos are not meant to last. The bluish images have a faded quality, the con
tours are no longer sharp, the motion depicted is slightly blurred, the scan lines 
are clearly visible. In addition, the images are silent; that is, they are recorded 
without sound. They are images that have a predetermined function. In a text 
from 1999, Harun Farocki describes what interests him about this type of image: 
“The interesting thing about images from surveillance cameras is that they are 
used in a purely indexical way; they are not at all about visual impression but only 
about certain facts: was the car still in the parking lot at 14:23? Did the waiter 
wash his hands after using the toilet? And so on. This attitude is insisted upon to 
the extent that the images are considered entirely worthless when nothing spe
cial happens, and are often immediately deleted to save tape .”1 The installation 
video I Thought I Was Seeing Convicts and the related film, Prison Images, are 
not made up exclusively of such surveillance images. There are also images from 
other more familiar forms of image production -  images from fictional films with 
a narrative charge and a particular visual impact.

I asked myself what touched me in the quarter-dollar sequence, the sequence in 
which the woman visits her husband in prison and shows him an old and a new 
quarter and in the commentary that the film adds to the visual content. I am un
able to give an exact definition of the way in which I am touched. It is not exactly 
an empathy produced by the film for those in the images who are m issing  life, 
although this empathy certainly plays a role in my being moved. Something about 
the sequence goes beyond that. Something releases these images from the ob
ligation to speak emphatically.

By describing it, I reduced the quarter-dollar sequence once again. Speaking 
in a reductive way, I thought the sequence consisted of two things: firstly, the

1 Harun Farocki, B ilderschatz, ed by Vilem_ 

Flusser_Archiv, Kunsthochschule fiir Medien, 

Cologne 2001, p. 25.



examination of the coins in a prison, seen and recorded by a surveillance camera- 
secondly, the film's commentary on this scene and the montage of the film ;n 
which it has now been integrated. Of course, there is also som ething else: the 
filmmaker's decision to consider these images worth showing in the film in the 
first place. I asked myself why these images are in the film and why I have such 
a strong recollection of them. I take another look at Harun Farocki’s text. Just 
after the above-quoted passage from the 1999 text, Farocki considers what 
was previously suggested by the word "im pression” : "Because surveillance 
images almost never contain a camera movement or a cut, the usual forms of 
com pression are left out. As a result, what happens is extremely undramatic, and 
we become aware of how much the narrator is complicit in or a joint collaborator 
of the film."2

What form of com pression occurs in the quarter-dollar sequence and what is the 
resulting im pression? At the beginning of the sequence, from the general view 
of the room, the surveillance camera zooms in on the table where the man and 
woman are sitting. The event in the quarter-dollar sequence -  the examination of 
the coins -  is “extremely undramatic”. Because the images are silent, the words 
that the man and woman use to comment on the taking out and comparison of 
the coins are withheld. Because the camera films from the ceiling, we see no 
more of the man examining the coins than his shoulder or a section of the back 
of his head; nor do we know anything about his physical reaction to the new 
coins. Perhaps there was no other surveillance camera in the prison recording 
the man and the woman's reactions that could have been inserted into the film. 
Or perhaps there was a second camera that recorded images of the man and 
woman's reactions but a decision was made not to use them. The fact that these 
additional images of the man and woman’s reaction to the quarter are not in the 
film appears as a lack in relation to conventional forms of com pression. A reaction 
shot showing the man responding at least physically to the new quarter would be 
a conventional narrative device, turning the event into a balanced m ise-en-scene. 
This countershot, however, is missing. In the film Prison Images, this lack -  an 
action lacks a reaction -  is answered by the narrative device of ellipsis.

We do not see how the man looks at the coins and we do not see how the 
woman looks at her husband examining the coins. In place of the reaction shot 
is a commentary. The commentary, however, does not speak about the man and 
the woman’s reactions, withheld by the ellipsis; it does not fill in the missing 
emotions of the individuals; it allows the lack to remain. Rather than focusing 
on the individuals with their old and new coins, the commentary turns the coins 
them selves into the subject of its sentences, in response to which the people 
examining them are assigned as objects. Rather than the people, it is the coins 
that ‘speak’ of life beyond prison, of “missed life”. The people are w itnesses of 
this ‘speaking’ of "missed life”, a life outside the film, a life that no longer imme
diately touches them. In this reversal of action and reaction, the fatal aspect of

2 ib id . the prison situation is played out very differently than would have been the case



jn a reaction shot of the man and woman examining the coins. The ellipsis and 
the commentary that reinforces it connect the images together in a type of com 
pression that exceeds the narrative convention of action and reaction, producing 
a form in which "missed life" can be expressed.
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Harun and the Sea 
of Arguments
Ruchir Joshi

Q  to Q  The Creators o f  the Shopp ing  Worlds, Harun Farocki Filmproduktion 

Q to 11 As you  see, Harun Farocki Filmproduktion



I first heard of Harun Farocki in 1995 from friends, a group of filmmaker colleagues 
who were a bit younger than me. While my friends were completely taken by this 
•German’ audio-visual essayist and his way of filmmaking, I got no specifics; 
details were for lesser thinkers, clearly, and I got not a single description of a shot 
or sequence, nor any other example of this apparently fantastic body of work.

It would be a while before my viewing orbit brought me to Farocki’s films but what I 
then understood was that this was one of the few cineastes who actually pushed 
the boundaries of non-fiction cinema, someone who constructed ideas and argu
ments like nobody else. This was, as it turned out, correct. I also somehow got 
it into my head that this Farocki was Iranian, an exile settled in cold and foreign 
Germany; I imagined him as a slight, pepper-bearded guy, not very tall, draped 
in refugee jackets and mufflers; shining black eyes, not very good in English; a 
typical lefty from Tehran who had escaped the Khomeini Octopus and who now 
brought his incisive (and very Persian) vision and intellect to bear upon the mak
ing of films in the reluctantly supportive West. This was, as we know, incorrect.
I imagined Farocki von Tehran to be taciturn and speaking in short, abstruse 
bursts, (especially in that English of his, which was not so good). Completely 
wrong. The woman member in the group who told me about Farocki stressed that 
the man was very handsome, good-looking, sexy even. She had a good eye, my 
colleague, and in this description she was completely accurate.

When confronted with hyper-erudite people, I always used to hold up my eclectic 
film-viewing as a shield: "Ah, you’ve read that? But have you seen  th is?” Turns 
out that my viewing wasn't that all-encom passing either. Trapped in the paro
chialisms of London, Calcutta and Delhi, the weird critical littorals of New York 
and Paris, I somehow managed not to see even one of Harun Farocki’s films till 
the January of 2008. Perhaps it's not even fair to bring Calcutta and Delhi into 
the blame-zone. The friends who first mentioned him had seen Farocki’s work 
while they were film -students in Delhi. People in Calcutta film circles were quite 
familiar and highly admiring over many years. So, perhaps it was just me who 
had dropped through the invisible cracks that exist between screenings and film 
programmes all over the planet. Lucky me.

Lucky because there is a great pleasure in being surprised by something hitherto 
undiscovered in an area you think you know well, there is a great excitement in 
finding a new lode in ground that you imagine is already heavily mined.

*

I met Harun almost before I’d seen any of his films but, again luckily, there was 
an 'almost'. The evening screening in Calcutta had Bilder der Welt und Inschrift 
cles Krieges (Images of the World and the Inscription of War, 1988J and so my 
sheepishness at being new to the work was manageable by the time we were 
introduced. I could quickly skim over the fact that I didn’t know 99% of Harun's



work and concentrate on what I’d just seen, on the current state of politics 
in Calcutta, on the best beer to drink in the restaurant where we were having 
dinner.

When meeting people who’ve achieved a lot, especially men, I'm always on the 
look-out for arrogance, a certain invisible cape of smug self-satisfaction draped 
around the shoulders. I’m automatically wary of the ways these 'great' men might 
find to talk down to the rest of us. I watch out for their lack of curiosity about 
others, the various tricks they employ, often including false self-deprecation, to 
bring the conversation back to the only thing that matters: them selves and their 
work. When this happens, I invariably feel a double thing, a sense of satisfaction 
and disappointment: “Aha, he's human and limited!” and, simultaneously, “Oh 
dear, he's so limited!''

Even more irritating, often these famous ‘figures’ are accompanied by a wife or 
partner whose chief job is to channel a constant, cooling air-flow of praise and 
attention towards The Man; these Other-Halfs will say boastful things The Man 
himself cannot, or create openings through which The Man can, once again, be 
showered with admiration.

There was not a trace of any of this bullshit around Harun and his wife Antje 
Ehmann, and I was relieved. For the corollary to famous artis ts ’ ego-dancing is 
that the best of their work is behind them and the preening and peacocking is 
part of coasting on old triumphs. I was happy meeting Harun and Antje because 
the opposite of the peacocking corollary also usually holds true: a man or woman 
stili involved with their work will often carry with them a genuine humility, a real 
curiosity about others and the world, a rigour that does not allow everything they 
experience to be forced into old and worn slots. They will be able to laugh freely 
in ways not available to people trapped by their fame.

Far from wearing any cape, the second time I met Harun, he was sitting in a red 
under-vest, (what we call a ‘ganji') and looking at the cityscape out of the window, 
eager to get out of the five-star hotel in which they were staying. Calcutta was on 
a general strike that day and the streets were more or less cleansed of traffic. 
This allowed us, Harun, Antje and me, to wander around parts of South Calcutta 
with a freedom impossible in the hurly-burly of a normal day.

With the winter evening coming down on a city stripped of motion, we took a 
slow, circuitous walk. Starting from the high red walls of Presidency Jail, which 
is appropriately right next to the fancy hotel, we cut through a cross-section 
of South Calcutta neighbourhoods and architecture: quasi art deco apartment 
blocks that would be completely at home in Berlin, typically Calcuttan small 
bourgeois houses from the early 20th century, a dilapidated 19“' century market 
darkened by the strike; we walked with impunity across barren avenues, found 
bars that were closed, gazed briefly at the windows of Satyajit Ray’s apartment



where his family still lives, drank tea and ate sam osas on the footpath. It felt as 
though I was walking my guests through a film I hadn't made, but one that was 
closely related to the ones I have completed.

Through the evening, I got no sense that I was with a man who had been mak
i n g  films from the time I was six, (42 years earlier!), there was no rank pulled 
by someone who had made more than 90 films over someone like me who had 
made, in total, seven. There we were, three people wandering through a huge, 
living art installation simmering with life under the surface. After evening ended, I 
realised that the best part was we could see the same humbug and hypocrisy in 
life and in art and laugh at it, that we could admire from our very different places 
some of the same truly moving work.

I like to stretch metaphors and images so I’ll put it like this: that evening it 
seemed as if Calcutta was seeing to it that the chaos and m ess from which my 
work arises overlapped with the minimalism and rigour of Harun's images. Here 
was the boiling city of my films removed from its source of heat, cut off from its 
crowds and sweat, its honking and smoke; here was the concrete lunacy behind 
the daily craziness, the stage-set, the architecture, the still machinery of h is
tory momentarily laid open for examination and meditation, not 'as in a film by 
Godard', as Pasolini once wrote, but as in a film, perhaps, by Farocki.

I watch a film by Harun Farocki.

I watch the camera stay and stay and stay on four or five marketing guys arguing 
about where to place a loaf of bread on a mock-up of a supermarket shelf. I watch 
them move the loaf around, horizontal, vertical, piled so high with other loaves.
I watch these profit-colonels provide the loaf with a fighter escort of cup-cakes, I 
watch two of them quarrel over the placement like a Bolshevik and a Menshevik 
arguing about the Revolution, I watch one of them sulk like a baby as his ideas 
are steamrollered by the boss. After about 15 minutes of this, I start laughing. 
Regardless of the fact that I’m laughing, it goes on -  the camera still doesn’t do 
anything exciting, it stays. I can now see the ghosts of Beckett and Godot, of 
Ionesco. My laughter now becomes uncontrollable. I realise I'm now laughing at 
myself and how, every time I visit a Sainsbury's supermarket in London, I think 
I'm exercising cunning choice.

As I watch a film by Harun on my computer, my 12-year old son joins me. "W hat’s 
going on?" My son asks. "Do you know what dubbing a film means?" I ask in re
turn and he nods yes. We watch a film being dubbed. The camera doesn't move, it 
does nothing exciting. The lady in g lasses, who looks like a professor, constructs 
a pleasure-groan. The uncle standing next to her grunts in reply, obliging, polite, 
totally professional. Her face absolutely still, the lady moans out, "oh yes! oh,

20:1.



you're making me so horny!" The man in the recording booth behind them inter
rupts. “can you go straight into the words, please? No breath before the words 
this time." The blue screen on the wall rewinds back to start of sequence and the 
professor gives another take, going straight into the words, "oh yes! oh, you're.. ”
My son ’s eyes widen, “oh, so that's how they do it! But, but, why can’t they just 
record the sound while shooting it? ’’

Because there are certain processes involved in constructing anything, and those 
processes, as Harun constantly dem onstrates, always have factors, facets, con
texts and constraints.

*

But along with the volition towards a relentless and unsentimental deconstruct
ing of a particular process there is something else going on, som ething that’s 
almost its opposite, something contrapuntal.

A photograph or a diagram from a book is slapped down without frills, a seg
ment of archive is repeated like a coda; the camera stays unmoving as people’s 
actions carom within the frame. Through flat voice or bald intertitle, alternative 
histories of processes are provided. This witnessing, this precise decoupage of 
information trips us into an erotics of examination.

Into the pleasure that's to be found in unearthing a hidden bridge of thought, in 
unpeeling strange connections, in discovering the weird kinships between images 
and mapping the covert incestuousnesses of oppression.

