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QWVHERE DOES THIS WORLD END?20 SRCE, TIME AND IMAGE

IN HARUN FAROCKIOS RRALLEL I-IV

JOSHUA SYNENKO

Harun FaockiOs last complatein-
stallation film, Parallel 1-V, opens
with a collection of video game
landscaes gouped together by ele-
ments of earth, fie, water, and air
engaging a non-wcocentric film es-
say style to eflect upon material
transformations that acur through
digital images. Farcki develops a
unique curatorial appoach to &-
press toth the power and the limits
of digital image construction and the
creatie process, and emphasizes
sharp historical rspectives. By
challenging the dyad ofealism and
simulation and their asstated nar-
rative conentions, whether
through film, video games, or arte
hibits, FaockiOs brand of essay film
provides critical insights into the af-
fective and saiotechnical dimen-
sions of the image world.

Le dernier film dinstallation acheZ de
Harun Fapcki, Parallel |-V, sbuvre sur
une colletion de paysages de jeux vidZ
regroupZs par des ZlZments de la terr
du feu, de Bau et de l'airengageant un
style dessai cinZmatographique norov
calacentrique wur rZfiZchir sur les trans-
formations matZrielles qui se pduisent
" travers images numZriques. Faki dZ-
veloppe une appoche curatoriale unique
pour exprimer ~ la fois la puissance et
les limites de la construction d'images nu-
mZriques et du pocessus crZatif ; et met
l'accent sur des @rspectives historiques
pointues. En dZfiant la dyade du rZalisme
et de la simulation et leurs corentions
narratives assoiZes, que ce soit par le
biais de films, de jeux vidZ ou dexposi-
tions d'art, la maque de films dssai de
Faiocki fournit des agereus critiques des
dimensions affetives et saiotechniques
du monde imagZ
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OWhes D@s This Wrld End?0 Spadéne and Image
in Harun FaockiO®arallel I-V

CO- sOarrete ce mondeEspacéemps et image dans
Parallel -V dOHarun Faaki

INTRODUCTION

arun FapckiOsarallel-V (yypy-yypQ) is a four-part vide

series that was originally intend#for a multi-sceeen view-

ing experience at the Galerie Thaddaeus Ropac in Paris,
France ¢ee fig. p). The installation, which runs QU minutesdim start
to finish, is FaockiOs last completevork. The facus throughout the
work is on ©@omputer imagesO (Fmki, Parallel ). Faocki raises
questions surounding the materiality of these images, cortiang to
ongoing debates\e@r constructivism in design, the limits of inde-
cality, the reprise of cinematic gems in video games, and the narra-
tives adoptd by computer image platforms. One of the notable fea-
tures of this work is FaockiOs caful treatment of images and con-
texts that fundamentally challenge hiswm authority as a deaumen-
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tary filmmaker. Through novel storytelling techniques, including the
use of a wiceover, and through the arrangement of images and
words into dialogues with the audiengc&anckiO$arallel 1-V skill-
fully works to disassembleeceived ideas abut computer images
and to question the value ofepresentations, including theapresen-
tation of the filmmaker in the film. This article is ddicated to explor-
ing these tehniques.

Overall, the installation addesses debates that feaki participated
in from the péuys up to his death in yypd. The most on@ant of
these inwlves identifying the complicity of vision-basketechnolo-
gies in boader saiotechnical relations ordispositifsthat Erika Bal-
som has descritgl in terms of Oa totally administed worldO ((06).
For Balsom, FackiOseflections on the histoy of moving images
and technologies help to addiss hav visual culture translates scial
practices and pwer relations; and inded, these themes arpresent
in many of FaockiOs mvious video installations, includingWorkers
Leaving the Factgi(poou) andserious GamesV-(yyyo-yypy). A nar-
rower discussion, haever, is needed to explore the spcific quality
of data-driven narratives inParallel I-V, to investigate hav FarockiOs
approach to stoytelling and argumentation aligns with dth practi-
cal and philosophical issues saunding image poduction, dissemi-
nation, and eception.

