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14 REBEL REBEL
»DAS LEBEN IST FANTASIE ...«
Eine Weisheit aus einem Videospiel steht am Beginn der 20-minütigen Zweikanal-Videoinstallation Rebel Rebel, die so tut als
würde sie den Alltag einer jungen Deathcore-Band zu dokumentieren.
In zehn Sequenzen nähert sich Martin Brand dem Sänger David Beule, ohne ihm dabei zu nahe zu kommen und erzeugt doch
Momente konzentrierter Intimität. Weil dabei auf Sprache fast vollständig verzichtet wird und die wenigen Worte nicht in den Dienst
der Erzählung gestellt werden, erscheint das Material in seiner Beiläufigkeit zunächst beinahe willkürlich ausgewählt und arrangiert.
Erst allmählich erschließt sich die, dem dokumentarischen Band-Film entlehnte, Narrationsstrategie: Band-Alltag, Szenen aus
Proberaum und Studio, private Momente, Clownerei vor dem Auftritt und das tatsächliche Konzert als Gipfelpunkt. So zeigt Rebel
Rebel eine gewisse Nähe zum Dokumentarfilm, dessen Strategien aber gleichzeitig unterwandert werden. Die übliche Ordnung
und Wertung des Film-Materials wird in Frage gestellt. Die scheinbare Weigerung, das Material zum Instrument der Erzählung zu
machen, betont den Materialcharakter und die Authentizität der Aufnahmen. Anstatt die Authentizität aber konsequent als Mehrwert
auszustellen, nimmt die Kunstfertigkeit der Montage und speziell die elegante Bespielung der beiden, nebeneinander projizierten
Kanäle den dokumentarischen Druck vom Material. Eine Szene zeigt den Lead-Sänger David Beule und den Gitarristen beim
gemeinsamen Einsingen vor dem Konzert. Die zeitversetzt wiedergegebene und an der Mittelachse gespiegelte Szene wird zum
Zweikanal-Kanon montiert. Der bewundernd-verwunderte Blick des Gitarristen auf den Sänger wird durch Doppelung und Spiegelung aus der Szene herausgelöst und vom peinlich Entblößten befreit. Ein beinahe begehbares Gefühl der Nähe entsteht, das von
Davids Brüll-Gesang angenehm kontrapunktiert wird.
MARTIN HEINDEL
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62 REBEL REBEL
AM: You come to the group as an outsider and as an artist you keep a professional
distance from the people you film, and yet it is clear that the interaction involves a
high level of trust. Does it take a lot of preliminary work to win this trust?
MB: Yes it does, I have to put in a lot in order to achieve this. I’m interested in a scene
because I was never part of such a scene. That was the motivation for my first works in
this area: I wanted to get acquainted with a world, which up until that time, I had only
been aware of from the outside. I wanted to find out more.
AM: Do the young people you filmed expect anything to come out of the film as a
medium? Do they expect that it will help them?
MB: Yes indeed, media such as film or photography can awaken hopes – that can certainly
be tricky. I try to make things clear from the beginning, that I don’t make any ordinary middle
of the road music videos, for example, and that I am not a talent scout for a big record
company. They can decide for themselves if they want to take part in my project or not.
AM: Since the mid-nineties, the dividing line between film as an art form made in
a documentary style and artistic documentary film has blurred. For Runa Islam
multi-perspectives and decentralization are the defining features of the documentary
approach in her films.1 The video artist Marcel Odenbach speaks of “fictionalization
processes”2 rather than documentary processes. Rebel Rebel has elements of the
documentary genre, but the instillation-oriented manner of presentation and the
aesthetic manipulation of the material clearly mark it as a self-reflective artwork.
By bringing the insignificant to the fore, by way of these changes, you integrate
the piece into the meaning-generating system of art.3 How do you approach the
relationship between documentary film and art film in your art practice, and is it
necessary for you to distinguish between the two genres?
MB: Most of my work is based on documentary photographs, not on staged takes in a
classical sense. But there are intermediate types, such as the documentary photographs
that are influenced by scenic interventions, and these are just as numerous in my case.
Then there are works that function more like moving pictures and others have something
narrative, something film-like about them or a combination of modes. In no way is

my aim to make a classical documentary or feature film. Working with documentary
photographs enables me to reflect on our ways of seeing and gain an understanding
of our society and ourselves.
AM: In the museum Villa Stuck the film Rebel Rebel is being presented in the Alte
Atelier of the ennobled artist Franz von Stuck. Fitted out like a ceremonial hall, the
Alte Atelier was first an artist’s studio but grew in significance as a kind of sales and
exhibition space or even a dining hall. Its location at the center of the building with
a view of the balcony and the Prinzregentenstraße underlines its importance as the
‘shrine of the house’. In the studio there is an ‘Altar of Sin’ staged by Franz von
Stuck, with the scandalous picture Die Sünde (The Sin) at its center, mainly devoted
to art and Eros. What role does this Alte Atelier, this hallowed art site play for you, as
a location for your presentation? It isn’t a White Cube, is it? Does that matter to you?
MB: Well, the work Rebel Rebel wasn’t created in connection with the Villa Stuck. But when
we visited the space it soon became clear to me that I would like to show the work in the
Alte Atelier. It was just this connection with the ‘Altar of Sin’ that fascinated me about
this place, that it was the shrine of the house. Its grandeur, its magnificent design, its
lavishness – this space is already an artwork, although it was originally supposed to be a
place where artworks were made. In Rebel Rebel I see a whole row of exciting interfaces,
you only have to think of the opulent tattoos of the musicians. Of course, here there are
more clichés, but it is also possible to appreciate the elaborate body ornamentation as a
personal expression of self.
AM: The frieze painted by von Stuck with the heraldic beast of the painter, a centaur
with clenched fists, and motifs expressing the wildness and libidinous instincts of
such hybrid creatures, can well be compared with the archaic, unbridled and somehow
instinct-driven expressiveness of the musicians in Rebel Rebel. Do you also see any
common ground between the scandalous picture The Sin and the deathcore scene?
MB: If you put yourself back into those times, then the ‘Altar of Sin’ is certainly borderline,
a daring piece by the artist. And provocation also plays a big part in today’s world as it
does of course in the deathcore scene. But for me, the impact and atmosphere of the