Thinking back to 1995 when I first heard of his work, I can see why my friends 
so loved Harun Farocki, why they were completely taken by both the clarity and 
the maze of film-argument. But it’s also now clear to me that Harun com es from 
a great radical tradition of post-war anti-obfuscation, of directness: it was more 
important than anything to get the goddam point across, and if you had to stab 
yourself on camera with a burning cigarette-end then that’s what you did.

Maybe it’s stretching the argument a bit, but then we people from Calcutta do 
like to stretch things sometimes: that moment in Inextinguishable Fire (1969) 
when the young Farocki burns himself with the cigarette is the trigger-moment for 
the ongoing fission of his work, for the rigour, for the constant cutting away of all 
self-indulgence, for the unapologetic insistence on whichever filmic mode he has 
chosen at that moment.

When I see Harun’s films what I find consistent throughout is what I’d like to 
call his ‘minimalism’, in that no quarter is given to adding ‘beauty’ or ‘magic’ or 
mystery to the weave of sound-image; in the films I have seen, everything seems 
to be there for a ‘reason1 and in the service of reason. But then, again, there are
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layers beyond mere reason -  'inextinguishable fire’ meaning napalm, yes, sim ul
taneously meaning the indomitable spirit of the Vietnam ese people, yes, but also 
the fire you can’t  put out in the filmmaker, the person who is, at once, the worker 
of images, the engineer of images, the student of images. The film-machinist who 
takes a vacuum cleaner and turns it into a pistol, the jigsaw-puzzle maker who 
dismantles machine-guns into a do-it-yourself kit, a model, of human folly.

Risky, perhaps, to say this, but we people from Calcutta are well inured against 
intellectual embarrassment: Harun Farocki arrives at his particular kind of mini
malism from a position of ‘heart’, from an optimism of the will that controls the 
scale of pessim ism  allowed to the intellect.



A to Z of HF or: 
26 Introductions to HF
Antje Ehmann and Kodwo Eshun

All s tills  from: Archive Harun Farocki Filmproduktion



I  “| probably on ly m ade my film Between Tv/o Wars (1978) in order to get the 
attention o f Jean  M arie Straub", said HF in a conversa tion  with A lexander Kluge 
in 1979.1 W hat Farocki adm ired in S tra u b ’s Machorka M uff (1963) and Not 
Reconciled  (1965) w ere images and sou n d s  th a t em erged on the far s id e  of

I conventional acting  and speaking. The  re s tric tio n s  and perm issions of Je a n - 
Marie S traub  and Daniele Huillet opened up w hat Tom Holert ca lls  a ‘d e s e rt of 
the p o lit ica l’ defined by a geography of d is ta n ce . No m atter how c lose  the view er 
gets to the ch a ra cte rs , she will never get near to  them  and no m atter how m uch 
proxim ity there  is between the cha ra cte rs , th ey will never find com m on ground; 
m Class Relations (Jean -M arie  S traub/D anie le  Huillet, 1984), for exam ple, one 
fee ls th is double  d istance  esp ecia lly  w hen D e lam arche (Harun Farocki) and 
Robinson (M anfred  Blank) share  a bed; but then you are never quite sure  if e ithe r 
Delam arche nor Robinson are characte rs at all.

A = Admiration

B = Beta SP

H F’s oeuvre  can be written as a sh o rt b iography of technica l s ta ndards in te rm s 
of fo rm ats, d igital m edia players and ed iting  to o ls . The  list of form ats would in 
clude: .16mm reversa l, 16mm negative, 35m m , v ideo 2 inch, v ideo 1 inch, Beta 
SP, Digita 1-Beta, M ini-DV. The list o f m edia p layers would include: Um atic-p layer, 
Va inch-p layer, Beta SP-player, V H S -/ S -V H S  player and DVD. The list of ed iting  
tools would include: a 16mm flatbed, a 35m m  flatbed , a .16mm/35mm flatbed , 
a Um atic d evice , VH S /S -V H S  device, Avid softw are  and Prem iere Pro softw a re . 
HF recalled a re lationship  he had with a quarter-inch  Ikegami player that looked 
like a huge Revox recorder with tw o upright ree ls . The  Ikegami played quarter-inch 
tapes on its g iant ree ls , but there w as a problem . “To keep the image sta b le  one 
had to lean som eth ing  against the back reel, like a brake. Our m agazine Filmkritik 
was too light. En ge l’s  Dialectic o f Nature (1883) w as too heavy. B re s s o n ’s Notes  
on Cinematography, (1975) that w as perfect.''2 The  arm s race o f standards fo rce s  
the film m aker into a love-hate re lationship  w ith his m achines that osc illa tes  b e 
tween fe e iings of te n d e rn ess , deference , d e sp a ir and divorce.

C = Counter Shot

“Hartm ut B itom sky had the idea that in early cinem a there  was only the one room 
which the  cam era captured in long shot as if it w ere a stage . With the  introduction 
of sh o t-co u n te rsh o t, the room w as d ivided into tw o, m aking tw o se ts  out o f one, 
ju s t as the  introduction  of industrial p roduction  introduced the evening sh ift .''3 HF 
returned to  th is  law of cinem atic value in the form  of a ga llery installation entitled  
On Construction o f Griffith's Films (2006): the  tw o se ts  that B itom sky identified 
now take the  form  of two ad jacent m onitors; the  im aginary division of cinem atic

1 These were the early video days -  the tape 

did not survive.

2 HF in a conversation with AE and KE, 

8.7.2009.

3 Harun Farocki, “Shot/Countershot. The 

Most Important Expression in Filmic Law of 

Value", in Harun Farocki, N a c h d ru c k /lm p rin t,  

ed. by Susanne Gaensheimer and Nicolas 

Schafhausen, Berlin/New York 2001, pp. 

86-112, p. 96.
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space is made concrete in the arrangement of box monitors. The generic st 
lovers confined to opposing rooms makes us overlook a division that orpa°ry °f 
cinema to the extent that we remain oblivious to it. HF cuts up a se q u e n c e T 68 
Griffiths' Intolerance (1917) and assigns each block of space to its own mon't*11 
so that we can see both; in this encounter with a cine-archaeology, we are 
fronted with the founding principle of narrative cinema, as if for the first time00"*

D = Devil

"In Robert Bresson's The Devil Probably (1977), the question arises: who is th 
enemy? Who is destroying our world? Who makes life so impossible? And th6 
answer is: the Devil. So you can't name a person. At the moment we have the 
feeling that things are not right and one should criticise the way politics and 
economies are run, but we know we don’t have the option to blame a certain 
person."4 By April 2009, the sudden and rapid events of global economic 
crisis provided the opportunity to nominate the banking system as one out of 
many enemies. Naming a single enemy is a pleasure that we have learnt to 
deny ourselves; in HF’s films, several enemies are nominated: the Shah of Iran 
Springer Verlag.5 Dow Chemical, the US prison system, Texas instruments, and 
implicitly Guido Knopp.6

E = Education Image

' HF in a conversation with AE and KE, 

8.8.2009.

Springer Verlag was and is one of the major 

media empires in Germany, notorious for 

its right-wing political views. It was a target 

of student protest in the 60s and subject 

of one of HF's films. (Some p rob lem s o f 

an tia u th o rita ria n  and  a n ti- im p e ria lis t urban  

w arfa re  in the case o f West B erlin  o r:

Their New spapers, 1968).

Guido Knopp is a TV journalist well known for 

his terrible television documentaries on the 

Third Reich.

Tom Holert and Marion von Osten formulated the concept of the Education Image 
in 2007 to think through the ways in which the scene of education appears within 
visual culture and the ways in which visual culture functions as an apparatus of 
pedagogy. The education image is clearly visible within the work of HF in three 
ways: first, as elements such as work desks, typewriters, books, diagrams and 
equations that constitute scenographies of learning and second, as scenes that 
dramatise narratives of learning. And third, the director himself appears as the 
subject of learning, sitting at his desk, surrounded by books and photographs. 
The education image is the ultimate bad object of the contemporary art world; 
to say an image is didactic or pedagogic is the worst thing you can say; much 
worse than stating that an image is pornographic. This verdict is reversed in the 
work of HF.

F = Fascination

In Nothing Ventured (2004) and The Creators o f Shopping Worlds (2002), there 
is something like an attitude of agnostic fascination. The camera regards the
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negotiations of venture capitalists and shopping mall architects with the non- 
jUdgmental curiosity of a child listening to adults discussing the fluctuations of 
mortgage interest rates. HF replaces the quality of antagonism with the capacity 
0f attentiveness; he pays his characters the compliment of sustained scrutiny.

<3 = Gesture

HF visited the exhibition Face a t’histoire at the Centre Pompidou, Paris in 1997 
and paused in front of Allan Sekula’s War without Bodies  (1991-1996). The series 
0f nine colour photographs documented a repeated gesture: teenagers, babies 
and fathers, at a Gulf War victory celebration at El Toro Marine Corps Station, 
Santa Ana, in April 1991, pointing towards a fighter plane, inserting their fingers 
into its multiple barrels. HF admitted to envy; he wished he had depicted this 
ritual. Six years later, in Washington DC, observing the. ways in which people 
touched the black granite wall of the Vietnam Memorial, HF decided to docu
ment the pilgrims and the devotees as they identified the names of family and 
friends. These two moments provided the starting points for Transmission (2007) 
in which the longing of palms and the tracing of fingertips adds up to a portrait 
of impermanence and endurance. These gestures of touch form a circuit of ex
change: humans donate their forgetting to the mineral, which stores it for them; 
and in return, memorials bestow their constancy upon humans, each of whom is 
relieved of the burden of memory and is pleased to take the solace of stone away 
with them. The granite will remember.

H = Headsets. Proposition for a future project.

I = Image Therapy

The American military believes that digital sound and image has the capacity to 
recruit, to train and contribute to the healing of the soldier traumatised by the Iraqi 
battlefields. Virtual Reality Immersion Therapy, which testifies to the American 
Army's faith in the power of computer animation, is easy to mock; the military, 
by contrast, stopped laughing long ago; they devote their time to converting the



7 HF in a note to AE and KE in August 2008. 
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affective power of digital animation into a therapy ready to be demonstrated 
on broken bodies. But when, and why did the military lose their faith in the 
docum entary image? The army no longer journeys into the field of battle armed 
with their cameras; they no longer make use of the imagery of those who still 
produce such material; instead they build Virtual Iraq from tem plates provided 
by Full Spectrum Warrior. Is this because animation provides a better account of 
21st-century war? Perhaps in this sense: film once functioned as the standard for 
images; today, this function is fulfilled by computer animation. Power belongs to 
those who can monopolise this standard; since this power of animation belongs 
to the computer game industry, the military now renders wars with the force 
mass and motion of Grand Theft Auto 5. Perhaps the com pression and reduction 
of abstraction has a stronger impact on the patient than any documented reality, 
however expensively produced, could ever have.

J = Judgement

HF supresses the films he dislikes either by refusing permission for screenings 
or by ensuring their lack of subtitles. From the perspective of those who watch 
his films, this behaviour feels like a kind of betrayal. Why should HF be able to 
control which films enter the light of the world according to reasons that remain 
non-negotiable? Could we not designate this as a judgemental principle, one that 
kills films in order to spare the filmmaker? With this principle in mind, it becomes 
possible to imagine a HF biography of failure in three parts.

First part: From The Division o f all Days (1969J and Som ething S e lf Explanatory 
(15 x) (1971) until 1976, HF and Hartmut Bitomsky stay faithful to the ideal of 
cinemarxism as an alternative pedagogy. They want to show the world what cin
ema should be but the world turns its back on them. In the years 1971 to 1977, 
HF manages to make only one film that succeeds: The Trouble with Images. A 
Critique o f Television (1973).

Second part: According to HF, only Bresson, Straub and Huillet succeeded in 
formulating a method of working with actors that was capable of suspending the 
reality-effects of acting. In adopting the methods of RB, JMS and DH, HF was 
obliged to spend all his time telling actors what not to do. After Betrayed (1985) 
HF abandons his dream of working with actors.