With these aims in mind, my article builds orxisting conwersations that
refer to the Parallelseries, whether dectly or indirectly, to introduce
specific theoretical perspectives fauseal on three interlocking themes.
The first of these will ok at FaockiOs inestigation into operative im-

ages, conteualizing his appoach with reference to literatue on the
subject, and gesturing tward the lessons that FackiOs wrk can pio-

vide us in ielation to present day challenges. &md, | will situatePar-

allel within contemporary debates on the essay film, addising the en-
during legacy of the wiceover as a foundational narrate technique
and highlighting the epistemic ruptwe of passie wice effets in so-
called Onon-gcocentricO deumentaries. Finallyl will examine Faoc-

kiOs methdological contribution of Osoft monta@ein elation to com-
peting mades of ppduction, weighing the value of multi-saen exhibi-

tions over traditional theate sceenings.
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OPERATIVE IMAGES, NARRATIVES, DISCOURSES

n video games fom the p6+ys though the yypys. This stion

displays images that @ organizel chronologically by the
date of their eleaseas vell as thematically though representations
of the elements, including earth, fif water, and air 6ee fig.y). Bal-
som has suggestithat these elemental motifeveal a sense of con-
tingency that is Ohistorically [E] allid to the mimetic pwer of cine-
maO ({il6). Weever, there is another infection adjacent to this fact:
it is that FaiockiOs attempt at building a narragivaiound these his-
toric changes eveals hidden connations ketween the plicit inven-
tory on display in the vid®, and the implicit drive to achiee a rate
of image perfectibility. In other words, thioughoutParallel | Faocki
participates in cinematic motifs of dmimentay narration to identify
how the proliferation of computer images has hedg to identify the
limit point between photoealism on the one hand and construc-
tivism on the other His conclusion is thateal and simulatd worlds
possess the same ontological status.

Parallel lopens with an inventory of computer graphics as s@
I
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Faiocki raises a further set of questionggading the developmental
order that apgars to guide his ingntory of the elements. Using a
distinctive made of questioning popelled by a neutral wice Faioc-
ki begins to challenge the latent pgressivism that determines o
Othe histoy of one form of image canédusel as a mael for another
kind of imageO Parallel ). The esulting statements and obseations
evoke AndrZ BazinOs articlefm pouy, OThe Ontology of thédto-
graphic Imag® in which the deelopment of photographic tehnolo-
gies is measwad by the symptomatic @isis of realismO that arises
in painting around the same timeBazin writes, Ophotography [E]
freed the plastic arts fom their obsession with likenessO (). Wéas
painting in the p& and yyh centuries m@ed on to explore abstrac-
tions, whether by way of Cubism or the other avant-ghes, photog-
raphers adopte the painterOs claim of constructingalistic epre-
sentations, ¢t through different means: by drawing suppt from a
medium that literally @mbalms tim® (Bazin +). For Fmki, whose
approach builds on BazinOs, tees a sense in which computer im-
ages ae constructe far more self-consciously than themay at first
appear to video game audiences. Construdtémages, een photo-
realistic ones, prduce effets that go eyond the realism that pho-
tography was able to achie. Perhaps w should think of these im-
ages less in terms of their photealistic apgarances, then, and mer
in the terms that Bazin uses to descelihe work of surrealists, for
whom Othe logical distinctiondtween what is imaginay and what
is real tends to disapparO (py). Quoting a neterthy passage fsm
Parallel lthat aligns to the surealist ethos, OThe computer images tr
to achieve the effet of film images. Thg want to surpass them and
leave them far lehindORarallel ).

While Faiocki manages to corsy a position of neutrality throughout
the installation, he also imparts a subtle mischiisness that puts
common assumptionsegading the history and dezelopment of im-
age ecording technologies into doubt. The mblematic assumption
is that constructel images ought to b evaluated basel on their abil-
ity to emulate photoealistic images, thaby adhering to a bias of
progression or image @rfectibility . Faiocki highlights the fragility of
these claims. With an argument merakin to BazinOs, Faki main-
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tains that photographic meia signals multiple diergences fom the
representational forms that wre in existence at the time when pho-
tography apmared on the scene in the ftcentury. For Faocki as for
Bazin, photographic m#ia has some dege of autonomy fom the
kind of realism that was practia by artists in the era bfore pho-
tography Correspndingly, after photography the realism practicd
by those same artists did notcoupy the same cultural and ass@-
tive meanings it once did. Faecki thus disqualifies any striving for
perfectibility or progress egading the making of photoealistic im-
ages in the computer agélis subtle art of disassembling traditional
frameworks through a narratie medium plays an imprtant role in
highlighting the broader rhetorical aims of the installation. Foxe
ample at one wint in the film the voiceover says, OThe Egyptians
could build pramids, the Middle Aes could build cathdrals. But
neither was capable ofepresentation in grspective. This is what v
learnel in schol [sic]ORarallel | emphasis addb (see fig. u-0).
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JOSHUA SYNENKO

Figure 4: Comparison o f perspectival representations in P arallel I. Harun Farocki 2012.