space is more important – that’s where I see the most connections to my work. The room
is very strong; it has enormous presence, which should not be ignored when presenting
an artwork. The work has to assert itself or submit – at best, the space and the work
enter into a vibrant interaction with each other.
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“LIFE IS FANTASY ...”
Words of wisdom from a video game mark the beginning of the 20-minute, two-channel
video installation Rebel Rebel, which seems as if it were documenting the everyday life
of a young deathcore band.
Martin Brand approaches singer David Beule in ten sequences, and without getting too
close, creates moments of concentrated intimacy. As practically nothing is said, and
the few words spoken do not serve the narrative, the casualness of the material at first
seems to be the result of an almost arbitrary selection and arrangement. The narrative
strategy, borrowed from the documentary music-group film, is only gradually revealed:
the band’s everyday life, scenes from rehearsal rooms and studios, private moments,
clowning around before the performance, and as a high point, an actual concert. To a
certain degree, Rebel Rebel approximates to a documentary film, while at the same time
subverting its strategies. The customary ordering and assessment of the film material is
thrown into question. The apparent refusal to instrumentalize the material for the narrative
underscores the material character and the authenticity of the takes.
Instead of consistently exhibiting authenticity as an added value, however, the material
is relieved of the pressure to be documentary by the skill of the montage and in
particular the elegant use of two channels with parallel projections. One scene shows
the lead singer David Beule and the guitarist warming up before the performance.
This scene, run with a time lag and mirrored on the center axis, is assembled into
a two-channel projection. The guitarist’s admiring yet puzzled gaze at the lead singer
is separated out of the scene through duplication and mirroring, leaving no suggestion
of embarrassing exposure. An almost tangible feeling of closeness is created, and
pleasantly counterpointed by David’s shrieking.
MARTIN HEINDEL

20 PUNKS
Es gibt keinen Ton, nahezu keinerlei Bewegung und doch sprechen die beiden zu uns, oder?
Er verteidigt seinen Lebensstil mit leichtem Trotz im Blick: Ich leb auf der Strasse, na und? Was geht dich das an? Du langweilst
mich. Sie will mit Sanftmut und mütterlichen Streicheleinheiten überzeugen. Sie sagt: Es ist gut so, wie es ist. Oder sagt sie:
Du kannst mir nicht verbieten, meinen Freund zu streicheln. Bist du eifersüchtig? Schau, ich mach einfach weiter, ganz langsam…
Gefällt dir das? Oder: Mach dir keine Sorgen, ich kümmer mich um ihn. Oder bilde ich mir das alles nur ein? Beobachten die beiden
uns? Unser Äußeres? Versuchen sie aus unserer Kleidung, unseren Haaren, unseren Gesten, unserem Verhalten, unseren Blicken
Rückschlüsse auf unser Leben, unseren Beruf, unsere Identität zu ziehen?
Von dem minimalistischen Video-Loop geht eine beinahe hypnotische Anziehungskraft aus. Eine leichte Zeitlupe und die in einer
zarten Brise wehenden buntgefärbten Haare erinnern an die Ästhetik eines Werbeclips. Nichts passiert und doch erzeugen die
wenigen Bewegungen der Augen, der sich unter den Atemzügen des Jungen hebende Brustkorb und die stete Streichelgeste des
Mädchens eine enorme Spannung, ja sogar Angst, Angst etwas zu verpassen, zu übersehen oder nicht zu verstehen. Wohin hat der
Junge gerade geschaut? Reagiert er auf eine Anweisung? Oder vergewissert er sich bei dem Mädchen, dass er seine Rolle richtig
spielt? Und woher kommen alle diese Fragen? Liegt der Sinn des Videos nicht nur im Dargestellten?
Die spärliche Handlung des intrafiktionalen Kommunikationssystems lenkt die Aufmerksamkeit des Betrachters ja zwangsweise auf
die Kommunikation zwischen Kunstwerk und Betrachter. Denn auf der Suche nach einem Sinn oder einer Botschaft, werden ständig
Sinngebungsprozesse in Gang gesetzt, und dem Betrachter wird bewusst, wie er sich selbst beim Zusehen zusieht.
MARTIN HEINDEL
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64 PUNKS 2011, SINGLE-CHANNEL VIDEO
A portrait of two young punks: a couple, outdoors somewhere in the public domain.
He is sitting between her legs wearing a big heavy metal chain looped several times
around his neck over what remains of a T-shirt cut down the side. His hair is blowing
gently in the balmy summer breeze in a film that is running slightly slower than usual.
His girlfriend has a carefully dyed extra-long fringe and is dressed in a much less unruly
manner than he is in a batik top and artfully torn fishnet tights. She is running her fingers
tenderly, almost casually, along his upper arm. The accurately edited loop repeats the
small gestures of affection, again and again, slowly. At one point her hand moves on
timidly, past his armpit and under his T-shirt. This is the only change of scene that
Punks has to offer. The two are looking steadily straight ahead, directly at the camera.
The tender minimal movements are the only activity that indicates the moving-image
aspect of this work.
Like many of Martin Brand’s films, Punks is characterized by an almost casual
presentation of a wealth of detail and a careful reading of the signs. There is a cautious
approach to the arsenal of youth-culture signifiers promising their wearers a sense
of belonging in the difficult phase of adolescence and providing stability through
recognizable symbols: suits of armor consisting of signs that rest temporarily like
corsets on insecure bodies. Although they might want to look like punks at first glance,
these are not unkempt figures, are not Sterno-drinking runaways or scrounging
beleaguerers of underground railway stations. No, their skin is looked after, his body
is in good shape (possible from school sport), while hers is protected by a layer of
puppy fat. They probably smell good. Only gradually do we notice the huge black,
almost brand-new mountain backpack that the girl is leaning against. For her it is like
a discreet third party serving her as a support, rather like the support she gives her
boyfriend. The backpack also shields her from the cold concrete of the federal German
inner city – cradled, held, even while on the road, bought with saved pocket money
or a Christmas gift from her parents. No, not runaways. More than
likely they are Interrailers.
DOMINIKUS MÜLLER