Third part: starting with An Image (1983) and /4s You See  (1986), HF finds ways 
to turn negations into affirmations: "No actors, no images made by myself, better 
to quote something already existing and create a new documentary quality. Avoid 
interviews with documentary subjects; leave all the awkwardness to the idiots 
you distance yourself from ."7



K = Kinship

HF began to contribute to Filmkritik in 1972 and joined the editorial board in 
1 9 7 4 . Filmkritik functioned as an island; H F’s films were not as successful as he 
would have liked and the Filmkritik cooperative offered a kind of kinship. Joining 
the cooperative meant becoming financially co-responsible for the journal. In the 
mid 70s, the Berlin based editorial board travelled to Munich where the majority 
of the cooperative were based; by 1978, editorial meetings were held in Berlin. 
Filmkritik published 12 issues a year; a demanding schedule which obliged the 12 
to 15 editors to regularly contribute texts that were more often complex essays 
than reviews. Filmkritik's highpoint came at the end of the 70s when the journal 
devoted an entire issue to Vertigo (Alfred Hitchcock, 1958) and to the work of 
Peter Nestler.8 In both cases, the Berlin editorial team watched and discussed 
all the films together; a single author or a group would then write a text which 
was collectively discussed and rewritten; the process continued until the special 
issue was completed. In the early 80s, Manfred Blank, HF and Susanne Rockel 
travelled to Paris four times and talked to filmmakers, producers, scriptwriters, 
cameramen, actors, cinematheque archivists and cinema proprietors. What 
emerged from these trips were not only texts but also films: LArgent by Bresson  
(1983, by Hartmut Bitomsky, Manfred Blank, Jurgen Ebert, HF, Gaby Korner, 
Barbara Schlungbaum, Melanie Walz) and The Double Face o f Peter Lorre (1984, 
by HF and Felix Hoffmann). These films were made to generate revenue for the 
journal; but the efforts were unsuccessful and the journal was forced to close in 
1984. 4 years later, the ex-editors were still paying off the debts of the journal; 
the films Georg K. G laser -  Writer and Smith (HF, 1988) and Cine City Paris 
(1988, by Manfred Blank and HF) were made to help recoup costs. In retrospect, 
the journal had reached an impasse by the mid 80s; the 1 0 -year boom in film 
production in Germany had failed to generate an equivalent excitement around 
film discourse; Filmkritik found few directors and writers willing to join them in 
their search for a new critical language. Their response was to demand more 
commitment from their contributors; they dism issed people such as Wenders 
who only wrote occasionally and became a sect whose standards intimidated the 
kind of authors they would have needed. To read Filmkritik today is to perceive the 
value of support structures and elective affinities. The debates and conversations 
obliged editors and contributors to articulate their arguments, clarify their likes, 
sharpen their dislikes and formulate their positions month by month. Surrounded 
by a network of allies, the imaginary was made concrete; particularly when your 
allies were the filmmakers and theorists you were writing about.

a Peter Nestler is a German documentary 

filmmaker who made films that were much 

admired by, for example HF, Jean-Marie 

Straub and Daniele Huillet. Since Von 

G riechenland  (1965) German television didn’t 

want to broadcast Nestler's films any more 

because they were considered as being too 

radical. He then left for Sweden where he 

worked for children’s television and where 

he also continue his film production.
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From Immersion (2009) to the episode of police role play in I Thought I Was Seeing 
Convicts  (2000), from The Interview  (1997) to Retraining (1994), from What’s 
Up?  (1991) to How to Live in the FRG (1990) and Indoctrination (1987), a series 
of films track the business practices of training, retraining and role playing that 
form the matrix of lifelong learning in contemporary control society. The military 
therapy of the 2 1 st century and the corporate and middle management role play 
of the 1990s and 1980s alm ost certainly had no memory of what they owed 
to radical communist teaching plays such as The Decision  (1930) devised by 
Brecht from the learning plays developed in the workers movement of 1920s 
Berlin. What strikes us most: teaching plays are indifferent towards the audience. 
The participants should learn, the audience is merely a w itness. It is the opposite 
of classical theatre and cinema that tries to educate, instruct or entertain the 
audience. The teaching play turns its back on the audience. To be a w itness to HF 
w itnessing role games is to encounter thrillers for those bored by thrillers.

L = Lehrstiick

M = Mimicry

When HF writes about films he dislikes, there is a cruel mimicry without mercy. 
He stays close to these films until, sentence by sentence, their own language 
is turned against them and they are left exposed, embarrassed and hollow. HF 
writes hate letters to cinema in the language of love. The attitude is one of sar
castic mimesis that states: when it com es to cinema, you can never be cruel 
enough. Videograms o f a Revolution  (with Andrei Ujica, 1992) and A Day in the 
Life o f a Consum er (1993) both operate as modes of criticism that take on the 
form of their subject, like cham eleons that respond to the music of montage. 
They take on the forces of video and television advertisem ent in a contest of 
mimetic rivalry; in this agonistic competition between media, film is always the 
victor, thanks to its superior powers of montage.

N = Negotiations

The Appearance (1996) and Nothing Ventured (2004) are direct cinema that 
record the elaborate drama of the corporate pitch in the chamber setting of a 
closed meeting. The business ritual offers itself to the camera as a formalised 
courtship conducted by opponents for financial stakes. In Yella (Christian Petzold, 
2007), the central scene is an object lesson in executive negotiation. One side 
conducts its transactions through behavioural cues; one man leans back with his 
arms behind his head in a broker’s gesture of exaggerated relaxation that signals 
to the other man to interject. What these men do not know is that Yella and her



boss already know the rules of freemarket bluff and have prepared a response 
that undermines the plans of their opponents. The scene offers an exquisite in
sight into the hidden script of corporate knowledge power. When one realises that 
this scene is a fictional remake of a scene from Nothing Ventured scripted by HF 
in collaboration with Petzold, at this moment, one gains an unexpected pleasure 
that com es from having already seen Nothing Ventured and assuming noone else 
has. The privilege of this knowledge positions the viewer in a theatre of complic
ity. Perhaps this complicity could provide us with a diagram of power in which we 
sim ultaneously experience a relation of superiority to the rest of the cinema audi
ence and a relation of solidarity with Yella. An equation that generates an affinity 
to fiction and a commitment to documentary.

0 = Operational Image

The Eye/Machine trilogy (2000-2003) analyses the new regime of the operational 
image as it tracks, recognises and pursues its targets; it proposes a cinema
tography of devices based on images not intended for human eyes which turn the 
domestic viewer into a war technician.
An inventory of technical images in the work of HF reads as follows:

01 Operational images
02 Prosthetic images
03 Surveillance images
04 Data images
05 Statistical images
06 Diagrammatic images

You can find operational images in Eye/Machine I -  ////, where cameras carry 
out pattern recognition. In The Creators o f the Shopping Worlds (2001) cameras 
track along shopping aisles and they carry out data recognition. The German title 
for War at a Distance -  Erkennen und Verfolgen -  translates as Recognise and  
Pursue which reads as an unwritten sequel to Foucault's Discipline and Punish.

The second visual category that HF deploys is the prosthetic image. It has the 
same technical status as the operational image, since it's function is also neither 
to inform, nor to entertain or to give aesthetic pleasure. The difference lies in the 
fact that these images have an air of danger because they carry out functions 
harmful to humans. In Counter-Music (2004) a camera travels down a sewer. In 
Eye/Machine, a medical camera moves through the body. In War at a Distance  
(2003), drones survey territory.
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A third visual category is that of the surveillance image. In Counter-M usic  f0r 
example, one man s its  in the middle of a semi circle of 30 monitors that display 
perspectives of the subway system  of Lille. In Screen 12 of Deep Play (2007) 
security cameras watch people entering and exiting Berlin’s Olympic Stadium.

A fourth visual category is that of the data image. In Deep Play, the bar chart of 
the first screen calculates the average speed and the top speed of football play
ers during a match. This could help the football coach to determine which player 
should be substituted while screen eight schematically represents the passes 
without showing the players.

A fifth visual category is that of the statistical image. In Information (2004), which 
was made by scanner as a series of digital slides, the historical tendencies of 
migration across the borders of 20th century Germany are depicted through the 
changes in the pictogrammatic imagery developed by Otto Neurath.

A sixth visual category is that of the diagrammatic image. In About Narration 
(1975) diagrammatic images provide the functional motor for the narrative. In 
Between Two Wars (1978) the diagrammatic image takes the form of the chemical 
equation that the hero draws on his chest, the model of wooden blocks that the 
character builds in order to understand the network of the coal and steel industry 
and the overhead shot of the chalk diagram for feedback that the little girl traces 
with her skates.

P = Patience

If you watch the world for long enough from your first floor window, perhaps the 
world will reveal itself to you; this revelation is your reward for the time you will 
never get back. Then again, perhaps you gain nothing for all your effort; this gam
ble, this risk is what HF calls The Taste o f Life (1979).

Q = Quotations

To quote Andrei Ujica in 1993: "The title reads as a paraphrase of Marcuse 
on Aleksandr Solzhenitsyn's One Day in the Life o f ivan Denisovich  (1962).’’ A 
Day in the Life o f a Consum er (1993) emulates the organising rule of television 
advertisem ents in which certain products are identified with specific tim es of 
the day. The principle of life lived under conditions of dream -factory capitalism 
becom es a principle of montage that reorganises the industrialisation of the 
post-war European imagination into an epic cross section film that charts the 
appetites, desires, of mass audiences. If television programmes act as a system



for delivering people's attention to advertising, as Richard Serra argued in 1972, 
then by constructing a unified narrative from the frequencies and rhythms of 
continuous advertising, the film reveals the ways in which advertising feeds on 
attention and feeds back people’s cravings. Assem bled from thousands of hours 
of comm ercials, A Day in the Life o f a Consum er is the ultimate mass ornament 
and the definitive Situationist blockbuster, a work designed to elevate and to 
detonate the reality studio of everyday life.

R = Robotic Hands. Proposition for a future project II

S = Section, Cross

How to depict a life in the day of a great city? One answer might be -  by con
structing a cross-section. To assemble a cross-section of space-time entails 
reducing complexity to the key images that represent the day in the life of the 
city. In 1993, Thomas Schadt remade Walter Ruttman’s Berlin: Symphony o f a 
Great City (1927J. Schadt tried to restage the scenes from 1927 in 1993 as 
if nothing had happened in the intervening 67 years. This naive ahistoricality 
prompted HF to think of ways of representing the new regime of images that 
render the contemporary city visible as cross-section. This was the starting point 
for Counter-M usic (2004).

T = Timing

At the age of 29, Godard made A bout de soufle (1960); HF was already 30 and 
he still hadn't made a single feature length film. At the age of 34, he completed 
Between Two Wars (1978). Slowly he began to realise that he was not an early 
maturing person -  as he had previously thought -  but only someone of early 
promise and therefore a lately-matured person. In athletics, he achieved his 
highest jump at the age of 48; perhaps he was a better football player in his 40s 
than in his 30s, because he compensated for decreasing energy with greater 
attentiveness.



U = Unspoken Rules

I#

01 Never let an actor act waking up
02 Always value a fiction film for its documentary qualities
03 If you show someone making a meal, always show him cleaning 

the dishes afterwards
04 Never use Arvo Part’s Fratres as a musical score
05 Never use images from the extermination camps without dating 

them precisely
06 If you are male and you write a script with a female character, 

never forget that you are male
07 Never forget to show what the camera cannot show
08 Never use slow motion for poetic effects
09 If there is a new regime of images in the world never forget to show it
10 Never shoot extreme close-ups of talking faces
11 Always make lists

V = Visual Concepts as Search Images

On several occasions HF explained his fascination for visual motif research.
"I had the fantasy that a filmmaker would look through all -  or at least a repre
sentative selection -  of already existing similar takes of factory doors in film his
tory before going to shoot the motif the next day".9 By now we have seven entries 
in this imaginary dictionary of filmic expressions produced by HF and/or AE:

01 Workers Leaving the Factory (1996)
02 The Expression o f Hands  (1996)
03 Prison Images (2001)
04Topoi of Cinema History I: Wege/Paths (Antje Ehmann, 2004)
05Topoi of Cinema History II: Laughing -  Crying (Antje Ehmann, 2006)
06Topoi of Cinema History III: Inner Agitation, Mirror, Connection,

Super-Im ages, Windows (Antje Ehmann, 2006)
07 Feasting or Flying (Antje Ehmann, Harun Farocki, 2008)

Harun Farocki, "Wie sollte man das nennen, 

was ich verm isse?", in Suchbilder. Visuelle  

K u ltu r  zw ischen  A lgorithm en und  Archiven, 

ed, by Wolfgang Ernst, Stefan Heidenreich, 

Ute Holl, Berlin 2003, pp. 17-46, p. 28.
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A wishlist of further entries might include:

08 Reprogramming Images:
Images that are intended to de- and reprogramme the optic nerve of character 
and viewer. These include: The Ipcress File (Sidney J. Furie, 1965) in which 
Harry Palmer undergoes Induction of Psycho-Neuroses by Conditioned Reflex 
under S tress, The Flicker (Tony Conrad, 1966), Clockwork Orange (Stanley 
Kubrick, 1971), where Alex undergoes the Ludovico Treatment, Soylent Green 
(Richard Fleischer, 1973), where Solly drinks in the widescreen images of 
verdant earth in Theater II of the euthanasia clinic, The Parallax Mew (Alan J. 
Pakula, 1974) where Joe Frady watches The Parallax Organisation montage of 
sex and violence and Shutter Interface (Paul Sharits, 1975).

09Control-Room  Images:
Images of a group of workers whose job is to decode information displays 
aranged on a series of screens. These would include:
The Andromeda Strain (Robert Wise, 1969), T H X 1138  (George Lucas, 1971), 
Phase I V (Saul Bass, 1974), WarGames (John Badham, 1983), Counter-M usic  
(Harun Farocki, 1996), Contact (Robert Zemeckis, 1997) and In Comparison  
(Harun Farocki, 2009).

W = Weapons

The poetry of Maoism works by reversals that reveal the suprising asymmetry of 
power. To make a political film is not the same as to make films politically, as 
Godard once stated. In 1967, HF literalises the Maoist idea that the quotation is 
a weapon by turning a page of the Little Red Book  into a paper missile that flies 
by harnessing the fuel of montage against the Shah of Iran. In 1969, Alexander 
Kluge defined The Words o f the Chairman as follows: "it is as if one could gather 
the energy of the sun in a cup of coffee ."10

10 Report by a student of AK by letter to HF
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The dim ensions of projection are an index of the attitude towards the image and 
oneself. The bigger the projection, the more important the artwork, the more self 
important the artist. Somewhere between the giant of video spectacle and the 
dwarf of the phone image lies the answer to the question of installation: what is 
the right relation of the image to space and space to the viewer? According to the 
technical quality of the image, HF has limited his projection size for his work in art 
spaces: maximum of 2.50 in width for Comparison via a Third (2007) which was 
shot on 16mm; 1.50 for images that were shot on video or were captured from 
com puters or CCTVs. Between the tendency towards maximalism and minimal
ism, HF must have solved this question to his own satisfaction: S or M; L or XL?