Figure 5: Comparison o f perspectival representations in P arallel I. Harun Farocki 2012.
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IMAGE OPERATIONS

a diagnostic methd that can help to eframe FaockiOs inteo-

gations as a branch of nia achaelogy. From ElsaesserOsrp
spective, FaockiOs wrk participates in the taking apart of Ofalse tele-
ologiesO that havlong informed film studies by edirecting critical
analysis tavard filmOs Qthnical-piosthetic afterlesO (OMia Ar-
chamlogy as SymptomO).sAHenrik Gustafsson adds, Oadizear-
chaslogical principle of utilizing the tehnology [E] comments on
its own operations in oder to articulate a critical eflection from
within the machingd (y6). By drawing inspiration dm the ogera-
tional tools of malia machines, the filmmaker can strategicallycast
pontificating atout their broader implications. FackiO®arallel I-V
adopts this appoach by f@using on the tols themseles to build up-
on a malia-archalogical commitment to deentring the linear po-
gression of narraties that structue everyday artifactual histories. In
effect, Parallel I-V reads computer images Oagainst the grainO in the
same manner as some of the earliest writers on the higtof tech-
nology, as Jussi Parrika and Erkki Huhtamo hexyointed out (py).
This connetion brings to light FaockiOs effort tox@and the lwund-
aries of One mediaO to consider roOmdiationsO in general encom-
pass a planar field that is dominadeby archaelogical and elemental
characteristicsgee, for example Parrika, or Peters). The critical prac-
tice that is nov known as melia achaelogy aligns with FaockiOs
engagement in a methof symptomatic eading that is mindful of
the idiosyncratic poperties of material artifacts.

I n OMdia Archaslogy as Symptor) Thomas Elsaessepposes

With an eye focusal on the implications of mdia archaelogy for
film studies, Elsaesseronts to the neessity of obliterating the
Onarratie of inevitabilityO that tends to accompany denical ad-
vancements in the image arts (Odlie Archaelogy as SymptomO).
By adopting a mdia-archaelogical appoach, he argues, film schol-
ars ae better able to edirect pronouncements egading suppmsel
technical advancements, whether @fr chronophotography to cin-
ematographyfrom silent to sound, fom black and white to colourO
(Elsaesser yyp~+). The digital is aykwrning point in redirecting
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these founding telelogies. Meia archaelogists etend BazinOs on-
tology of the photographic image by adopting a critical stance to-
ward Othe digitalO by situating it in a larger tsiry of horizontal as-
semblages. Elsaesser argues that this apph tends to b manifest-
ed, or Oerbalisel, if at all [E][thr ough] the cut, the gapand what
becomes visible OinebweenOO (Odike Archaelogy as SymptomO).
In line with this approach, FanckiOs task isdth to caefully identify
the often-hidden contradictions that alle linear histories to ke sus-
tained and evered as foundations, and, ingrtantly, to accomplish
this forensic task though a kind of guivocal stowtelling.