ANNE MARR: In contrast this work is a double portrait – of a loving couple.
MARTIN BRAND: This picture was taken near Cologne Cathedral – one of the punks was
already known to me. Then I saw the two of them sitting there and asked them if they were
interested in taking part in my portrait project. It was not unusual for people to prefer posing
together for a portrait and this was the case with these two punks. They were sitting there
basically as you see them in my picture, except that I lit them better, so to speak. I didn’t
realize that this shot would become so important for me until later.
AM: Why do you find this work so special?
MB: It’s mainly their expressions that capture my imagination. At first you see two punks
that have given themselves a protective shell through their hairstyle, clothing – he’s hung
about with chains. The punk as enfant terrible – this works as it always has done. But when
you look at their faces and eyes, you can’t miss this incredibly intense, soft, gentle, tender
exchange of glances – the kind of contradiction that runs through all my work.
AM: Belonging to a group is for young people an important component of growing up,
that gives them reassurance. Many resources are exploited to achieve this construction
of identity. In your film portraits, you disarm these young people to a certain extent,
since only their expressions are central and the accessories, such as the dangerous
looking metal chains, merge into the background. When making these film sequences,
did you have the impression that for the subjects the effort was not only physical? That
presenting that gaze was difficult as it revealed what one would rather keep hidden?
MB: The film portraits are demanding and tiring, on the one hand, but on the other they
are concentrated moments of introspection. When the camera is running, time passes very,
very slowly – those are intense seconds and minutes with a lot going through one’s head
for a while. And this awareness of time, this calming down, this stopping time – even
without making a photo that really freezes time for an instant, the time in the shooting
somehow seems to stand still. That is a special experience for me and for my sitters.
AM: Is that because the relationship between how we see ourselves and how others
see you is being tested?

MB: That’s right. The person realizes that he is revealing something that he would rather keep
to himself. He allows a peep behind the façade and that of course is my intention. That’s the
underlying idea in this work, that the viewer can see more than just a cool picture of two punks.
AM: You also manage to throw into question society’s view of subcultures that is
implicit in the viewer’s angle. You stress that you are not interested in the subculture
in its own right, but in the people who are hidden behind the scene-codes of this
subculture. But don’t you also have an interest in mediating, in dismissing the fear
and prejudices of the viewers towards punks, for example?
MB: No, that’s not what I’m interested in at all. I’m not an expert on subcultures and have
absolutely no missionary zeal in this respect. I don’t want to convince anyone that punks
aren’t that bad after all (laughs). Whoever believes this should go out and try to talk with such
people – that’s exactly what I did at that time. I myself was never a part of any such youth
movement or subculture, perhaps I would have enjoyed it. Later, I noticed that there are
people who I instinctively avoid and seem to be afraid of in some way – that for me was a
good reason to find out more. Why am I so wary of such people? Are they really a threat?
AM: Do you see yourself as an all-knowing narrator? Do you know more than the viewer?
MB: Of course I know more than the viewer, but that doesn’t matter at all for the reception
of the work. I believe every single viewer has the opportunity to appreciate my works, even
though they were not present when the shots were made and couldn’t get to know the
people personally, as I did. The work functions quite independently of any single individual
– I don’t make work about anyone particular, and so no names are given.
AM: What role does the loop play in your work?
MB: The loop plays a big role in this work. Most of my other portrait pieces function in
principle like a slide show. You see a portrait for two minutes and then you see the next one.
In Punks I have one motif only, and the picture hardly changes at all, only certain details.
I understand this as a deliberate attempt to approximate to the panel painting, which has
always fascinated me. For this reason I like to present this work on a monitor within a frame,
like a picture hanging on the wall. The unusual thing about this panel picture, of course, is

that it does actually move. Even if it always shows the same thing, the minimal movements
are perceptible: you can see wind ruffling hair, the eyes blinking and hands moving slightly.
It communicates the idea of a moment that is so beautiful you would like it to go on forever
– and that’s what this picture is like for me. To enhance this aspect I decided to slow down
the speed a little and have the image repeating endlessly.

There is no sound, almost no movement, and yet it is as if the two speak to us.
He defends his lifestyle with a look of defiance: So I live on the street, what of it? What’s
it got to do with you anyway? You’re a bore. She uses meekness and tender loving care
to persuade us. She says: Things are ok as they are. Or else: You can’t stop me caressing
my friend. Are you jealous? Look, I’m still doing it, very slowly … Do you think it’s ok?
Or else: Don’t worry, I’ll look after him. Or am I just imagining it all? Are the two observing
us? What we look like? Are they trying to make guesses about our lifestyle, our jobs, our
identity, on the basis of our clothes, our hair, our gestures, our behavior, our expressions?
This minimalist video loop exerts an almost hypnotic power of attraction. The slight slow
motion and the dyed hair blowing in the gentle breeze are reminiscent of the aesthetic
of an advertising clip. Nothing much happens, but the few eye movements, the boy’s
thorax rising and falling with his breathing, and the girl’s constant caressing create a
great tension, even fear, the fear of missing or overlooking or just not understanding
something. Where did the boy look just now? Is he reacting to directions? Or is he looking
at the girl for reassurance that he is playing his role correctly? And where do all these
questions come from? Does the meaning of the video lie somewhere beyond what it
presents? The lack of action in the intra-fictional communication system necessarily
draws the observer’s attention to the communication between artwork and viewer. For in
our search for a meaning or a message, our interpretive processes are being constantly
mobilized, so the viewer realizes that he is observing himself while looking.
MARTIN HEINDEL