X = XL

Y = Youngster by Profession

This phrase, from the German term ‘Berufsjugendlicher’ indicates HF's fidelity 
to an idea of youth; specifically to the sports of his youth. Running, swimming, 
playing football, cycling. During the 1960s, HFhad to practice sports in secret to 
avoid the derision of his revolutionary comrades. Never trust a thought that was 
born sitting down, Nietzsche said. When the ideas did not flow during the editing 
phase, HF liked to run and swim in Lake Schlachtensee, and this activity helped 
to give birth to the next idea of montage. Today, he swims in the Lake Havemann 
and runs in the stadium of a neighbourhood school.

Z = Zeitgeist

In hindsight, it is apparent that HF hit the spirit of the time with Inextinguishable 
Fire in 1969 and some 20 years later with Images of the World and the Inscription 
o f War in 1988. Both films emerged out of a desire to evade the Zeitgeist at the 
time of their making, since it was always a law for HF to m istrust the script of 
current beliefs. But there is another law that overrules one's personal system 
of beliefs: even if you don't aim for the Zeitgeist, it can meet you anyway. By 
deliberately keeping out of step with the Zeitgeist, HF hoped to elude it; instead, 
he found himself inadvertently enacting it.









Written Trailers
Harun Farocki

Translated from German b yA n tje  Ehmann and M ichael Turnbull



I should have been born in Berlin, in the  V irchow  H ospita l, but we left the city 
because of the  bom bing. I was born in N eutitsch e in , toda y N o vyJicTn , at that tim e 
Sudentengau, today the  Czech Republic, We stayed there  fo r only a few  w eeks; 
we sp e nt le ss  tim e there  than I have ever needed since  then in order to  explain 
that I ’m ne ither a Czech nor a Sudeten Germ an. I have a lso  sp e nt lots o f tim e 
with the sp e lling  o f my nam e, Harun El Usm an Faroqhi, until I sim plified its sp e ll
ing in 1969.

]
1944

1945-1953

My fa ther w as Indian. He first tra ined  as a pilot in D e ssa u ; later he com pleted 
his first period of study w ith a Ph.D. on The Hindu-Moham edan Conflict from 
an Economic Point o f View in G ieSen , and then studied m edicine in Berlin. My 
m other w as Germ an and grew up in Berlin. A fte r h e rtra in in g  as a fo re ign -language 
corresp o nd ent, she w orked for a scientific  so c ie ty  and then stud ied  m edicine for 
a few se m e ste rs . In 1947 we m oved to India, w here my fa the r intended to se ttle  
down as a doctor. The civil w ar took us to  d iffe ren t p la ce s. In 1949 we m oved to 
Indonesia w here  my s is te r Suraiya and I w ent to schoo l. F irst in Sukabum i, later 
in Jakarta ; the  school language w as Dutch.

1953-1958

We m oved back to G erm any and lived in Bad G o de sb e rg , a little town near Bonn 
in which on ly five h o u ses had been bom bed, where I a ttended a Je s u it School 
which w as full of the son s of the  econom ic and political elite. I saw  my first 
W esterns and gangster film s in the B urg lichtspie le  cinem a. O ther cultural e xperi
ences: 1958 in C o logne , the  big P ica sso  exh ib ition ; in Bonn at a school theatre , 
Thornton W ild e r’s Our Town.

1958-1962

My father s e t up a d o c to r’s su rgery in Ham burg. We m oved into a te rra ced  house 
and had a M e rce d es . I saw  the world prem iere of B re ch t's  Saint Joan o f the 
Stockyards. Th ings d id n ’t go well at schoo l. I w ent to a d is reputab le  bar every 
day, and th is  helped me to rebel against my father. I ran away from hom e several 
tim es and w anted to be a writer.

1962-1966

I ran away once  and fo r all, m oved to  W est Berlin and, fo llow ing the  beatn iks' 
exam ple, I scraped  a living with casual jo b s  and lived in va rious cheap flats. I a lso  
w ent to e ven ing  c la s s e s  and finally took my A 'leves. O cca sion a lly  I su ccee d e d  in 
getting a p roposed  review  accepted  fo r radio or a new spaper, less  occasionally, 
a sho rt literary text.

1966

Th is year I m ade my firs t film o f th ree  m inutes duration fo r a Berlin te levis ion  
channel. (Zwei Wege/l\NO Paths). U rsu la  Lefkes and I got m arried. I w as adm itted 
to the ju st-o p e n e d  Berlin Film Academ y, the DFFB. I a lso got my driv ing  licence.



«»

I was thrown out of film school with five other students after an intermediate 
examination. This led to a big protest by the rest of the students. In the following 
summer the protest movement swelled enormously and in autumn we were re 
admitted for a trial year. That summer I travelled through Venezuela and Colombia 
for several months in order to have a look at the revolution and the guerrilla move
ment, but I didn’t find them.

1967

1968

For once in my life I was ahead of Godard: at the beginning of the year we disrupt
ed a festival of experimental film in Knokke, Belgium, fortunately not the films by 
Shirley Clarke and Michael Snow. In May my daughters Annabel Lee and Larissa 
Lu were born. I was thrown out of film academy again, this time with around 15 
other students, because of political activity.

1969

My father Abdul Qudus Faroqhi, born 9 March 1901, died on 21 January 1969.

I made a short film with a budget of some DM15,000. (Nicht Loschbares Feuer/ 
Inextinguishable Fire, 1969). The producer at WDR, Reinhold W. Thiel, thought 
that the actors’ way of speaking and acting was not stylised enough, or stylised in 
the wrong way and proposed that all the actors should be dubbed by two voices. 
Night after night I edited the working prints into synchronised loops, which turned 
out to be far too long, as I realised when I did the sound recording in a youth film 
studio where I could work for free. When the film had its premiere in Mannheim 
and I saw it for the first time on screen, I realised you could see my cameraman's 
girlfriend with her blonde curly hair who was taking a joyride in the aeroplane 
we hired to fly over Munich that stood in for a cropduster on a mission to drop 
pesticides over Vietnam. Critics blamed me for technical sloppiness and over
calculation. In those days things were changing quickly and a few months later 
the film was not regarded as awkward or cold any more; it actually gained a 
certain recognition, also beyond the anti-Vietnam War movement.

1970

Hartmut Bitomsky and I planned to film Das Kapital by Karl Marx; the first part, 
Die Teilung alter Tage (The Division of all Days), was completed in this year. We 
read Marx and Marx commentaries and texts on sem iotics, cybernetics, didactics 
and learning machines. Our programme: "to make film scientifically and make 
science politically."

1971-1977

During the production of the second part of Das Kapital -E in e  Sache, die sich ver- 
steht (15x) (Something Self Explanatory (15 x), 1971) -  we overreached ourselves 
completely. Before our daily shoot, with very little money and a small team, we 
had to accomplish Herculean tasks; for example collecting a donkey with a mini 
van and pushing it up three steps, which was much easier than motivating it to 
climb down again. Once Hartmut had to push a dolly with one hand and hold a 
prop into the image with the other, while performing a voice over. Another time we 
had to push a car up a steep ramp, and do so this very quickly because we were 
filming secretly in the Academy, where we were banned.
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Out of stupidity or courage we sometimes gave an entire scene of some minutes 
to an extra from the job  centre. When the film was finished the com rades who 
belonged to political parties were bound to dislike it for the simple reason that 
their own party hadn't comm issioned it; the so-called undogmatic factions found 
it not undogmatic enough: if anybody can be a revolutionary, then anybody can be 
a filmmaker. We had tried to protect ourselves from this kind of criticism with our 
scientific pretension. We had also speculated that with our work we could reach 
film people who were after innovation and that this would offer us a niche in the 
cultural industry. This calculation didn't add up. For the next few years we could 
almost only get casual jobs to make a living. To me it looked as if we were being 
punished. We had tried to exploit the guilty conscience of those who had called 
for ‘revolutionary film’ or had nodded in agreement, but they now didn't want to 
be reminded of their guilty conscience or their nodding.
It wasn’t easy to do anything political in television, firstly because I d idn’t want to 
understand politics as simply content or discourse. I was looking for an advanced 
political practice as promoted by the Groupe Dziga Vertov or Tel Quel, For exam
ple I was against intercuts or shot-countershots.
For a while I tried an alliance with the proletariat in the TV industry, with the female 
editors and cameramen (in those days the former were exclusively female and the 
others male). I talked to editors and published our conversations in the journal 
Filmkritik. We discussed worker participation and how it should affect the quality 
of production. If such participation had been seriously attempted or actually 
achieved, it would certainly not have improved my production possibilities.

In the early 1970s the WDR television channel instigated a series called Glashaus, 
which included TV criticism . I contributed the feature Der Arger mit den Bildern. 
Eine Telekritik von Harun Farocki (The Trouble with Images. A Critique of Tele
vision, 1973) in which I examined the word-image relations in daily broadcasts. 
It wasn't difficult to demonstrate that television images didn’t show what the 
commentary inferred from them.
That language is the key medium and that images are only nominally supposed to 
depict what the commentary addresses. My critique triggered agitated debates 
in the television industry. At that time, public-sector television had no competition 
and a yearly growth rate that was almost equal to that of the overall economy. It 
employed a host of functionaries who dealt with the requirements of the political 
parties, the church and other lobbyists. They also fielded the demands of the 
new political left, which was calling for new and different treatm ents of issues. 
But it was unable to deal with a critique of television’s overall daily practice. And 
many people who were covering new issues (women’s liberation, reform of the 
education system) found my criticism unhelpful.

1977-1979

For many years I tried unsuccessfully to find the means for a film which would show 
that it was the contradiction between the productive forces and the relations of 
production that drove German industry into crisis and to Hitler. As Alfred Sohn- 
Rethel pointed out, they put Hitler into the saddle while they them selves were 
the horse. In autumn 1977 I started shooting with around DM30,000, which I 
had earned from other productions. Everyone in front of the camera received 
DM100 per day, everyone behind the camera DM50. Sometimes we worked in 
comparatively luxurious circum stances: while the lighting was being prepared I 
rehearsed with the actors in Ursula’s flat, where the wardrobe was also located. 
But in the evenings I had to schlep heavy objects, convince an actress about our 
project -  for four or five evenings, in the end successfully.

Shortly after completing the shoot, the body of the murdered Hans-Martin Schley- 
er was found. I had a gun in my flat which we had used as a prop, and in those 
days the police always came to a few hundred suspicious flats after a sensational



event -  they had also called on me a few times. In panic I got rid of the gun -  but 
the police didn’t come. After 10 years they finally knew who was using guns for 
artistic purposes.

After the filming was done I first had to do the work for which I had already been 
paid; and I hadn't kept in mind that you also spend money while you’re earning 
it. Zwischen Zwei Kriegen (Between Two Wars) was completed in the summer of 
1978, and working off its production costs lasted until late 1979. But by then I 
had learned how to earn money. Meaning that I learnt how to make use of the big 
television apparatus. Later on I read that the 1970s were the Golden Age of West 
Germany, and I only learned at the end of the decade how to skim off some of the 
profits. I probably only had the courage to make productions which didn’t fit into 
any programme because I was surrounded by such wealth and energy. From 19 79  
until 2 0 0 0  I was able to make one production every year with television finance, 
sometimes two or three.

1980-1982

For Etwas wird Sichtbar/Before your Eyes Vietnam (1982) I received around 
DM300,000 from ZDF. Two weeks before the shoot in 1980 I realised what I 
hadn't admitted to myself for a long time: that I had sided with the Vietcong 
without dealing with the politics of the victorious comm unist regime and without 
mentioning the boat people or the detention camps. I cancelled, and wrote a new 
script. A year later we began to shoot. We filmed on 35mm and had 50 days on 
location.

1983

We had a few days shooting in a studio belonging to the magazine Playboy in Mu
nich, documenting how the centrefold with the nude girl was produced, (Eln Bild/ 
An Image, 1983) Some 10 years before I had watched a make-up artist painting 
a bad injury onto an actor's body. She rolled some synthetic material into a small 
strand thinner than a tooth pick, glued it on in tiny curved portions, and this 
looked as if the skin had been broken open by a blow from a blunt item and as if 
the injured parts had swollen up -  even before she painted on the blood. I thought 
it would be more appropriate to show how a wound is painted than to show a fight 
that results in a wound.
For a long time I had planned to relate the alienation effect not only to Brecht 
but also to pop art. I had the idea of documenting cultural-industrial production 
processes both at a distance and right down to the last detail with my camera. I 
came back to this again and again. The first of this series is M ake-Up  (1973). It 
shows in detail how a make-up artist paints a model's face. Using a technique that 
was often practised in the silent-film era, he covers a wom an’s face with masses 
of powder, which he then rubs deeply into the skin. Through the addition of black 
or red tones he produces a strong effect of plasticity. He transform s flesh into 
marble, he fossilises female beauty -  later on I used parts of this production in 
Bilder der Welt und Inschrift des Krieges (Images of the World and the Inscription 
of War, 1988). Unfortunately I also staged a few things in Make-Up. The next 
title in this series was Single. Eine Schallplatte wird produziert (Single. A Record 
is Being Produced, 1979), and then later on also Stilleben  (Still Life, 1997). In 
almost all of these cases we were keen to profit from the glamour of the studios 
in which we were filming, in many cases from their expensive lighting.