Media archaelogists such as Wifgang Ernst hae an uneasy ela-
tionship with narrative media. In seeral works (i.e Digital Memo-
ry and the Achivg, and OThe Ahive as MetaphorO), Ernst builds
on Michel FoucaultOs insightsgading the achive as a site for e-
vealing the discontinuities of historical timedetailing moments of
rupture that signal changes in the epistem&hrough these efforts,
Ernst identifies the achive as an imprtant rhetorical aid in supprt-
ing the argument that linear histgr and telelogy ar chimeras that
hawve no basis in fact. & Foucault argue throughout The Achael-
ogy of Knavledge the archive is not only material but also partial,
incomplete and fragile The \ery act of building achival collections
speaks to a shift in the methds and practices of kneledge pioduc-
tion and dissemination. For Ernst, FoucaultOs concept of ttleivar
is a blueprint for determining the epistemic shifts of ubiquitous digi-
tal media. He argues that these shifts imttluce nev operational tals
with which to accommalate the pesewation of documents that ae
now distributed acioss diffeent scales, toplogies, and algorithmic
processes. Ative all, ErnstOs claim is that the so-cdltégital archive
adhees to tempral categories instead of spatial ones, as Othe dy-
namization of the achive involves time-base procedures® with in-
formation now processe through Othe time-bagdearchive as a top-
logical place of prmanent data transferO (OThelive as Metaphqd
0+-0ay). Imprtantly, Ernst psitions these changes as the ietps to
challenge making sting distinctions etween the achive and its as-
sociated narratives. He writes, Otheris no n&essay coheent con-
nection between archival data and douments, but rather gaps in



between: holes and silen€ (OThe &hive as MemoyO 0+). Ernst
ultimately refers to a sharp dichotomyeiween Osignal mcessing
and semiotic§) assoating the latter with human affet, imagination,
and unconscious dram content ((g).drely on the semiotics of the
archive is theefore to ke willfully imprisoned by Oan ahival retro
effectO (0+).

ErnstOs nia-archaelogical critique of semiotics helps him to de-
velop parallels btween the study of communications and the histor
of technology But it provides minimal supprt when it comes to
evaluating the ways that filmmakers like Facki have attemptel to
document historical ruptues acoss dierse meliascags. Do data-
driven narratives like those inParallel I-V simply provide another
instance of an Oehival retro effectO? Should FackiOs methb of
storytelling be minimized as a derivatie and OsoftO (feminine)-e
pression of Ohd® (masculine) material forms® @nsver this ques-
tion, Shannon Mattern has obseed that Omeia archaelogists often
bracket out not only the pople with which, but also the envin-
ments within which, those mdia interactO (xvii). Mattern further
points to examples in the literatue of malia achaelogy that builds
on a less confintational appoach to sense-making practices. Erkki
HuhtamdDs categgrof topoi, for examplg draws fom the achive Oto
identify discursive patterns, conceptual OmoldsO tleatir in slight-

ly different forms in diffeent contets acoss time to help us imag-
ine madia and their place in the wrldO (Mattern xix). The chal-
lenge psal by Huhtamo is to find pints of contact in which sig-
nal processes canebappeeciated for their ability to transformdiscur-
sivity. Shane Denson adds to this debate by emphasizing thel ne
to Oshift the corersation away fom the well-worn discussions of
indexicality and its suppseal demise in the digital eraO to some-
thing both more accurate and generatv(pu). This ned will be met
by a critical re-evaluation of the suppsel rupture between melia-
archaelogical framavorks and film studies, and, mer sgecifical-
ly, between technology-driven appoaches and aesthetic or narragiv
forms (Denson pu). For Denson, as for Mattern, this tesjuires en-
gaging in perimental appoaches to narratig analysis, and to find-
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ing new ways of working through the semiotic detritus of changes in
the technology

FaockiOs appach to d@umentay filmmaking routinely connets
the inherited meanings communicateby images together with the
tools and machines that arusel to produce them gee fig.u). As El-
saesser gints out, many of FaockiOs late wrks concentrate on dis-
cursively framing operational images with a fous on Oscientificxe
periment and melicing, heaw industry and factoy work, sureil-
lance and militay operationsOHarun Faocki iig). The ned to @e-
tect, decument fand] reconstructO these images motivatesdear to
include shots of tehnicians doing the wrk of image fabrication in
their studios (OM#ia Archaslogy as SymptomO). Thispeatel mo-
tif highlights concerns that ae boadly Omdia-archaelogicalO in-
sofar as it addesses the ral to challenge the mythologies that ac-
company image construction, whiJgeerhaps implicitly creating an
alignment ketween technicians and filmmakers.