30 MATCH
Eine Novelle. Ein Fundstück. Eins unter Myriaden, angespült am Saum des unermesslichen Meeres mit Namen Internet, ein Fundstück, das kündet von der unermesslichen Freiheit und der ähnlich üppig dimensionierten Dummheit des Menschen. Ein Fundstück,
das mehr ist als die Summe seiner Teile. Denn das Schlachtengemälde, das hier vor uns ausgebreitet wird, multiperspektivisch
und beweglich zwar, ist was Taktik, voyeuristische Schauwerte und blutrünstige Komposition angeht wahrscheinlich eher unteres
Mittelmaß. Aber die Geschichte dahinter ist eine unerhörte Begebenheit: Eine verabredete Hooligan-Schlacht mitten im Nichts.
Mit herausgeberischer Sorgfalt arbeitet Martin Brand das gefundene Material auf. Er synchronisiert die spektakulär schlechten
Bilder der drei Kameras, ersetzt fehlende Bilder durch Weißblenden und lässt die drei Filme mit halber Geschwindigkeit nebeneinander ablaufen. Nur der Ton wird künstlich nachbearbeitet. Eine Schleife aus Stimmengewirr, Vogelgezwitscher und schwerem
Atmen, ersetzt die drei Original-Tonspuren der Kameras und bindet die drei Perspektiven an einen Ort, an einen Blick: Den des
Betrachters. Ihm liefert Brand die Handelnden aus. Wegen der schlechten Bildqualität muss niemand befürchten, identifiziert zu
werden, doch mit dem analytischen Blick des Gelegenheits-Feldherren lassen sich (Truppen-)Bewegungen, Laufwege und Handlungen nachvollziehen. Und es können Vermutungen angestellt werden über das, was hinter den weißen Bildern versteckt ist.
MARTIN HEINDEL
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66 MATCH 2005, THREE-CHANNEL VIDEO INSTALLATION
On three channels: an open field filmed simultaneously by camcorders from different
angles; occasionally we see cars along the side of the road, and all the time we see
muscular men right in the middle of the picture – hooligans. This is clear at a glance.
And these hooligans look as if they are going to war, right here in the middle of a field
of rapeseed. But from the very start we also see glitches, interference, the analogue
and digital effects of compression and repeated copying – exposed by the medium itself,
a deliberate distancing caused, among other things, by the images being shown at a
slightly slower speed and by the recurrence of empty frames, namely, when one of the
cameramen was simply not filming anything at that moment. Martin Brand obtained
the raw material for Match from copies of homemade DVDs available for sale on a
hooligans’ website.
Male folklore galore, a theater of drive discharge. Two groups are walking towards
one another on different projections, and then, as if by command, they start running.
They fight with one another for a while and then separate again. They stand around
oddly unmotivated, their legs apart, rubbing their bloody noses or else roaming the
field. In fact, nothing happens most of the time. Then they run at one another again,
strike one another briefly, and then stop. The whole thing is crazily erratic. The overly
bright colors (the yellow of the rapeseed) and the ultra-banal setting (somewhere on
the periphery of a town one summer’s day) transform something that is abundantly
ludicrous and obscure into something strangely threatening and surreal, heightened
even more by an equally ‘schizophrenic’ sound track, on which we hear not only sweet
birdsong, but also the heavy, excited breathing of the cameramen, constantly. The whole
scene is thus overlaid not just by an atmosphere of latent yet strongly ritualized violence,
but also by a very unpleasant, almost sexualized voyeurism at the sight of these wild
hordes of men – an eager delight in the excesses on show in this refracted scene.
DOMINIKUS MÜLLER

ANNE MARR: In Match you use film footage that had been uploaded onto a hooligan
website. Your three-channel video installation presents three camera angles on one
and the same event: a hooligan battle. An original looped sound track can also be
heard. How did this work come about?
MARTIN BRAND: A friend and I were doing some research for a documentary film on the
theme of football, violence and commercialization. While looking for material, we came
upon a website run by the hooligan scene where you could buy DVDs the hooligans had
cut themselves. We bought a number of those DVDs – with hours and hours of material,
numerous TV reports, and also homemade, amateur footage. What struck me in particular
was the amateur video material. The quality of the images had been badly damaged,
as the material had obviously done the rounds on the scene and been repeatedly copied
from VHS to VHS for that purpose. This meant that what remained in the end was an almost
abstract video on which you could only barely make out what was going on. I found the
aesthetics of this material in combination with what you see – that is, organized hooligan
fights – quite exciting. I scrutinized the material over and over again, and then by chance,
thanks to a scream in the original sound track which I recognized, I realized that one and
the same scenario was to be seen in two separate video recordings. As I was still missing
some set pieces, I studied the DVDs again and came upon a further camera perspective,
which I was actually able to synchronize with the others by means of the sound track. That
was quite an amusing process, given that the material on the DVDs was widely dispersed
and disjointed. In the end, however, I had these three images side by side synchronously
showing one and the same event at one and the same time.

objective as possible. Initially, it was perhaps a kind of stopgap, but then I noticed that,
when watching the film, these very gaps had a great appeal and harmonized overall
with the work.

AM: The film has a lot of white gaps that might immediately make people think
that you deliberately included them so as to leave viewers scope to fill them
in. It’s interesting that here the necessity for this was actually dictated by the
material. Using white pieces to indicate missing sections is also a typical
restoration method. The white parts have an amplifying function.
MB: Needless to say, those gaps were actually a bit troublesome at first, and I tried to
close as many of them as possible. When I had worked in all the material, I then decided
to fill the gaps with a white image because I also wanted this intervention to be as

AM: The charm of this work is the interplay between the images’ painterly,
even expressionist aesthetic, and the brute force, the aggression of the people
they show. The vagueness of the images also underlines the illegality of the
actions depicted, and through the large-format three-channel installation, you
succeed in challenging the ‘lawlessness’ of the hooligan scene. Do you think
that the special aesthetic and the gaps in the images emphasize the film’s
expressiveness?
MB: If I try to imagine the same thing in brilliant HD video quality, it would be a totally

AM: The images contrast greatly with your other images, which are usually high
definition, high resolution, pristine. Hito Steyerl has spoken in this connection
of a “image”, saying: “Its quality is bad, its resolution substandard. (...) The poor
image is a rag or a rip; an AVI or a JPEG, a ‘lumpen proletarian’ in the class society
of appearances, ranked and valued according to its resolution. The poor image
has been uploaded, downloaded, shared, reformatted, and reedited. (…) The poor
image tends towards abstraction (…).” Judging by the frequency with which they
were copied, the images you present have a very high standing in the community.
And as a result of that high standing, their quality gets progressively worse. Then
you come along and reverse it all in your presentation, greatly enlarging the bad
quality by projecting it, and showing three perspectives, like a triptych.
MB: I think Hito Steyerl’s definition of impoverished images is great – however, another
aspect plays a decisive role in Match and in Fight for your Right Vol. 1. Seen objectively,
these images are definitely worn – a mere by-product, apparently useless – but something
is also gained, that is to say, there is something good about them, something that we like
to look at, in which we see something we could not have seen in a perfect high-resolution
image. They reminded me of images we have already seen in painting in the 1990s and
2000s, in Gerhard Richter’s works of course, and also much earlier than that.

different work in many respects. Through the gaps in particular, the impoverished film
footage, free spaces emerge that viewers can dock onto with their own ideas. It’s like in
abstract painting – details are lost, but something else is generated. A free space which
viewers can fill and use for themselves. The more you show, the less you tell.
1
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A novelty. A found item. One of millions washed up onto the shores of the infinite sea
known as the Internet. A found item telling of man’s infinite freedom and equally oversized
stupidity. A found item that is more than the sum of its parts.
In terms of tactics, voyeuristic value and blood-curling composition, the portrayal of the
battle that spread out here in front of us, from different angles and moving, is probably
rather mediocre. But the story behind it is incredible: a set battle between hooligans in
the middle of nowhere.
Martin Brand has processed this found footage with editorial precision, synchronizing
the spectacularly bad images from the three cameras, replacing missing frames by
white faders and running the three films beside one another at half speed. Only the
sound track has been artfully reworked. The three original camera sound tracks have
been substituted by a loop full of babbling voices, birdsong and heavy breathing, linking
the three perspectives to one place, one gaze: that of the observer. Brand delivers the
actors up to that gaze. Because of the poor picture quality, no one need fear being
identified, but through the analytical eye of the occasional general the (troop) movements,
paths and actions can be made out. And assumptions can be made as to what is hidden
behind the white frames.
MARTIN HEINDEL