1984

I received DM80,000 from the Hamburg film subsidy for a film about Socially 
Useful Products. In the workers’ movement criticism of products was mostly 
postponed until after the revolution. But in the 19"1 century there had already 
been a counter-movement, often anarchically inspired, which insisted that work
ers should fight not only for their salary and proper working conditions but also 
for producing something useful. I read a lot of books, brochures and pamphlets 
about the so-called conversion movement, which wanted to turn the armaments 
industry -  which had become obsolete before the end of the Cold War -  into 
something new. I also read Hannah Arendt’s Vita Activa and other works of hers. 
During my research it became clear that it wouldn't be possible to work in the 
mode of an observational documentary film. Instead I had a kind of draft film or 
project film in mind, like Pasolini’s Appunti per una Orestiade Africana (Notes 
Towards an African Oresteia, 1969). Over many years I had collected material (for 
my last two films Between Two Wars and Before your Eyes Vietnam), which then 
went into a script with a kind of plot and characters who kind of carried the plot. 
This seemed an unnecessary detour to me now. I found a way in which I could 
make texts become an issue without the detour of an action. Wie man sieht (As 
You See, 1986) is also the only film of mine that is not sober, but has a som e
what drunken feel. Over the years I had cultivated a way of talking and drinking 
amongst friends in which you produce nonsense in a productive way. I practised 
this almost as an art, but in my work I was always seriously austere.
In 1984 the last issue of Filmkritik appeared, a magazine to which I contributed 
as an author and editor for more than 10 years. During its final years we had suc
ceeded in organising a few television productions in order to earn money for the 
increased printing costs. Once we realised that we would have a yearly deficit of 
DM20,000, we had to quit.

1985

I had dism issed decorating a political issue with a kind of story, but I still wanted 
to do a proper story film. 10  years before, I had read a short newspaper item 
about a man who in the heat of the moment had killed his wife and was now liv
ing with the sister of the dead woman. She pretended to be her dead sister, and 
there were also two children around. I worked on this theme again and again over 
the years, and now the production money came together, almost a million DM. 
It was only while casting that I realised I couldn’t conceive of the actress I was 
looking for as a real person. And when the film was finished I realised that this 
newspaper item had only interested me because it didn’t go into how the living 
woman was a substitute for the desired dead one.
I had to take more criticism and scorn for this film than for any other one, 
especially at its premiere in Hof. It felt as if the West German film business was 
taking revenge for all the impudence that my friends and I had produced over 
more than a decade in Filmkritik. We didn't think much of Fassbinder, Herzog and 
Reitz, and only approved of the early Wenders.
Today I don’t want to see or show Betrogen (Betrayed, 1985). Some of it is really 
silly. The film pretends that it has been shot in 1958, under the restrictions 
of the studio system. In those days I thought that in some minor works of film 
history -  in plot and acting, quite unspectacular -  there would be something that 
was essentially cinematographic, and that this could become a starting point 
for completely different works. This was why Godard appreciated Hollywood and 
even John Ford appealed to Straub. I probably never got rid of this belief entirely. 
Aiming for this core idea is very presumptuous and needs a different kind of 
practical experience.
Before I made Betrayed, the film As you See  hadn’t been finished entirely. It came 
out in spring 1986. The film was rejected by the Berlin Film Festival's Forum and 
the Parisian Festival Cinema du reel only showed it in a side series. It was shown



at the Duisburger Filmwoche and later I was able to sell it to television. B ecause 
I worked for two years on these two films -  for Betrayed I had to defer my fee -  | 
didn’t have time to earn any money, so I was initially very much in debt.

1987

During the late 60s I had heard about a training film that showed managers how 
to cope with their employees. For example, they were supposed to demonstrate 
how to screw someone up and how to praise som ebody else. I couldn’t find this 
film and asked myself if it had existed at all. I now proposed to a TV  producer the 
idea of making a film about management sem inars. It was unbelievably difficult 
to find such seminars. I started to doubt whether they even existed, but then I 
found a coach who wanted to be filmed at all costs and forced his students to 
agree to participate by telling them that if they weren’t prepared to be filmed, their 
managerial skills couldn’t be up to much.
We installed our video equipment, several cameras and microphones in a hotel in 
Bad Harzburg. I became anxious when the meeting room began to look more and 
more like a TV  studio, so I had some floodlights coloured with pink, blue, green, 
purple and yellow foils.
In those days there were only three television channels in West Germany, and 
when the film was broadcast on a Thursday at 8.15 pm the other channels were 
only showing church issues and political debates, with the result that Die Schulung  
(Indoctrination, 1986) reached almost a third of the television audience. I also 
got a lot of letters, mainly from outraged PR agencies and consultants, asking 
what they were supposed to think about what they had seen -  the film had no 
commentary. It was a surprise to me that I could gain more attention with a film 
that had been shot in only five days and edited in about four weeks than with 
other more labour-intensive productions. This film was also a great help with 
getting better funding from television. But what is more important was that these 
multiple production opportunities allowed me not to be restricted to only one 
approach and type of film, like so many other marginal filmmakers are, or have to 
be. I made shorter and longer films one after another or at the same time -  direct 
cinema as well as films with an image-text construction.

I made an application to the North Rhine-Westphalian Film Fund with a paper 
in which I questioned the current status of film and photography, quoting a lot 
of Vilem Flusser, whose work, which had just been published in Germany, I ad
mired a lot. I got the money and also further funding from WDR for this project, 
a 45-m inute-long film. I was now in the very rare situation of having funds for a 
project whose specific mode had not yet been settled. I also had a lot of freedom 
in the choice of subject matter. By chance I read a text by Gunter Anders in which 
he called on people to blockade access to nuclear weapons of mass destruction. 
When it became known in Britain and the US during the Second World War that 
the Germans were murdering millions of people, there was a demand to destroy 
the railway lines that lead to the camps. According to Anders this didn't happen 
but should have happened; and if we were serious about protesting against the 
impending destruction of the world, today we would have to blockade access to 
the missile silos.
During my research I found out that in 1944 American bom bers had taken aerial 
photographs, which also showed Auschwitz, while they were attacking factories 
in Poland from Italy. In these images you could see a train entering the grounds, 
a group of inmates queuing up in front of the registry and another group on its 
way to the gas chambers. The photographs were only discovered in 1977. Two 
CIA employees, who had seen the television series Holocaust, found them dur
ing off-duty research. That images from the cam ps had been taken unknowingly 
and that they could only be read after decades -  that is a strong metaphor. So 
strong that for a long time it was very hard for me to find space for other things. 
The phrase ‘helpless anti-fascist’ still applied to me. In order to avoid being a



'helpless anti-fascist’ you have to contextualise fascism  properly. You can only 
prevent fascism  occurring in the future, or at least know how to fight it, if you are 
acquainted with its roots. In Between Two Wars I had depicted the crisis in heavy 
industry around 1930. The crisis came into existence due to technical innovation
-  the development of the productive forces as Marx puts it -  that undermined 
production relations. Company owners had to look beyond the limits of their own 
property but were not able to do so. They welcomed fascism  in order to institute 
a command economy, in which they wouldn’t lose their investm ents. And because 
they expected Hitler to expand the market with armed force. My film doesn ’t deal 
with the Jews and what was done to them. The only person I show as a victim 
of the Nazi terror is a worker who has gained insight into historical processes. 
The left was often unable to speak about the Jews when they tried to prove 
something -  the same with me. My starting point now was the impending mass 
destruction through nuclear weapons. Hardly anyone responded to this attempt 
to relate Auschwitz to the current armaments situation. I worked on both versions 
(Bilderkrieg/\mages-\Nar, 1987; Images o f the World and the Inscription o f War, 
1988) for about two years, mostly at the editing table. My working day was very 
long -  and around 11 pm I usually went for an endurance run. Often a word or a 
montage idea would come into my mind -  though I didn’t know what I was looking 
for. It often happened that I couldn’t find what I needed and I first had to put all 
my books into alphabetical order before I could go back to the editing table.

1989

I begrudged Michael Klier his idea of making a film entirely out of surveillance- 
camera imagery. (Der Riese/The Giant, 1983). My idea was to depict life in West 
Germany through role play -  from birth to death. This idea can be communicated 
in one sentence; so first I didn't want to write it down and preferred to talk 
about it with the com m issioning editors at ZDF Kleines Fernsehspiel. It had to be 
uttered like a magic spell. But then I did have to write it down -  and got funds 
from ZDF and arte. We were producing for about nine months. Michael Trabit- 
zsch found an institution -  let's say, a group which was holding a breastfeeding 
course. I went along to have a look. Then I had to convince the group to give me 
permission to film them. Sometimes there was a single person who didn’t want 
to be filmed. Sometimes the group agreed, but when it came to shooting there 
was suddenly someone who hadn't attended the meeting before and didn't want 
to be filmed -  so the shoot had to be cancelled. Or meanwhile most of the women 
had already given birth and the course didn't exist any more. There was a huge 
vacant hospital in Berlin-W ilmersdorf which had been given to self-help groups 
by the senate -  groups for women whose husbands were foreigners, groups for 
anorexic or bulimic people, groups for relatives of addicts. The pleasure of organ
ising a political group had obviously been taken over by the necessity of learning 
or managing something. After around 10 months we had found what we were 
looking for -  and even more: a car one could turn around like a suckling pig on a 
spit, in order to practice how to get out of a car that had overturned. Or a military 
exercise by the Federal Armed Forces, where the trainer tells his soldiers to be 
more excited when reporting a tank approaching: "NATO has been expecting this 
moment for 30 years now.”
During the making of this film the Wall came down. With the end of East Germany 
the welfare state of West Germany -  as marked in the film -  also came to an end. 
When I later presented the film in the US people knew what the film was about. 
But this didn’t seem to be the case in Portugal, France or Spain. I thought per
haps that in Catholic countries people learn enough from their families and don’t 
need to have a training course for everything.



1990

My mother Lili Faroqhi, nee Draugelattis, born 9 March 1910, died 31 July 199o.

1991-1992

I saw images of the shootings in Rumania and heard about 60,000 dead bodies. I 
also watched a report about the cemetery forthe poor in Tim isoara, where mutilated 
corpses had been found -  torture victims of the Securitate it was said. Later this 
turned out to be wrong; the bodies had been autopsied in a hospital nearby. 
Baudrillard therefore came to the conclusion that there had been no revolution in 
Rumania, or at the most, a fake television revolution. In 1990 I read a book about 
the fall of Ceau§escu, edited by Hubertus von Amelunxen and Andrei Ujica. I had 
the idea for a film in which a handful of people who understand something about 
politics and images would analyze in detail a series of images from those December 
days in 1989. To make a film like a seminar. I visited the book's two editors. 
Andrei Ujica suggested that we make the film together, and in summer 1991 we 
went to Bucharest. Despite many socialist buildings (school centres, factories, 
housing estates) the journey through Hungary was often like a tour into pre-war 
times. But in the countryside in Rumania we felt as if we were back in the 19“  
century. Two horses were pulling a haywain, the carter was asleep. In Bucharest 
we were able to use a room in the Ministry of Culture as an office. We got an 
office in the building of the art administration in which piles of oil paintings of 
the Ceaucescu’s were stored. We began researching images that had been made 
in the days of the revolution. It was not difficult to gain an overview of the given 
material. First of all, nearly everybody who had been filming in those days knew each 
other: staff of the Centre for Documentary Film, television people, students. A year 
before, television producers from Britain, the US and France had catalogued the 
material. Private people and student organisations had set up small collections. 
But it was difficult to get hold of the best-quality material. Television had many 
hours of material, broadcast by Studio 4 during the revolution, which hadn't been 
taped by them selves. In some cases they had copies viewers had made with VHS 
recorders -  aware of the specialness of the historical moment. When we were 
working in the television building at night, soldiers would hang around with their 
submachine guns, as if the old regime were still a threat. After we had again 
and again seen images showing tens or even hundreds o f thousands of people 
coming together in order to achieve the overthrow of the old regime it seemed 
absurd to call this a television revolution. We dism issed our initial idea of a 
filmed analysis and decided to reconstruct the five days of a revolution, from 2 1  
to 25 December 1989, from various sources of material, as comprehensively as 
possible. We started the offline editing with UMatic low-band equipment in my flat 
in Berlin in summer 1991. Andrei Ujica was based in Heidelberg and joined me 
each time for a week. It wasn't easy to figure out the day and the time the scenes 
had been filmed -  it was important to us that each shot of our montage would 
appear in strict chronological order. In order to find more material we were again 
in Bucharest in autumn 1991. The research took five weeks in total. The outline 
of the film and the offline-montage took around nine months, the post-production 
three months. Nobody had expected such a quick and non-violent collapse of the 
Soviet Union and the Eastern bloc. I would never have thought that a film about a 
revolution would simply fall into my lap. All the more a film about a revolution that 
would not establish, but abolish socialism.

Twice during the editing I was invited by the Goethe Institut to present and 
d iscuss my films in the local institutes, film clubs, film archives and universities 
in the US and Canada. Since then the Goethe Institut has invited me to travel 
to more than 15 countries. For me these various encounters and experiences 
have been a compensation for the fact that since 1992 hardly any cinema in 
Germany has shown my films. Leben BRD (How to Live in the FRG) did go on



release in around 30 cinemas in 1990, when Germany was almost reunited. But 
when Videogramme einer Revolution (Videograms of a Revolution, 1992) had 
its premiere in two cinemas in Berlin in 1993 there were only two people in the 
audience -  in both cinemas.