Faiocki repeatally disarms his audience with anxgression of crit-
ical distance fom the subjet matter and povides subtle cues in
terms of hav to evaluate his attempts at narrating changes in\Wio



images ae constructel over time. The stories that tend to accom-
pany these images ner emtellish their significance but rather let
the images take the lead. Balsom, for ormuilds on a description
of FaiockiOs ingstment in such images by comparing hisovk with
ftienne-Jules MagyOs study of cbnophotography fom the pre-
cinematic era gee fig.@). Though bth Faocki and Maey were in-
vestal in the technical poperties of images, Balsom notes that the
sit on opposite ends bth historically and idelogically. Historically,
she writes, Maey was concernd with the scientificity of translat-
ing Opictues into meastementsO (iiG+). Wever, images construct-
ed by computers inelve reversing this oder by translating mea-
surements into pictues (Balsom 0+). Casmpndingly, in ideologi-
cal terms, Balsom sgaks to MaeyOs élief that describing the meo-
ing image using criteria deried from aesthetics was a distraction
that ought to ke rejected. Yet asParallel Ishows, the inclusion of dig-
ital formats increasingly seves to touble the line etween OOartO and
Oscieng® making the ery notion of scientificity that was so impr-
tant to Marey far less convincing for us in the @sent. Balsom ne
ertheless maintains thatdith Faiocki and Maey were fundamental-
ly drawn to image ogrations for similar easons, and that theeach
held a sgcific mutual interest in the technical capacity to epresent
bodies in mavement, which was the subfg of FaockiOs ongoing pr
ject at the time of his death (Balsom Guy). Irade this alignment is no
doubt significant. Hevever, my emphasis is on the impulse to nar-
rate these changes as a eodimension of understanding the rdée
umOs material qualifications. | tledore suggest that FackiOs e
plicit choice to engage inxpressie documentay practicesNin ef-
fect, to createdata-driven narrativesNis ontologically sutued with
his broader interogation of hav images ae& made in general.

THE STORIES OF SUBJECTS

tyle is usel throughout Parallel 11-V to mobilize a narower
set of questionsegading the impact of vide games on digital
storytelling. He explores hav operational images can addss issues
of control and mitigation, having leen galvanizd in specific ways to

Procki@s ontologically tanglleand self-eflexive dacumentay
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work through concepts of self and sulgjivity. By looking at the re-
mediation of genes in vide® games, whether it & through the west-
ern, horror, science fiction, or film noirFaocki identifies the arrival
of a new protagonist which inhabits a rule-baseuniverse that ap-
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pears to fundamentally challenge the ontological status of images,
including their methal of construction in traditional narratie films.
As Soraya Murray writes, OFmki presents the [E] simulatd com-
putational image in terms of the natural erld and the heo with-

in it, exploring their limits, their architectures, and their status as
fundamentally hollav objectsO (yii). This much is ividence by the
appearance of figues engaging the warld of others by horsefoot,
car, and flight, in a proliferating cast of characters who arpulled in
every direction whether by the algorithm or by the userOs whim. The
userOs choiceseaoften redirected or channeld in ways that must
be learneal through experience by traversing the lars of cales and
designs that sare to determine the course of a single action. In turn,
these actions alle the story to progress in a way that is degndent
on hitting the correct prompts in accodance with the gam®s -
grammable fencesée fig.+). Character deslopment, the cues to ac-
tion, and the unfolding of narratie worlds is rearticulated through
what Nanna \érhoeff calls Oa visuakgime of navigatior®) in which
the user participates in a cohent world that is spatializel, and effe-
tively policed by what Faocki descrites as OinvisibleobdersORaral-
lel 11). As the woiceover says, OThe hehas no paents and no teach-
ers. He Bic] has to learn by himself what rules avalidORarallel ).
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The video game user engages with a sen interface that fosters
the illusion of mastey and power over the very machines that make
video game &periences pssible In Programmable Visions: Softwar
and Memoy, Wendy Chun disgls a still-pominent notion of the in-
terface as a site of individual engverment and transpancy vis-
“-vis the machine She diagnoses the dader logic at play as é
ing a symptom of idelogical reproduction beset by tehnologies of
@irect manipulationO (Qii). Bking Althusserian state apparatuses,
Chun writes, Ointerfaces offer us an imagipaelationship to our
hardwareO (001). The primgrfunction of the interface is to ceate
users, and to sustainqwer over them by engaging in a miaphysics
of affirmation base on promoting Ointeractie pleasueO Chun 0g).
For Chun, these idalogical operations hae superficial outcomes,
such as ceating Oprsonal computersO that seerto reinforce the pri-
macy of the individualOsperience wer the realities of netvorked
processes (U+). Thiealso hae significant outcomes, such as Wwo
these idelogical ogerations build commonsense notions of teop
rality which serve as foundations of xperience as demonstraid
by the concept of @al timed Chun 0+). FaickiOs appach is like
ChunOs as hio, dees not aim to @erturn the system of idelogical
reproduction, or build a ngv regime of thinking alout how the world
of images is constructe by digital machines. RathgFaiockiOs aim
is to create a sense of defamiliarization and distance for themee
engaging the ery same tmls as those at play in various idéogical
operationsKito filter the &perience with a dose of skepticism.