40 FIGHT FOR YOUR RIGHT VOL. 1
LASST UNS RAUS! WIR WOLLEN KRIEG SPIELEN!
Die grobkörnigen Bilder berichten vom Krieg. Es sind Standbilder aus Fernsehberichten über Ausschreitungen bei internationalen
Fußball-Länderspielen. Wenn man das nicht weiß, sieht man Krieg, Straßenkampf, Terrorismus, Nordirland-Konflikt, eine Diktatur
irgendwo… Nachrichten zum Thema Gewalt. Vereinzelt ist auch mal eine Tribüne, ein Trikot, grüner Rasen, ein Tor zu sehen, aber
die überwältigende Mehrheit der Bilder lässt keine Rückschlüsse auf Fußball zu. Manche lassen überhaupt keine Rückschlüsse auf
Gegenständliches zu und bleiben abstrakte Gebilde.
Im Gegensatz zu der Hooligan-Schlacht, die Martin Brand in Match (2005) archäologisch rekonstruiert, sind die über 80 Bilder
willkürlich arrangiert, aus ihrem ursprünglichen Kontext herausgelöst und neu gruppiert. Tatsächlich überwältigt die Menge der
Bilder den Betrachter, der unmöglich alle auf einmal aufnehmen kann und sich dann schnell im Sammeln von Querverweisen,
Bezügen und fassungslosem Staunen verliert.
Der liebevoll-scherzhafte Ausruf einer alten Frau angesichts zweier miteinander raufender Jungen: »Ach ja, die Jungs, die müssen
sich immer so spüren.«
MARTIN HEINDEL
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68 FIGHT FOR YOUR RIGHT VOL. 1 2005, FOUND FOOTAGE
Fight for your Right Vol. 1 focuses on the hooligan scene, revealing a tableau of a violenceobsessed subculture. The images are of battle scenes in soccer stadiums, on the stands
nd on the pitches, as well as of riots on inner-city streets, with masked figures and
belligerently bare torsos, aggressive shrieks and rows of silent policemen in full regalia.
Now and then we see a soccer player, but otherwise just struggling, pushing, shoving
and chasing. Despite – or maybe because of – the apparently chaotic-anarchic explosion
of violence for which the hooligan scene is notoriously famous, it is characterized by
an astonishing degree of organization: there are highly refined codes – specific trainers,
scarves, sweatshirts and jackets – by which the initiated can recognize and categorize
each other; the appointments made between the different groups for mutual fights are
binding. The roughness, the wildness, the violence are organized and framed in a kind of
ritual. The found-footage aspect is heightened here by the distortions, the interference and
the evident ‘impoverishment’ of many of the images, which, without exception, are stills
from TV reports about hooligans. These media, in the sense of mass media, images help
to demonstrate how hooligan culture is ‘formatted’ in the public discourse. The approach
to this scene is thus deliberately indirect, by means of material available to the general
public. What we see is the moment when an otherwise rather clandestine scene becomes
effectively perceptible – plus the fascination of this idea of masculinity based on strength
and self-assertion – strangely untimely, yet unusually glitzy in its ‘dullness’.
DOMINIKUS MÜLLER

ANNE MARR: Fight for your Right Vol. 1 draws on television reports about violent
riots by hooligans at international soccer matches. How did you select the stills?
MARTIN BRAND: The DVDs we bought for our film research (cf. p. 66 ) included not only amateur
footage, but also numerous television reports. I was interested in the images themselves, what
they depicted, in combination with the painterly aesthetic – and that is more evident in the
stills than in Match. I had a greater range of colors and formal possibilities there. And unlike
painters, who use media images as models for their paintings, I don’t paint from pictures.

I define the stills themselves as independent images. The decision to arrange these small images
into a block came about more by chance. I had made small prints of the stills and laid them out in
a block on the floor. When you look at the images that way, you automatically see links, project
your own ideas and thoughts onto them – the images leave you plenty of scope for associations.

aggressive music. Nor do I have radical political views. I could continue the list forever.
And I’m amused that René Pollesch sees directors, of all people, as being among the
biggest machos. But he is right, to a certain extent, when he ascertains that hetero males
never, or at least very seldom, address their social role as men in their works.

AM: Yes, the vague message in the images leaves the viewer a bit of latitude.
Celebratory rituals of violence and the cultivation of an aesthetic of aggression are
among the dominant features of the hooligan scene. There is a text in the catalogue
Eyes Wide Shut about Fight for your Right Vol. 1 that speaks of your interest in a “fan
culture and subculture that adheres undauntedly to male stereotypes which are alien
to the artist.”1 I find it very interesting that you deliberately emphasize this aspect.
MB: That wonderful text is by Francis Hunger, with whom I did my first catalogue for the
Dortmund Kunstverein. I think the reference to the unbroken male stereotypes is very apt.
It is a formula that applies to a number of my works.

AM: Do you look at these extremes in order to be able to make more general
statements about men’s understanding of their role?
MB: You could put it that way, yes. I look at the extreme so as to be able to draw a general
conclusion. And in fact I am repeatedly confronted with the question of masculinity. So it
is no coincidence that my last major portrait work is called Portraits of Young Men. It is my
special focus, along with the theme of growing up. Of course there is also violence among
women, but beating people up and fighting, brutality and shows of force, are traditionally
very male. Men distinguish themselves by their energy and strength, their muscles. And
in Rebel Rebel the ‘shouting’ in deathcore can of course be interpreted as an outpouring
of male energy and anger. The knights who once knocked one another off their horses
with lances were also men. When I saw that direct combative confrontation in Match,
I was quite fascinated. It was like old-time war, when warriors charged at one another
to engage in battle. It’s very different to how wars are fought today. The way we live in
our civilization today actually leaves no scope anymore for that kind of test of strength.