1993

Before we started the production of Videograms o f a Revolution I had already 
received the commission for a film to be compiled entirely from commercial clips.
I wanted to make som ething like an iconographic study, for example to show 
how a piece of soap com es into contact with the body. It became apparent that 
although there were many such shots, they were too different to edit them simply 
one after another. In a commercial for the soap Cleopatra, for example, we see 
a Queen Cleopatra, followed by a huge entourage, entering a bath of white liquid 
that is perhaps supposed to be a ss ’s milk, accompanied by a brass band play
ing music by Verdi. She places a piece of Cleopatra soap in a little wooden ship, 
puts it in the water and gives it a push. The bath perhaps alludes to the one in 
which Cleopatra had asked Caesar to make her Queen of Egypt; the ship of the 
Egyptian fleet she secretly mobilised against the Romans. So the clip also says: 
the use of this soap transform s a woman into Cleopatra. Verdi -  Shakespeare -  
George Bernard Shaw -  Elizabeth Taylor. You can't undo such a continuum with 
cuts. So I tried to do it with movement cuts: Cleopatra puts the little ship into 
the water and gives it a push -  from this impulse a sledge with vodka whooshes 
across the polar ice. I had to reduce myself to transitions and give the clips an 
order. I wanted to tell the story of one day, from early morning to night, as Vertov 
or Ruttmann had done, but here with material from four decades. It often turned 
out that the material we were given for the offline montage was totally different 
from what we got for the on-line postproduction; there were many versions of one 
clip and not every version was still available. A cut from the Cleopatra ship to the 
vodka sledge was not possible any more because either the one or the other shot 
was missing.
The producer of this TV  production was Ebbo Demant. He had established some
thing special at SWR Baden-Baden: a time slot for documentary films in public- 
sector broadcasting. And he had built up a pool of regular contributors. He tried 
to give a group of about 40 to 50 people the repeated possibility of producing 
something for television. He organised a meeting every other year where films 
were viewed and discussed. He was also the one who made it possible for Peter 
Nestler to produce something for television after some 20 years. I only liked 
a few of the works of these regulars, although I did like more films than I had 
expected.

1994-1995

I thought about a kind of remake of Retraining; I wanted to show how managers 
from the East were being connected to the West. It turned out that the same man 
who had been the protagonist in Retraining seven years ago was now going to train 
the employees of two construction companies from Saxony that had been bought 
up by a company from Stuttgart, in a mountain hotel in Switzerland. The first days 
were completely useless. The seminar was held in an Alpine wood-panelled room 
which was far too small for the more than 40 men and women taking part. And 
they were not very talkative. If a man or a woman did answer a question from 
the seminar facilitator -  then it was quite short. Before one of the two camera
men found the person speaking, who was often also half hidden, and before the 
soundman had placed the boom -  the comment was already over. Only within 
the last two days a useful situation came up; they were performing role-plays in 
which the building employees had to play the com m issioner or the representative 
of the construction firm. The seminar facilitator often gave harsh criticism that



was mostly received with shame and only seldom contradicted. M ost of the par
ticipants had a background as workers or craftspeople and they obviously found 
it dishonourable to speak like management. But they didn't express this and the 
facilitator certainly didn't understand what was going on with them.
When I made a 45-m inute-long film from this material I never even had to make 
a painful choice between two scenes. On the contrary I had to take every scene 
that was merely suitable. I felt like someone who couldn’t do anything but repeat 
his old ideas, and the repetition is even worse than the original.

In the same year I talked to Werner Dutsch from WDR about a film I wanted to make 
for the 100th anniversary of cinema. A film that would deal with the first motif of 
the first film that was ever publicly presented: La Sortie de I'usine Lumiere a Lyon 
(Workers Leaving the Factory, 1895). I watched feature films, documentary films, 
industrial films and also corporate videos. You can see thousands of workers 
leaving the Ford factory in Detroit in a documentary from the 1920s. In Fritz 
Lang’s Metropolis (1926) the worker-slaves wear uniforms, they trudge along in 
synchronised movements with bowed heads.
In Lang's Clash by Night (1952) Marilyn Monroe leaves a fish factory. This makes 
you think about fairytales in which princesses suffer -  they suffer a tremendous 
misery, compared to which ours seem s pathetic, although her suffering probably 
ennobles us if we feel for her.

Over many years, even decades, I had avoided dealing explicitly with the content 
of films. When I was around 20-years old I read closely or repeatedly many crit
ics influenced by Kracauer, whose method of interpretation I had adopted. The 
film A shows a person B who acts in a C way. Accordingly the film expresses that 
the B-person always acts like C, but actually this is bad, because there are also 
B-persons who act in a D way. Or better, who should act in a D way. But when 
I came to the Film Academy and the protest movement arose, when there were 
thousands or even hundreds of thousands of people who thought they knew how 
a film should depict the world -  I looked for another field of activity. I refined 
Kracauer’s method in as much as I said: film A shows how B acts in a C way, but 
doesn’t know that it tells it exactly as if B would act like D. As if the story of a 
female worker were told like that of a princess. In order to avoid the call for films 
having to give an example, I then tried to completely ignore the plot. That went so 
far that I sometimes only paid attention to the space between the protagonists 
and not at all to what they were saying or doing -  which is m ostly also saying. But 
then I realised I had to give up this stance of strict denial. It only now became 
clear that I had stuck to it longer than to communism or revolution.

1994 was a bad year for us. Ursula became seriously ill and had to have an op
eration. It was hard for me to work under these circum stances. I watched every 
scene that might be useful for the Workers Leaving the Factory project several 
times -  more often than I usually would have done, because I couldn’t see how 
they were relevant. According to which criteria should I arrange the scenes, and 
what should the order reveal? During a montage process there usually always 
comes the moment in which I recognise the basic principle of a project, and this 
is the key to every necessary decision. But during this project this moment never 
occurred, so obviously I looked for it afterwards. First I wrote a few newspaper 
articles about Workers Leaving the Factory. I presented the film several times 
together with additional material, which I hadn't or had only partly used, and com
mented on it. I gave one of these presentations in Cologne and it was transcribed 
and published. A year later Workers Leaving the Factory became the starting point 
for an entire conference, about which an entire book was made.



1996

Ursula Lefkes, born 14 October 1935, died 31 July 1996.

1997-1999

In the early 1990s Kaja Silverman and I had had a conversation about Godard’s 
Passion  (1982), which was published in the magazine Discourse. We now planned 
to write a book about eight Godard films. First we watched each film we had 
agreed on in the cinema. In the case of Le g a isa vo ir(1969) we rented a 16mm re
duction print from a distributor in New York that delivered prints to colleges. The 
print was almost 30 years old and apart from red, every colour was almost com
pletely bleached out. Kaja had a so-called ‘analytical projector’ in Berkeley with 
which you could control the projection speed and jog backwards and forwards like 
you do at an editing table. We organised VHS tapes from France, Germany and 
the US. We always began with a conversation, which we taped. Kaja then did a 
transcription, made a text out of it and marked the passages I should work on. 
First I wrote in German and then I roughly translated it. Kaja revised it and I cor
rected it -  again in German -  and so on and so forth. Kaja had the major part in 
our production, not only because the book was produced in English, but because 
Kaja was more experienced in writing. The book was first published in the US. 
We also found a publisher in Germany and Roger M. Buerghel did the translation.
I worked with him on the German version in Berlin, in Vienna and in California 
and also rewrote some passages. Kaja and I did book presentations on both 
continents. We each read our parts, either in German or in English -  although 
not everything attributed to me was always written by me. Kaja had sometimes 
arranged her argumentation as a dialogue between us. The cinematheque in 
Toronto had screened all eight Godard films before we gave our public read
ing. We gave a presentation with video-beamed excerpts from Nouvelle Vague 
(1989) at the Berliner Ensem ble's rehearsal stage. The invitation to this theatre 
reminded me that I had seen Brecht productions here some decades before. In 
those days I would have never dared to dream of an appearance at the Berliner 
Ensemble myself. The auditorium was packed, but to my disappointm ent we only 
sold seven signed books. Our publisher Rainald Gussm ann said that this was not 
such a bad result.
Sometimes friends complained that for five years now, since Videograms of a 
Revolution, I hadn’t made a longer film. Neither a feature-length film nor one that 
could be compared to a book, but merely short films like newspaper articles. 
Christian Petzold thought that my writing and teaching was responsible for this
-  between 1992 and 1999 I taught every other sem ester in Berkeley, mostly to 
gether with Kaja Silverman. My reply of course was that major works only counted 
from a career-driven point of view; that it would be entirely anti-modern to accuse 
an artist of only making drawings and no large oil paintings any more. In fact there 
are only a few filmmakers who make a short film for television, cinema or other 
forms of distribution after having made a feature-length film. And if they do so it 
is seen as something of a comedown. I now realised that I preferred the small 
format because I had nothing big to say. The thing I wanted to contribute to, the 
social revolution, had been forcibly cancelled after all. 1989 was the counter-year 
of 1917.
Of course it was still conceivable to make a feature-length film, a film that would 
have nothing to do with 1917. How to Live in the FRG already had hardly anything to 
do with 1917. But that there were only two people at the premiere of Videograms 
of a Revolution had shown me that cinema didn't even have a symbolic presence 
any more.

In 1995 Regis Durand invited me to contribute something to an exhibition in 
Villeneuve d'Asq (Lille), asking me to make a video commenting on my own work. 
I wanted to work with two sound-image channels. I had been waiting for this
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opportunity since seeing Godard’s Numero Deux  (1975). it was the first time 
in a long while that I had had to write a script again; we filmed it in two days 
in my flat. A script was necessary because in those days I didn’t edit with a 
computer programme but with S-VHS equipment, and you couldn’t have an offline 
montage of two parallel channels. I guess I was anxious that the production of 
a two-channel video wasn't artistic enough, so I asked my assistant Jan Ralske 
to look for some old blackboards. He found some on the street in Berlin-Mitte, 
where a school building was being cleared out. We had them sent to France by 
courier. I then chalked som e quotations from my work on to them. When the 
installation travelled to another art space in Nice the blackboards remained in 
Lille -  and since then I have done without any additional items in my installation 
works. When Schnittstelle  (Interface, 1995) was presented in the exhibition Face 
a L'Histoire in Paris I realised that more than 10,000 people visited the Pompidou 
every day. and if only 10  people per day would see my work during the 100 
days of the exhibition it would still mean thousands more than I could reach in 
cinemateques or film clubs.

In 1996 Catherine David invited me to make a film for documenta X. First we did 
some research in San Francisco at the studios of stills photographers. One woman 
was specialised in food photos and we watched her having som eone count what 
was swimming in a can of soup: how many pieces of meat and carrots, how many 
peas? In the US there are many lawyers who specialise in suing companies who 
show more pieces of carrots in their adverts than there actually are in the cans of 
soup. We agreed on several dates for shoots, which we had to postpone all the 
time; most of them were cancelled in the end. When our cameraman Ingo Kratisch 
finally arrived -  after his flight had been postponed constantly -  we only had two 
days left to shoot, and we could only use a few minutes from the material. When 
we gave back our equipment we found out that the camera distributor, the only 
one left in San Francisco specialising in 16mm, was to close down the next day 
because there was no longer a market any more for this format. It was also very 
difficult to set a date for a shoot in Paris. Photographers are used to constant 
postponem ents because comm issioning agencies or com panies are not able to 
decide what they want. All this meant that my film wasn't ready for the opening 
of the documenta. The film Still Life (1997) actually had its premiere 50 days 
later. When I gave my apologies to Catherine David, she said: "But we aren't in 
Cannes here!"

In 1997 I met Doris Heinze -  at a station or a film reception -  with whom I had been 
on a jury 10 years before. She said that she was now working for the TV channel 
NDR, which produced documentary films that could cost up to DM300,000, This 
was almost three times more than I usually got for a 45- to 60-minute film. We 
agreed on a documentary about the so-called ‘industrial T V ’, the production of 
talk- and game shows, ( Worte und Spiele/Words and Gam es 1998). I was som e
what astonished when the first broadcast was scheduled for half past midnight. 
In the previous years I had often produced my films in collaboration with other 
European TV  channels in Belgium, France, the Netherlands and Austria. Som e
times it was also possible to sell a film to other foreign countries or to resell a film 
whose licence had expired to a German TV channel. Before this I had been only 
able to earn money from production, but never from distribution. Basis Film, who 
had distributed all my films since Between Two Wars, scarcely made any profits 
and paid me -  when things went well -  a few hundred DM per year.
Along with the crisis that hit the independent cinemas in the 1990s the distribu
tion sales also narrowed; some of my films weren’t distributed at all within a year.
I made a little more profit abroad: a retrospective brought in several thousand 
DM. But the costs for foreign-language versions, for handling and shipping, were 
pretty high. In the mid 90s I put all my prints in storage -  which of course meant 
a further narrowing down of income. Nowadays films like mine are only shown in 
film museums and archives; other venues abroad -  also museums -  are only pre
pared to present videos or even DVDs. It’s almost a rule for producers in Germany



that they have to earn from producing, because later they will earn hardly any
thing from distribution. A production contract with a TV channel includes a licence 
for broadcasting and therefore entails a future share. But due to the fact that the 
last payment is made when the film is finished, you get the impression that the 
film won’t have a future. In the 1990s, with some sales and retrospectives, the 
situation improved for a short time, and for a few years it looked as if there was 
an increasing demand for docum entary films. With the end of the decade this was 
all over -  at least for me.

2000-2003

Because I spent half the year in the US I wanted to make films there too. A 
curator of a museum in New York asked me to produce something. I proposed 
an examination of the depiction of prisons in film and video, a study like Workers 
Leaving the Factory. The first meeting took place in SoHo, where I had the most 
expensive lunch of my life. I never heard from the man who paid for it again.