Exploring the id®logical dimensions of the user-as-subjérings a
new level of scrutiny to Lev ManovichOs hygthesis of a corlictual
relationship ketween databases and narraés. For Manwich, users
in a video game envionment must engage with @seleted narrative
paths to achige desied outcomes. This action validates MariohOs
argument that Oa database can sopmarrative, but there is nothing
in the logic of the melium itself that would foster its generationO
(yyp). Narraties ae developed by subjets who eercise various
facets of agency to organize data as it comes availablanovich
goes on to argue that narraties must le assessk through their
own rigorous criteria, which historically gounds them in practices
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whereby Othe database is the unmatkiermO (yyp). Wheas the
tools of stowtelling were once implicit, the onset of digital ntBa
makes the database structurboth elevated and visible to all,
whether to makers or to their audiences. Subsently, the algorith-
mic handling of these basic elements in a stdorm the basis of an
active consumption, as user-sulgjes aim to kecome fully knavledge-
able atlout a given narrative, establishing a prsonal elationship to
the stoly as we might through acts of navigation and aésion-mak-
ing in a video game format.

On the surface of this account, MamichOs founding dichotomy is
generative for thinking through some of the questions Faki has
raised in Parallel 11-V, including for working through FaockiOswn
narrative style of deumentay filmmaking. On the other hand, as
Alexander Gallevay writes in The Interface Eft¢ there are limita-
tions her in the sense that ManachOs argument is @misal on a
formalism: @t one layer is cinema, at another arbits and bytes, at
a third algorithmO (+). Gallay departs fom this position to argue
that the computerOs capacity for simulation signals a rugtfrom
the historical path that visual cultue had keen taking up to that mo-
ment.

Grinema so cap tured the twentieth-centur y imagination that it
is common to assume that o ther media ar e also at r oot cine-
matic . And since the cinema is , in general, an ontology [E] it
seems logical to assume that o ther media ar e ontological in
the same w ay. The computer ho wever, is not of an ontological
condition, it is on that condition. It does no t facilitate or mak e
reference to an arr angement o f being, it r emediates the v ery
conditions o f being itself O Galloway 21)

GallowayOs erspective is useful for situating FaickiOs narration of
historical rifts in the construction of images. One of the maioipts
that Parallel llunderlines is the dege to which video games e-
linquish the authority invested in the camera, and sgifically how
the movement of the camera itself isendeed subaltern to an en-
tirely different set of navigational tols. Vide game interfaces ap-
pear to elipse traditional cinematic pyduction techniques, such as
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editing, sound poduction, and mise-en-scenavhich are nov engi-
neered in a softwae-enablé production cycle. Gustafsson writes,
Owheeas classical continuity diting sutured together the illusion
of a coheent diegetic space ém disparate shots, the computer im-
merses the gamer into an udéed spacewhich unfolds in fuid trav-
eling shots fom a first-person wint of viewO (ily). Perhaps not sur-
prisingly, film technologies lecame a subjet of fierce debate in cri-
tiques of idelogy from the pogys. In Jean-Louis Baybs apparatus
theory, the reproduction of saial life occurs on two registers in film,
that of inscription and pojection. Inscription elates to the function
of the camera as anx¢éension of the subjetOs e, which ideologi-
cally reproduces conditions for a subj to emerge but also to hide
its status by pesenting as an optical tdhnology that enables scien-
tific truths beyond reproach. Pojection works the other end of the
spectrum, occurring Oin a closkspace [in which] those whoamain
there, whether they know it or not, find themsehes chaind, cap-
tured, captivatelO (BaugrQd).