AM: Male stereotypes are an important mainstay in your work, along with the theme of
adolescence. We are accustomed to women artists addressing the theme of ‘being a
woman’ in their works. It is unusual for a male artist to engage with his own masculinity,
his own position in the relationship between the sexes – and for this to be perceived and
formulated as such. René Pollesch remarked in an interview in 2002: “Once when I was
invited to Stockholm, everyone around the table was talking about their girlfriends. Then
the session began, and I wondered if anyone noticed that there was not a single woman
at the table. This strikes directors even less than macho plebs in their local after a
soccer match. There are scarcely any respected women film directors. Even a director
who outs himself as a homosexual is given a pigeonhole. Women make statements
about women, gays about gays, but hetero males talk about people and about society.”
MB: Yes, I certainly regard that as an important point. Needless to say, organized fights in those
kinds of hooligan battles, in fact the whole scene, is alien to me. In many subcultures, indeed in
cultures themselves, it is vital to display your strength and masculinity and express these at
every opportunity, the whole macho thing. It would never occur to me to drive around the block
with my car windows rolled down playing loud music. I don’t have any tattoos. I don’t play

AM: It’s a parallel world, even for the hooligans themselves.
MB: Exactly. The hooligans have the most varied of jobs, from roof tiler to academic.
Obviously, there is a great need to live out those archaic drives. And it seems to be
something very characteristic of our day.
AM: It’s detached from normal everyday life. Some men need an outlet so as
to live out things that are impossible in their normal life.
MB: Indeed, everyone has a place where they let off steam. There are parallels to the
world of sport, to be sure – and a brawl is not far removed from a boxing match. There are
also rules, for example, you cannot kick someone who is on the ground. Then there is of
course the lure of illegality, that certain kick that perhaps you don’t get in a boxing club.

AM: Where does this drive come from, this search for an outlet? Does it really
have to do with a ‘crisis of masculinity’, as is often loosely proposed in a society
that is becoming more emancipated?
MB: Possibly. In former times, everyday life was perhaps more determined by physicality
and violence. Conflicts were more often settled violently. Moreover, a lot of jobs were
very much more physical than they are today, at least in our western industrial society.
And when people came home exhausted from work, they rarely have any great desire
to meet at weekends for a fight.
1

Eyes Wide Shut. Martin Brand, exh. cat. Dortmund Kunstverein, Bielefeld/Leipzig/Berlin 2008, p. 76

2 Pollesch, René: Liebe ist kälter als das Kapital, Reinbek 2009, p. 346, quoted from Michaela Meise: Solidarität statt
Sympathie, in: Texte zur Kunst. Feminismus! December 2011, vol. 22, issue 84, p. 77

LET US OUT! WE WANT TO PLAY WAR GAMES!
The grainy images speak of war. These are stills from television reports about riots at
international soccer matches. If you are not aware of this, then what you see is war,
street fighting, terrorism, the troubles in Northern Ireland, a dictatorship somewhere…
news reports about violence. Now and then we see a stand in a football stadium, a
jersey, a green pitch, a goal post, but the vast majority of the images do not lead us to
draw conclusions about football. Some of them lead to no concrete conclusions at all.
They remain abstract constructs. Compared with the hooligan battle that Martin Brand
meticulously reconstructed in Match (2005), the arrangement of these images seems
arbitrary; they are removed from their original context and regrouped. In fact, the viewer
is overwhelmed by the volume of images, is unable to absorb them all at once, and
so quickly gets lost in a surge of cross-references, links and bewilderment. A jokingly
affectionate comment made by an old women on seeing two guys in a scuffle: “Ah yes,
boys, they always have to get to grips with themselves like that, don’t they.”
MARTIN HEINDEL

48 PORTRAITS OF YOUNG MEN
WER ZUERST BLINZELT, HAT VERLOREN. ODER?
In den 40 x 120 Kamera-Sekunden spielen sich Dramen der Selbstbehauptung, Selbstdarstellung und Selbstfindung ab, die
auf den Gesichtern der porträtierten jungen Männer ihre Spuren hinterlassen. Es gibt keinen Ton. Und trotzdem werden wieder
Geschichten erzählt. Man fühlt sich diesen Jugendlichen sehr nah, überbrückt Zeit und Raum und tritt in einen eingebildeten
Dialog, glaubt zu verstehen, wie einer wirklich ist – und was nur Fassade.
Wer will beeindrucken? Wer versteckt sich? Wer kapituliert und bietet Frieden an? Wer will gemocht werden? Wer ist tatsächlich
sympathisch? Wem ist das einfach nur peinlich? Wer braucht ein Requisit, an dem er sich festhalten kann? Manchem passt die
Hülle, die er für sich ausgewählt hat, noch nicht richtig, und es werden vor laufender Kamera Korrekturen vorgenommen. Die ununterbrochene Aufmerksamkeit der Kamera zeigt Brüche zwischen der Person und dem Bild, das die Person transportieren will.
Anders als die in zwei Dimensionen eingesperrten Momente der Porträtfotografie, zerdehnen diese Video-Porträts Moment
und Person, strecken sich in die Zeit hinein und enthüllen Diskontinuitäten. Die Pose gefriert nicht zum Moment, sondern wird
als Verwandlung erfahrbar und verständlich.
MARTIN HEINDEL
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70 PORTRAITS OF YOUNG MEN 2010, SINGLE-CHANNEL VIDEO
Portraits of Young Men is a series of 40 almost two-minute video portraits exclusively of
boys and young men of different origins and public standing. Martin Brand asked them to
stand in front of his camera, in Cologne, Dortmund and Münsterland, and recorded them
as they looked into it. This work condenses not only Brand’s repeated engagement with
the borderline between film and photography, moving image and still, but also, and in
particular, his general engagement with the principle of the portrait. This is brought into
play quite directly in the title, which is a bit like an elliptical paraphrase of James Joyce’s
A Portrait of the Artist as a Young Man (1916). The ‘artist’ has literally absconded from the
middle of this title. Here it would seem that the portrait belongs entirely to those captured
by the camera.
And for all its staged sobriety, that camera does what it always does: it registers what is in
front of it – young people in that biographical transit stage, and the cultures they form in the
process of finding a footing and an identity. The adolescents and young adults in Portraits all
look totally different and absolutely individual. They are all wearing insignia of belonging to a
more or less clearly recognizable youth culture of some kind – skaters, punks, emos, tough
guys. Together, they represent youthfulness and a rather typical male-adolescent urge to
exert their presence. And they would all seem to be reacting similarly to the challenge of
meeting the eye of the camera and the attributions ascribed to them. They try to oppose this
encounter with something of their very own: a particular gaze. They preserve their dignity,
their pride, somehow or other. And the wonderful thing is that when the camera takes up
this response to it by way of a loop, it does not betray them.
DOMINIKUS MÜLLER