There is no other democratic country in the world where such a high percentage 
of the population is in prison. The amount of prisoners even increases if the 
crime rate sinks -  as in recent years, i once travelled to a prison construction site 
in Oregon with an architect who was employed by an office with several thousand 
architects. He told me about a certain Bentham and his ideas about the panopti
con which were being applied to this building. He had never heard about Foucault 
or about all the subsequent d iscourses in which Bentham's idea had been read 
symptomatically and not as a practical proposal. I travelled from California to 
Camden, near Philadelphia. The main road was totally ruinous, the only functional 
building was the prison complex. A director gave me a tour. He showed me the 
inmates, who could be seen in orange overalls behind glass panels. He pointed to 
a device on the ceiling. These were the ends of gas pipes; there had been plans 
to sedate the inmates at the touch of a button in the case of an uprising, but then 
it turned out that the chemicals would decompose after a few months. He also 
said that the inmates used to be allowed to have barbecues with their families in 
the courtyard. But he had stopped this because he wanted to avoid the possibility 
of the inmates becoming role models for their children -  above all for their sons. 
They had told me that I would be allowed to film in Camden, but then I wasn’t 
allowed to bring the equipment into the building. A few weeks later I again flew 
to Oregon, to a prison I was only able to enter under the condition that I wouldn't 
bring a camera with me. The first thing the guard who gave me a tour asked me 
was where my camera was, so I fetched it from the car. He also allowed me to 
copy a range of archive material. We got in touch with a civil-rights organisation 
which had organised material from Corcoran in California. In this high-security 
prison, guards had shot at inmates 2,000 times during one decade. Five inmates 
had been killed. A wedge-shaped, concrete and treeless prison courtyard; men 
in sportswear who start a fight, other inmates throw them selves to the ground; a 
cloud of smoke crosses the image -  a guard has opened fire. A single person re
mains on the ground and is carried away on a stretcher. A human-rights organisa
tion got hold of these images from a surveillance camera thanks to the Freedom 
of Information Act; I was allowed to copy and quote the material.

At the same time I was researching for a film about shopping mails. I had been 
reading articles and books about the history of retail architecture. I learned about 
astonishing experiments, for example about a studio in which they had tried to 
find out which floor coverings would accelerate the pace of the consum er and 
which ones would slow it down. I had the idea that I could make a film in which 
the all-too-familiar subject of the shopping mall would enfold entirely differently.
I visited the first mall ever built, by Victor Gruen in Minneapolis, and the then 
biggest mall in the world in Edmonton. But after several months of research we 
still hadn't organised a single shoot. Neither the architectural offices nor the



real-estate scouts, neither the interior-decoration com panies nor the eye-tracking 
specialists -  nobody wanted to let us in. Only after a while did I figure out that the 
mall industry wasn’t rejecting us because it wanted to hide it’s secrets. On the 
contrary, the rejection was because there weren’t any secrets, and this shouldn’t 
become public. And it wasn’t so very different in Germany and Austria, where 
most of the scenes of the film were finally shot. (Die Schopfer der Einkaufs- 
we/fen/The Creators of Shopping Worlds, 2001). After the film was broadcast on 
public-sector television the producer Gudrun Handke-EI Ghomri told me that a 
future project with her would not be possible. My film had a viewing figure of only 
5%. Doris Heinze from NDR had already signalled through her behaviour during 
production meetings that I wouldn’t be getting anything more from her in future.

In autumn 1999 Roger M. Buergel called me. He was curating an exhibition at the 
Generali Foundation Vienna with Ruth Noack. Would I like to contribute a film? 
I told him about the project with the prison images, which wasn't progressing 
at that point in time. During a few months I completed a two-channel produc
tion. Because there wasn't enough money in the exhibition budget we made an 
agreement that the work would later be purchased for the Generali collection. I 
had to deliver an outline and called it Ich glaubte Gefangene zu sehen, because 
I had just read the English edition of Deleuze's Unterhandlungen  (Negotiations) 
where he quotes Ingrid Bergmann from Europa 51, saying: "I thought I was see
ing convicts.” In the German version she said something different and something 
different again in the original Italian version. For me this was just a working title, 
but Roger and Ruth had already sent it to the printers, so they asked me to keep 
it. Later several museums and collections wanted to buy the work, but I had 
signed a contract saying that it was a unique work. I still don't read contracts 
that closely, but I always make sure that every work for art spaces has an edition 
of three, with two or three additional artist copies. This installation has often 
been rented out to museums and galleries, around 40 tim es up to now, and each 
time the curator Sabine Breitwieser has insisted that the installation can only be 
shown at a single venue at any one time. I had now already made two works with 
double sound-image channels and I was looking for a subject that invited you to 
set two images in com parison. I thought about image processing, where it often 
happens that a video image is translated into a computer image. The war of the 
allied forces against Iraq in 1991 came into my mind. In those days a new kind of 
image appeared on television: filmed from the head of a projectile flying towards 
its aim -  when it hit its target, transm ission ceased. It was said that these were 
images from intelligent weapons. 10  years later both images and weapons had 
hardly been examined. During the following three years I was concerned with 
these issues and made three installations; Auge/M aschine I (Eye/Machine I, 
2001); Auge/M aschine II (Eye/Machine II, 2002) and Auge/M aschine III (Eye/ 
Machine III, 2003). Apart from that I also completed the film Erkennen und Verfol- 
gen  (War at a Distance, 2003). For the film I received funding from the television 
producer Inge Classen (3sat), for the installation I was funded by art institu
tions. This funding alone would not have been enough to carry out complicated 
research and to film or copy the necessary material. The money for Eye/Machine 
I came from m edia-art institute ZKM , Karlsruhe, because Tom Levin invited me 
to participate in his exhibition Ctrl/Space. The money for the second part came 
from Bruges, which was European Capital of Culture at the time, and for part 111 
I got some money from the ICA in London. All of these were chance connections. 
Before beginning the project I had tried to raise money system atically and asked 
the curator Anselm Franke to apply for money from around a dozen art institu
tions; each would contribute a small amount, for which they would then have the 
opportunity of showing all three works in the end. This didn’t work out, because I 
assume most exhibition makers want to take the initiative them selves: they are 
less interested in contributing to something that already exists than to set the 
stage for something new. As curators they also want to be authors. So I started 
to collect ideas and to wait for opportunities.
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2004

The project about war and im age-processing was still in the doldrum s. Because 
of the secrecy rules in the army and the defence industry it took us weeks and 
months until we were allowed to have a look at anything. When we finally got 
permission to film or copy images, the material was re-examined afterwards -  
in some cases it was a series of images of less than a minute. I was therefore 
eager to make something quickly now, and with a surplus of material. So I 
planned a direct-cinema film about venture capital. During this project we often 
had to take the train at 4 am from Berlin to Aachen or Munich the very next 
day in order to observe the negotiations between venture-capital applicants and 
possible investors. Since we didn’t know the participants and couldn’t foresee 
anything, we sometimes filmed four hours in a row. Even on our way back we 
often knew that we wouldn’t use the material, because the invention at stake 
was an operating application, for example, for which the negotiations had been 
held in a technical language. After around 14 of such shoots we came across an 
ideal situation: for a couple of days two applicants persistently negotiated with 
two venture capitalists about a loan and its price in an office near Munich. All four 
were rhetorically skilled and well able to present them selves, and each of them 
clearly had a different role -  in their negotiations it became immediately obvious 
what the money was for and under which conditions it would be invested. Only 
when the film was finished did I realise that I had never seen extended financial 
negotiations in a documentary film before. The producer of this film was Werner 
Dutsch from WDR, Cologne. I had made Inextinguishable Fire, my first film after 
leaving the film academy, for this TV  channel, and I had worked with Werner 
Dutsch since 1979. The producers in the film department at WDR had initiated a 
programme like those in cinem atheques. The films of Griffith or Eisenstein, the 
American film noir, Sternberg or W estern-series were broadcast here long before 
you could see them in West Germ any's major cinemas. They were also given 
critical introductions. Films by Jean Rouch could be seen, sometimes for the first 
time. The department also produced documentary films, by Hartmut Bitomsky, 
Claude Lanzmann or Marcel Ophuls. In the 1990s the budget for these activities 
was gradually reduced. I think this short boom in the documentary film occurred 
because the producers realised that they could make a documentary for a tenth 
of the amount took for a feature film. It needed a few years before they noticed 
that it was even cheaper not to produce documentary films either. Commercial 
television asserted itself in Germany and throughout Europe during the 1990s. 
The public-sector channels adjusted them selves to their com petitors. Nicht ohne 
Risiko (Nothing Ventured, 2004) was the last film I made with Werner Dutsch as 
producer, who was now going into retirement; the other producers left shortly 
before or afterwards. There was only one successor for all of them. Nowadays the 
WDR has no producers for literature, theatre or ballet. Now there are only animal 
documentaries and films with the actor Heinz Ruhmann against which the WDR 
had always fought, no matter whether they were from before or after 1945. But 
there must have been at least one reasonable person left there, otherwise the 
huge administration buildings of the channel would have collapsed long ago.

2005-2007

If you apply for film funding you have to submit a lot of paperwork, even if it's 
about a documentary film for which you can’t know where you will shoot and with 
whom. This is not expected from an artist. To receive money from museums or 
other art institutions you only need to submit a few pages of text. I received fund
ing from the Kulturstiftung des Bundes (German Federal Cultural Foundation) on 
the basis of a single page, and the juror thanked me explicitly for the brevity with 
which I had explained that I would like to make a film and an installation about 
bricks: how they were produced and laid. We spent a week in Gando, a village in 
Burkina Faso. It is situated in the African savannah, where the roots of the trees



reach the ground water, so the trees are green, but the earth -  when it is not rain
ing -  is utterly stark. We were there in the dry season -  only then do the inhabit
ants have time for a collective work. We watched how hundreds of people erected 
a little clay building that would serve as a clinic. And we observed them working 
on a school annexe, a brick building with three classroom s and an arched roof | 
have never watched people whose life was so different from mine in such proxim
ity and for such a long time. An anthropologist would need weeks or months to 
get into a position like this. Our informant was Francis Kere, who com es from the 
village of Gando and took his matura in Berlin, where he also studied architec
ture. He organises the finances in Europe, including donations, and designs the 
buildings. The school building with three classroom s costs 30,000 Euro. It has a 
roof that keeps away the heat and under which air circulates. Only local materials 
are used for the construction; not even electricity is needed. Apart from this the 
buildings designed by Kere and put up by the village community are very beauti
ful. For this project we also filmed twice in India, and in France, Austria, Switzer
land and Germany. The Viennese art space MUMOK offered me a solo show, for 
which I made a double-channel installation from this material. ( Vergleich ubere in  
Drittes/Com parison via a Third, 2007). The people shown producing and building 
bricks are heard in various languages that are not translated. There is neither a 
commentary nor intertitles. The work was projected by two synchronised 16-mm 
projectors. 16-mm projectors are not produced anymore, but there is a small 
company in Canada that specialises in synchronised multiple projection.

Sabine Breitwieser invited Antje Ehmann and myself to curate an exhibition at 
the Generali Foundation in Vienna. We planned to show works that in a narrower 
or broader sense examine film. Works in different media -  photography, painting, 
sculpture -  that give an insight into what film is or can be. We wanted in every 
way to avoid showing films that were made for the cinema or cinema-like 
situations, and to focus the awareness on the difference between cinema and 
non-cinema. During the preceding years Antje had worked for an exhibition about 
the phenomenon of shrinking cities. She watched hundreds, maybe thousands 
of films which dealt with urban decay or were set against the backdrop of run
down cities. She made a double projection where on the left image you could see 
people -  individuals, couples, groups, sometimes also humanoids or animals, 
taken from all sorts of different films with different production values -  moving 
from right to left; on the right image you could see individuals, couples, groups 
and the same humanoid moving from left to right. (Wege/Paths, 2006). I was 
stunned by how strong an analytical effect could be achieved from a montage 
according to motif and direction of movement. I realised that I had always 
wanted to make simple montages like this and that I had refrained from doing 
so because of producing for television. I had also not yet made full use of the 
newly gained freedom in my work for art spaces. For her installations Antje again 
watched hundreds or thousands of films in search of motifs like the woman-on- 
the-telephone or the man-looking-into-the-mirror. Whatever project I was working 
on -  writing, editing or organising -  I could always hear the sound of all these 
film scenes from the next room, where Antje was digitising them, trying to include 
them in her montages, or m ost of the time dism issing them. It was planned 
that the exhibition Cinema like never before (Vienna 2006, Berlin 2007) should 
include works by Antje, by myself and some that we wanted to do together. We 
did a lot of additional research to find suitable works by other authors or artists, 
some of whom we also comm issioned. At the same time I was also busy with 
other projects, doing research, making plans and organising shoots. Suddenly 
our place turned into a proper production company.
During the preparations for the exhibition Roger M. Buerghel and Ruth Noack invited 
me to produce something for documenta 12. It was supposed to be something 
about the World Cup. For years Roger had wanted me to make something about 
football; he mentioned Bayern Munich and money from BMW. For the documenta 
I had the idea of presenting the Cup Final on 20 screens, half of them showing 
the game from different camera positions: a single player, different players; the
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goalkeepers would each be tracked by a camera over the entire game. The other 
half of the screens would display various analytical methods, the paths of a single 
player or all the players, for example. I decided to use already existing analytical 
system s and to comm ission new ones. Roger told me at our first meeting in 
autumn 2005 that the National Museum in Oslo and MACBA in Barcelona would 
support the project. A few weeks later I wrote to Roger that we had calculated 
the costs for the project and that some 500,000 Euro would be needed. He 
wrote back that he would pass on the figures. Then I heard nothing from him 
for a long time. In February 2006 we were finally in a position to speak to two 
representatives of FIFA, the international football association, in Switzerland. 
Their bosses had decided to allow us to use the material from the cup final for 
our installation. This generosity was lessened a bit by the license fee of 20,000 
Euro that we would have to pay; for FIFA this is a mere tip. The FIFA people only 
got back to us a short time before the Cup Final -  and we only got six instead of 
the promised 26 image tracks. I still had no budget after the Cup Final was over. 
Then we succeeded in getting 260,000 Euro from a cultural foundation. That was 
half of what we had calculated, so we cut down the number of image tracks from 
20 to 12 and we also dispensed with commissioning animations. For over a year 
I hadn’t known if we would get the original material or the money. You could say 
that Roger Buergel’s way of doing things was a bit nonchalant. Even though he 
managed to realise a great many projects for the documenta, also ones that were 
not earmarked in the budget.