For Fapcki, the apparatus is not a t of subjection, as it is for
Baudry, but rather a tl of simulation. In other vords, the computer
image is not @r a worldQ it is @ a worldO Gallovay pp). The
@hainadO anddapturedO subjet in BaudiyOs account is hety all-
ished pure and simpleAs Fapcki once said in an interiew with El-
saesserthe computer conceals Oaopess of human self-atitionO
(b+0). The ery activities inwlved in using images and stories to
make sense of the worldNto link database and narratly as it
wereNhawe been disqualifie. While it is true that images as thyeap-
pear on a sceen speak less and less to ingdieal reality, the moe
significant concern, esgeially as expresse throughoutParallel Il, 111
and |V, is that computer images tend to incite a crisis of integba-
tion for the user

Bazin held that the era of photography and cineneflected the Oin-
strumentality of a nonliving agen® in which the authority of the
subject was narowed to a single deisive moment when the agrture
widens to ceate the imagesuch that Oall the arts atase on the
presence of mandut] only photography deries an advantage ém
his [sic] absenc® (+). Facki maintains that with computer images,



WHERE DOES THIS WORLD END?

not even the hand is neessay to produce them, as Onothing has
done moe to marginalize the image than computingO @& quot-
ed in Cowan, gp). FackiOs ertrait of technicians at vork in their
studios theefore deesnOt simply aim toebself-eflexive in the man-
ner of Bazin and others; it also comys existential danger In oth-
er words, keyond the eplicit effort to link technicians and filmmak-
ers, FaockiOs wrk struggles to visualize a counteailing effort to
de-link filmmakers and images. By identifying epations that work
under the radar to achiee autonomy for the imageFaocki must
address not only the poductNthe image itselfNbut also the systems
that generate it. In this sens¢he Parallelseries can prhaps le gen-
erative for contemprary discussions of Al image generation.

NARRATIVE TURNS

ics and tehnics mirors a fundamental tensiondiween im-
ges and vision, in which the latteefers to a cache of th-
nologically enhance operations thatproducemages (OEssayingO pi).
This tension is pickd up by Jussi Parrika and Agbardo Gil-Fournier
in a documentay video installation titled Sed, ImageGround which
was accompanié that year by an article on Ofakegegraphies, and
subsguently a lok-length contribution by Parrika (yyyii) oroper-

R;ck Warner has suggestkthat the disparity letween aesthet-
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ational imagesGsée fig.5). The vide work illustrates hav envi-
ronments, including landscags, ae instrumentalizel and shapd by
technologies. The narratie opens by making a comparisongween
the production of images in cinema, including the fabricating of
wind, and the boader histoy of the aerial viev, which is giound-
ed in military operations and the logistics ofgrception. By further
extending the latter to agricultural practices of sd bombing, envi-
ronmental monitoring, andemote sensing, Parrika and Gil-Fournier
wish to demonstrate a link btween Othe ajithe gound, the seds,
the image® A the wiceover (Parrika) says, the apational trajec-
tory follows Othe air fsm the giound; the gound from the air; the
plant as images; and images as ytdefine the gound. A circulation
of how we know, and hav we picture; hav images gow, and hav
growth is imaged O In effet, the video develops an elliptical viev on
the relationship ketween images and the terraforming of the Earth
surface figuring the seed both as a kind of imaging tehnology and
as a site of transformation nutated by Omotorize descen® Parrika
and Gil-Fournier further connet this process to moe recent, pof-
it-driven digital operations thiough an emerging Oplatform ruralismO
(Sed, ImageGiound.

The video offers a stunning amount of detail to highlight the stakes
involved in putting forward a thorugh examination of vision teh-
nologies and their wide implications. Making the nessay steps
to prove the argument, havever, would take another kind of effort,
such as a frame-by-frame analysis of the vidis images, which high-
light the different vantage pints of monitoring cameras and ho
terraforming processes é&come distributel acioss multiple scales.
Both the form and content of this wrk bear obvious links to the pe-
occupations that motivatd Faocki throughout his caeer. This in-
fluence can b identified in the overall visua