ANNE MARR: Are adolescence and subcultures a vehicle for your artistic position?
MARTIN BRAND: Yes, up to a point, in order to be able to draw conclusions about human
relations and social interconnections in general. The motivating force behind my work is
an interest in our world, our society, in social cohesion and conflict, and so I took up the

theme of youth subcultures early on because I could infer a great deal from teenagers and
young adults. In the transition phase between being a child and becoming a mature adult,
certain aspects of our lives show themselves in an unembroidered, uncensored manner.
Later on, people develop strategies to hide such things better. This fascination with young
people hasn’t yet gone stale, and I could imagine working again with people who have
learnt these camouflaging techniques more effectively, that is to say, with older adults.
AM: Do you see yourself following in the footsteps of August Sander, for example,
whose portrait photographs offer a cross section through all social strata in the late
German Empire and during the Weimar Republic. In these social documentary portraits
he engages not only with societal role models but also with gender roles. Is it also
an aim of your portraiture to depict society as it is and give a panoramic view of the
social and cultural landscape in Germany?
MB: I think August Sander is a magnificent artist and I admire his work immensely. He
certainly has influenced me, but he also worked on things that I don’t find so important.
His concern with different kinds of professions and his idea of depicting a cross section
of society, those things don’t apply to me, I don’t think.
AM: What is the unifying feature of Portraits of Young Men?
MB: To begin with, it is just a succession of portraits, always of a young man looking into the
camera. I am particularly interested in this situation, where I as the viewer am confronted
by another person and can look directly into his eyes. This way I can create a semblance
of a dialogue – a semblance because it isn’t a real person, but only the replica of a person
on film. But we can look into this person’s eyes, and that feels surprisingly real, an intense
moment. We learn something about ourselves and about the other. These portraits function
like a kind of mirror – we automatically compare ourselves with the person facing us, or
at least try to relate to them. Is this person like myself? Are there similarities? Or is that
person totally different? Where are the points of friction? Is there a conflict?
AM: The film portraits offer space for reflection, and the eye contact forces an identificatory reaction, leading to an unexpected encounter with one’s own mirror image.

The viewer responds to the intensive eye contact by entering into a relationship
with the person portrayed and taking up a position within a social framework.
MB: If you allow yourself the time to let the portraits take effect, you penetrate beyond
their façade to the real people behind the images. That is my basic intention.

of themselves and afraid and not at all self-assured. Youngsters after all…
MB: … having a hard time.

AM: The intensive eye contact is quite profound and has an enormous effect
on the viewer. Do the portraits set similar processes in motion for those filmed,
while they are being filmed? You look mainly into the display and not into their
eyes. They are aware that they are being filmed, but not of real eye contact.
Eye contact first arises in the exhibition. They are part of a media construction.
MB: I believe that during the shooting, which takes about two or three minutes, the person
is thrown back very much on themselves and that a great deal goes through their head.
You can see in their faces that some kind of inner conflict is going on. On the one hand,
they want to preserve their façade, continue to look cool, but on the other, so many
thoughts race through their minds that their expression changes. We can read all that
from their faces, like an open book.

WHOEVER BLINKS FIRST LOSES, DOESN’T HE?

AM: The pose starts to show cracks.
MB: Exactly.
AM: In these portraits you are traversing the medial terrain between photographs
and film.
MB: It is very much easier to capture a cool image of someone in a photograph. The guy puts on
his cool mask, that special knowing expression, I press the button and there is this cool picture
of a young man. What does that picture tell us? The film portraits show the other expression, too.
In photography I have to choose: I can also capture the ‘other expression’, but it functions in a
completely different way. The film portraits are much more revealing.

Isn’t it fascinating just how much can be said without words? Or how much you can think
up when someone says nothing for two minutes? During these 40 x 120 camera seconds,
whole dramas of self-assertion, self-presentation and self-invention are played out,
leaving their mark on the faces of the young men portrayed. Although there is no sound
track, stories are told nevertheless. You feel close to these young men. As you enter into
an imaginary dialogue with them, time and space are superseded. You even believe you
understand what is real and what is mere façade.
Who wants to impress us? Who is hiding? Who capitulates and makes a peace offer?
Who wants to be liked? Who is actually pleasant? Who finds the whole thing totally
embarrassing? Who needs some accessory or other to hold onto? Some are not quite
happy with the veneer they have chosen and make adjustments as the camera runs on.
The non-stop attention of the camera exposes a rift between the person and the image
that person wants to transport.
Unlike the moments locked into the two dimensions of a portrait photograph, these
video portraits elongate both the moment and the person, spread out into the temporal
and reveal discontinuities. Instead of being frozen in a moment, the pose becomes
comprehensible as a tangible transformation.
MARTIN HEINDEL

AM: With your portraits my first impression was that these ‘exposures’ were
upsetting for the youths. The change from beginning to end of the portrait is
dramatic; after the two minutes, you suddenly see sweet lads who seem uncertain

56 BREAKDANCE
Wer spricht da? Das blonde Mädchen mit dem Pferdeschwanz, dass gerade zu uns rübergeschaut hat? Oder die andere?
Egal welche der beiden spricht, warum spricht sie? Warum erzählt sie uns ihre Geschichte? Und warum passt die Stimme oder
eigentlich der Sprechgestus nicht zur Stimmung der Erzählung? Wird hier ein Original-Ton nachgesprochen? Oder erfunden?
Auf jeden Fall ist die Sprecherin nicht die Eigentümerin der Erinnerungen, die sie uns vorträgt. Oder sie hat ihre Erinnerungen
aufgeschrieben und liest sie jetzt vor? Eher nicht.
Diese irritierende Stimme unterläuft den Dokumentcharakter der Erzählung und verstärkt ihn gleichzeitig. Sie gibt der Erzählerin
ein Geheimnis: Warum muss sie anonym bleiben? Wozu der Aufwand? Muss die Erzählerin geschützt werden? Ist sie vielleicht
eine Zeugin in einem Zeugenschutzprogramm, quasi wie im Film? Was sie erzählt, ist ja nicht nur erschreckend und brutal, sondern
zum Teil auch strafbar. Und die Beiläufigkeit, mit der sie von einer vorsätzlichen Körperverletzung mit Schusswaffe erzählt, lässt
vermuten, dass da noch andere Dinge vorgefallen sind.
Und während wir dieser Mädchenstimme lauschen, die ihre grotesken, traurigen, manchmal intimen und auch ein wenig lustigen
Geschichten erzählt, sehen wir in einer langen, ungeschnittenen Einstellung die zwei blonden Mädchen mit ihren enganliegenden
Tanktops auf der Cranger Kirmes vor einem Fahrgeschäft stehen, dem titelgebenden Breakdance. Das eine Mädchen telefoniert.
Einige Jungs kommen dazu, sehen in unsere Richtung. Passiert jetzt etwas? Sind wir entdeckt?
Ist der, der jetzt in unsere Richtung schaut dieser Raffa, der dem anderen Typen ins Bein geschossen hat? Oder haben die Bilder
der Mädchen und Jungs beim Breakdance einfach überhaupt nichts mit den Geschichten der seltsamen Stimme zu tun?
MARTIN HEINDEL
Installationsansicht, Museum Villa Stuck, 2013