Since The Creators o f Shopping Worlds, Matthias Rajmann had been my assistant, 
contributing to every production, first as a researcher only, then also dealing with 
production issues and acting as soundman. He always takes a lot of initiative and 
makes suggestions following from his research, and I often make use of them. 
For this documenta production he had more to do than ever before. For example, 
it took more than three months until a Russian software company in Nizhny 
Novgorod had adapted its software in the way we needed for particular image 
tracks. In this period Matthias corresponded with Russia several hours a day. He 
looked all over the world for companies and research institutes specialising in 
football. He persuaded the ones we selected to collaborate with us, and he also 
coordinated their contributions to our project. He coordinated the production in 
Berlin and Munich, our editing room, the company for the installation technique 
and the graphic designers. This project was very conceptual and certainly modern, 
but it annoyed me that I basically had to supervise and make decisions and could 
hardly contribute anything practically. I therefore edited a track on my laptop, 
even when I was travelling, in trains, in hotels, on a cold Easter day in Jerusalem 
or in Jeonju, a small town in South Korea with a festival, Jeonju International Film 
Festival (JIFF), where many independent films were presented. I had to go there 
in April because the festival had given me some money for a film (Aufschub/ 
Respite, 2007). The three films comm issioned by JIFF -  apart from mine, one 
was by Pedro Costa, another by Eugene Green -  had been presented at the 
Locarno International Film Festival in August 2007. We won a Silver Leopard. I 
was surprised by that, and also by Michel Piccoli, who was in my row and from 
whom I managed to get an autograph, and when I ran onto the stage of the 
open-air cinema in the Piazza Grande, I praised the Jeonju Festival for making 
independent productions possible.

2007-2009

Whenever I taught film I insisted on watching the material in great detail; first 
at the editing table, then with the help of video, today with DVD. Sometimes we 
watched a film -  sequence for sequence -  for four days, scrolling backwards and 
forwards again and again. This method is not at all common in film schools or 
film-theoretical seminars. In fields of study where everything is about words, it 
is also not the usual practice to read and discuss a text line by line, as I learnt



in 2005 when Antje and me met with som e friends once a week in order to 
read and discuss texts together. Everybody in our group -  with the exception 
of myself -  had studied either literature and/or philosophy and everybody had 
only experienced this kind of reading in self-organised groups outside university 
Amongst other texts we were also reading Giorgio Agamben's Was von Auschwitz 
bleibt. (Remnants of Auschwitz: The W itness and the Archive). Additionally We 
also re-read other texts about the camps and watched films about them, which 
I also showed and d iscussed in my class in Vienna, at the Academy of Fine 
Arts. A particular scene in Erwin Leiser’s Den Blodiga tiden (Mein Kampf, 1 9 5 9 ) 
and Alain Resnais’ Nuit et brouillard (Night and Fog, 1955) caught my attention- 
men, women and children are getting on a train that will take them to Bergen- 
Belsen, Theresienstadt or Auschwitz. This material was shot in Westerbork in 
1944. Westerbork, situated in the north of the Netherlands, was at first a camp 
for Jewish refugees from Germany. After the Netherlands’ occupation by the 
Nazi Germans it came under the control of the security forces and was renamed 
Polizeiliches Judendurchgangslager Westerbork (W esterbork Police Transit Camp 
for Jews). Around 100,000 people, most of them Jews -  according to the Nazi’s 
concept of race -  and also a few hundred Roma and Sinti were brought here 
and then transported to other camps. Only a few thousand survived. Westerbork 
was a special camp, in which many inmates wore civilian clothes and where the
SS was hardly visible. There were no beatings or murders; food was scarce, but 
nobody starved to death. And there was a hospital, a laundry, a kindergarten; there 
were religious services and cultural events, concerts and cabarets. The camp 
administration was carried out by inmates: inmates registered the newcomers, 
served in different camp police groups and drew up the weekly deportation lists
-  although the leader of the camp, SS man Albert Konrad Gemmeker, had the 
last word. Gemmeker comm issioned the photographer Rudolf Breslauer, a Jewish 
refugee from Germany, to shoot sequences with two cam eras for a film about the 
camp. Some pages of the script have survived:

C lose-up: the commander in uniform, at his desk reading the certificate. Behind 
him on the wall, the Fuhrer's image. The commander stands up, presses a bell 
button.

Cross-fades: the junior squad leader enters the room, approaches the commander, 
helps him into his coat, gives him his leather belt, cap and gloves.

Cross-fades: the command building, from the front. The commander leaves the 
building, approaches the camera on the middle path.

These scenes were never realised or did not survive. Gemmeker told the court 
after the war that he had intended to make a film about the camp for its visitors
-  a kind of record of achievement for his superiors.
First I ordered a DVD with documentary footage shot by Breslauer from the West
erbork memorial. When we first watched this material in my seminar, we all had 
a hard time reading these images. One student pointed out a man in the camp's 
railway station who was helping a policemen to close the sliding door of the 
wagon in which he himself was being deported. Almost everybody getting on the 
train was carrying luggage, and we realised that you have to consider that all their 
belongings will be taken away by the Nazis as soon as they arrive in Auschwitz. 
Taking this into account, the bundles, parcels and blankets being dragged along -  
which usually indicate a com pulsory change of location -  turn into tragic signs.

I read more about Westerbork during the following months, an extensive diary for 
example, written in the camp by the inmate Philip Mechanicus. He doesn’t mention 
the film shootings, but he reports that in 1944 many of the inmates were afraid 
that the camp would soon be closed down. He also thinks that the SS wanted 
to maintain the camp in order not to be sent to the Eastern Front. So it is also 
possible that Gemmeker wanted the camp to be filmed to prove its usefulness for



the war economy. In the images of the deportation from Westerbork to Auschwitz
-  and here we see the film's only close-up -  we can see a girl wearing a headscarf 
and looking timidly or anxiously into the camera. This image has been reproduced 
frequently. In 1992 the Dutch journalist Aad Wageaar successfully identified her 
after a year’s research: 10-years old Settela Steinbach, a Sinti. In one of the 
film’s sequences he discovered an inscription of a name and date of birth on 
the suitcase of a woman who was being brought to the train in an invalid-chair. 
From the deportation lists he was able to work out the date of the shoot. He also 
discovered the number 74 written in chalk on a wagon, and that this number had 
been crossed out and corrected to 75 when the train left -  so a further person 
must have been assigned to this wagon.

I repeatedly discussed what I was reading in the seminar in Vienna. We looked 
again and again at some details of the images and tried to understand the 
motivation behind certain scenes with the help of our background knowledge. I 
decided to make a film in the spirit of such studies, a film that would also depict 
the process of examining the images. The raw material was silent, so I kept it 
like this and only added some intertitles. I wanted the images them selves to 
speak. (Respite , 2007). Television doesn't show any silent films. Music, sound 
or a voiceover are always added because of the anxiety that the viewers might 
immediately think that there was something wrong with the transm ission or their 
television set. So I didn't even try to find television money for this project. But the 
TV channel 3sat did actually show the film without sound in 2009, although at a 
very late hour -  this might have evaded the attention of the programmers higher 
up. Inge Classen, who programmed it, told me that she had only once shown a 
film without sound, Un chant d'am our (A Song of Love, 1950) by Jean Genet.

In 2007 I finished quite a few projects I had been working on for years, including 
Ubertragung/Transm ission. When we were in Washington in 2003 to do some 
archive research for Eye/Machine and War at a Distance, we saw that almost 
everybody who visited the Vietnam War Memorial touched either the stone or the 
names of the more than 50,000 dead engraved there. It was Antje's idea to make 
a film or installation about the behaviour of these and other visitors to memorials 
all over the world. The opportunity to realise this project came about a little later, 
when Christoph Schenker of the Zurich Academy of the Arts invited us to make a 
work to be presented in a public space. During the following years we were always 
on the look-out for places where people would touch a stone or a sculpture. The 
visitors to St. Peter's Cathedral in Rome probably touch the foot of the Petrus 
sculpture in order to gain some of its holiness. But in the Jesuit Church in Munich 
they pat the cheek of the bust of Father Rupert -  who was an anti-Nazi -  because 
they want to pay respect or to console him for his sufferings; so here they want 
to give and not to gain. We filmed many types of magical touchings, efforts to 
transmit something invisible.

The work was installed in a tram station in Zurich. A flat screen was fitted next 
to a WC. When I came to this place shortly before the official opening, I saw that 
there was a bench in front of the screen with two hom eless people sitting on it. 
They already seemed to know the film very well and predicted what was coming 
next. But many people waiting for the tram didn’t  give it a second glance. When 
the bar tables with snacks and aperitifs had been set up, I spoke to a technician 
about how to enhance the quality of the sound. Then there was a honk behind 
me: a cleaning vehicle was approaching the station. Two men began cleaning 
the concrete floor with a high-pressure device. A bystander took photos of this, 
whereupon a cleaning man threatened to punch him. This must have intimidated 
me, because when one of the men also begun to clean the wall where my screen 
was embedded, I was struck by the thought that the tram station had already 
been spotlessly clean even before they started to clean it. The next moment the 
screen faded out. When the technician took a look at it, water poured out of our 
installation. So there was no ceremonial opening. We went to a dinner where I
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was introduced to Mr and Mrs Schwyzer-Winiker, whose foundation contributed a 
lot of money to the project Kunst Offentlichkeit Zurich. Usually you have to explain 
a film in order to get money for it; here politeness required me to explain my film 
after I had spent the money on it. The equipment had been paid for by the city 
of Zurich, and municipal workers had destroyed it. It took a few weeks until they 
found a way to repair the damage.
In January 2009 we had a two-day shoot in the military base of Fort Lewis, near 
Seattle, Washington. Fort Lewis is 40 square kilometres in size and has up to 
40,000 inhabitants. We were in only one building with som e seminar rooms next 
to a canteen. We were filming a workshop in which civilian therapists explained 
to army therapists how to work with Virtual Iraq, which is used in the treatment 
of soldiers and ex-soldiers who had been traum atised in the war. Immersion 
Therapy lets the traum atised patient repeat his or her crucial experience, retell 
it and re-experience it. Virtual Iraq, or VI, is a computer-animation programme 
which is supposed to make the immersion, the diving into the source of the 
trauma, easier or more powerful.

The civilian therapists who work for the companies and institutions that develop 
and distribute the VI system , and who are also in charge of the supervision, were 
dressed like lawyers or business p e o p le -m o s t of them were women. The military 
therapists -  the majority were men -  wore camouflage uniform s. They kept their 
jackets on, which was advisable since the heating system  hardly worked. The 
rooms were carelessly furnished, the ceiling lighting -  as we learnt -  hadn't 
functioned for years. There are hardly any private com panies that would hold 
their seminars in run-down rooms like these. Such austerity -  I also saw this in 
the Bundeswehr -  stands in bizzare contrast to the usual waste of the military. 
We were alloted three go-betweens, one person for each member of our crew. A 
PR woman was flown in from the Pentagon in order to monitor/advise us.
The civilian therapists first gave rather half-hearted talks with image examples. 
Afterwards role-playing. The therapist sits at a computer, wearing a headset. 
The patient sits or stands next to him, wearing data -specs. These show the 
Virtual Iraq imagery. There are two locations: one is a desert road, which is driven 
through by a Humvee. The other is a city with a market place, a mosque, large 
squares, narrow alleyways and houses you can walkthrough. The patient chooses 
his path, the therapist selects incidents. The therapist can lead the patient into 
virtual am bushes or make him witness terrible assassinations. He can choose 
between accompanying sounds of helicopters, muezzins and explosions of all 
kinds.

During the role-plays everybody was cooperative. You might think that a patient 
would say that these two scenarios with only a few choices would have nothing to 
do with the cause of his trauma. But it became apparent that the role-plays which 
were attended by military therapists alone, lacked a certain degree of fantasy 
and tension -  so we could only use very short sequences from them. Most of the 
military therapists chewed gum as if they were just ordinary soldiers.

Then something really extraordinary happened. One of the civilian therapists who 
was playing a patient described a patrol walk through Baghdad. It was his first 
mission and he had been assigned to a certain Jones. They had been ordered to 
clean the streets, which basically meant pulling down propaganda posters. Jones 
suggested separating and that each of them should see to one side of the street. 
This was against orders, but they did it. When he went into a courtyard, he heard 
an explosion. He ran over -  at this point the patient faltered and began to ramble. 
The therapist playing the therapist interrupted him: what had he seen?

Soldier: “When I went around the corner, I heard this explosion. I thought to my
self: Shit! No! I immediately turned around to look for Jones, but I couldn’t see 
him anywhere. Damn! I immediately ran to the other side ... I can't see him any 
more ... I ran over to see what had happened. There was smoke everywhere ..."
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Therapist: "You’re doing great! What did you see there?”

Soldier: "When I arrived, I saw ... that there was nothing left above his knee.”

At this point he broke down. In the following session he repeatedly asked to 
stop, insisting that he couldn’t bear it any more. The therapist insisted on 
continuing. He hesitated, stuttered and got caught up several times in self
reproach and attempts to explain what he was thinking back then. His acting was 
so convincing that friends of mine, to whom I had explained our film (Immersion, 
2009) nevertheless believed that they were watching someone recounting a real 
experience. The press officer who had given us permission to shoot also thought 
that it was real.

The images that were made to provoke a recollection of the trauma are very simi
lar to the ones with which US soldiers are now being trained and prepared for the 
battlefields. I would like to deal with this in my next work.
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