72 BREAKDANCE 2004, SINGLE-CHANNEL VIDEO
Streaks of candy-like color, blurred images, movement. The scene that emerges is of
a thrill ride at a funfair – one of the ‘wilder’ kind, with small-town teenagers hanging
around, rather than parents with small children. There are people on the ride itself and
others standing around it. Then comes the voice-over: From the off, a girl starts talking
about hanging out, growing up, about mothers with cancer and fathers who drink, about
guys swarming around girls like moths around a flame. Two girls appear at the funfair
ride. They have probably just reached puberty, are sporting dyed blonde hair done up
to the nines, the straps of their bras peeping bashfully out from under their tank tops.
Their expressions and gestures oscillate somewhere between childlike insecurity and
the forceful battle against it, perhaps a nascent pride.
The narrative accelerates slightly. It is now about sex, referred to here as ‘fucking’,
and about the fact that cool guys (of the ‘don’t leave anyone in the lurch’ kind) tie up
other guys and drive them into the woods if they have dropped a girl. Guys like that may
even get shot in the leg. Drugs come into play, and evil junkies (‘the really hard kind’),
knives are drawn, blood is spilled. Traumatic experiences, although the voice remains
toneless. Standing in front of the Breakdancer, a couple of fellows chat up the girls,
who start to grin, flicking back their hair with their hands. In the end, they all wave at
the camera and then climb into the Breakdancer for a ride.
All of this could be at a funfair in Burgwedel, Memmingen, Clausthal-Zellerfeld or some
other boring small town in Germany – where Breakdance does not mean ‘hip-hop in the
Bronx’, but just about the opposite. The sadness of adolescence, however, seems to be
the same everywhere, as does the incredibly potent rhetoric of the minor dramas acted
out in the gap between the sheltered safety of childhood and the brutality of adult life.
That gap, into which the short film lets its protagonists fall, can also be sensed between
image and narrative. Using the simplest of means in this film, Brand has produced valid
‘teen theater’. And the innocent images make up both a scene that is quite normal, in
fact harmless, and a façade that is only apparently safe.
DOMINIKUS MÜLLER

ANNE MARR: Aesthetically, Breakdance is an experimental film with an ambiguous
impact due mainly to the voice from the off. How did you come to make this film?
MARTIN BRAND: Initially, the Breakdance takes were sheer chance. I really just wanted
to film the colors and movements of the funfair ride, but because of the low camera
angle – I was lower down, near the neighboring carousel – the heads of the young people
standing at the edge kept getting into the picture. This was completely unintentional, so
at first I tried to avoid it happening. Then I realized that those immobile figures in the
foreground, standing out against the colorful fast moving background, gave rise to an
exciting image
AM: There are three levels to the film: first, the image with the relatively static
young people in the foreground and the ride in the background revolving quickly
with its gaudy blinking lights, then the voice from the off, and finally that chirping
and clicking sound throughout the whole film. As a viewer I was constantly asking
myself how it all fits together.
MB: The sound is pure chance – I generated it out of sound recordings I had inadvertently
made of the noise from my computer combined with clicking sounds from my desk.
It has a vintage quality about it, all reminiscent of old, poor-quality, buzzing recordings.
Together with the image and the girl’s voice, this creates an atmosphere that, in my view,
heightens the catchy character of the sequence. I wrote the text for the film at a later
stage. It is based on a mishmash of stories and anecdotes I had collected over time.
When viewing the footage of the funfair, I felt a need to contrast those lovely images,
that surface, the colors and the young people standing around so decoratively in the
picture, with something else, something more in keeping with the feeling I had when
I was there. The atmosphere awakened in me the need to steer clear of the scenario,
on the one hand, and on the other, to look at it intently, again and again.
AM: Interesting positions within the group also stand out, like the girl who adopts
the role of the princess, which also has to do with power.
MB: I like the term princess for her. For me, it was an experiment, a game with the rules
and power structures that exist in a gang like that, with group dynamics and role clichés.

But male stereotypes also come into play, if you think of the guy who is constantly
carrying her bag … Later, while working on Pit Bull Germany, I got to know a ‘princess’
like that, I called her a ‘railway-station princess’. She became the model for my speaker
in Breakdance. By the age of 13 or 14, she had already managed to be barred from
several railway stations. She was astonishingly self-confident about availing of the
possibilities at her disposal. Needless to say, she had peroxide blonde hair and was
good-looking, always strikingly and elaborately clad. And she had the guys in that
scene pretty much in the palm of her hand.

One of the girls is talking on the phone. A couple of guys join them, look in our direction.
Is something going to happen? Have we been discovered?
Is the guy looking in our direction the Raffa fellow who shot the other guy in the leg?
Or have these images of girls and boys at the Breakdance got nothing at all to do with the
stories told by the strange voice?

MARTIN HEINDEL

Who is speaking? That blonde girl with the pony tail looking over at us?
Or the other one?
Whichever of the two it is, why is she speaking? Why is she telling us these things?
And why is the voice, or rather the linguistic gesture, not in harmony with what is being
said? Is she repeating an original sound track? Or an invented one? The speaker is
certainly not the owner of the memories she is talking to us about. Or has she has
written those memories down and is reading them aloud? Probably not.
This irritating voice subverts the documentary character of the narrative while at the
same time shrouding the narrator in mystery: Why must she remain anonymous?
Why go to all that trouble? Does the narrator have to be protected? Is she perhaps
someone in a witness protection program, like the kind we see in films? What she
is talking about is not only frightening and brutal, to a degree it is also liable to legal
prosecution. And the casualness with which she mentions a deliberate physical assault
with a gun indicates that it is not all that was done.
As we listen to this girl’s voice telling its grotesque, sad, sometimes intimate and
also slightly funny stories, we see a long uninterrupted shot of the two blonde girls in
tight tank tops at the Crange funfair standing at a ride called Breakdance, like the film.
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