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REAL-TIME SPECTACLES:
TWO ARTWORKS AND THE
REPRESENTATION OF SOCCER

Two recent artworks take the soccer stadium as the arena in which to
ereate teo radically different representations of the game as a real-time.
spectaclc. Both Douglas Gordon and Philippe Parreno’s film Zidane: 4

course of such happenings, but everyone will have received an in

of them.”™

regarded in

i llation “Deep

e successfully infiltrated the world of professional

Harun Farocki's

Play” (2007) b

sports. They have produced works of art that uld

cly explore 1o

Although Baudrillard's
recent years the occasional employing of large-size screens at soccer

stdiums has provided v spectators with an clongated, mediaied iew

what extent our view of this industry is defined by
mediation. However, while Gordon and Parreno visually comment
on this by producing a sccmingly coherent flmic reinterpretation

of a soccer game, Farocki analyzes and deconstructs in detil the

various layers of data that are available 1o determine and evaluate the

contemporary visualization of World Gup games.
SOCCER AS NEVER SEEN BEFORE

The sectcl s not a collcton of images; athe it s a scial

lationship beteen people hat is mediated by images.

oy Debor, Th Sty f e Syt (1967

The 1966 World

regarded as the firstinstance of soccer experienced as an international

elevised event! By the 19705, the wide-spanning TV coverage
became essential to the finals, and shified in facus from transmidting
a visual record of a sporting event to & carefully constructed global
phenomenon. Along with this development, another shift occurred
de. Credited with the invention of “Total Football,”

during his dec

the legendary Dutch soccer coach Rinus Michels, a General,
notoriously exposed the cruel nature of soccer in draving a paralicl
between the sport and warfare: “Professional faotballis something like
Throughout the 1970,

war. Whoever behaves too properly is lost™
Michels radically modernized the game, introducing a suraegy that

called on players to become extremely tactical by, for example, shifing

positions at high specd.

Much in the spirit of Guy Debord, soccer transformed into 4 “total

spectacle” in which social intcractions hetween people are mediated

solely by images. Along these lines,

sudrillard, in his essay “The
Mirror of “Terrorism® (1993), ponders on the ways in which media
In this text, Baudrillard

representation has displaced the “rea
evokes the European Cup final of 1987, which was played behind closed
doors, with no spectators allowed inside the stadium. The extreme
carcfulness of the organizers stemmed from the tragic Heyzel Disaster
that occurred wo years carlier? As Baudsillard suggests, “it does
perfectly exemplify the terrorisic bypersealism of our world, a world
where a ‘real’ event oceurs in & vacuum, stripped of its context and

visible only from afar, televisually” For Baudsillard, in the spectacle of

sportsthe “seal” event needs not 10 take place, aslong as it is mediated.

through broadcasts: “No one wil have dircctly experienced the actual

of the cvent already asitis

occurring Furthermore,interactive television features allow the viewer
K for

at home 1o adopt a point of view on a partcular action (a ¢
example) or focus on  player through slow mortion and super close-ups.
Through such ever-evolving real-time technologies, the mediated point
of viewris the norm through which the imagery of soccer s collectively

formed. As such, our relationship 10 the game is profoundly altered,

Knowable only through fragmented sudiovisual representatons,ciher

live in the stadium or at home on tlevision.

ZIDANE

For me, the most inportant thing is that 1 il knoww wwho 1 an

The particulasity of Zinedine Zidane as a complex iconic figure of

world sports makes him the ideal subject for & “21 century portrait

In their essay “Quiet. contradictions of cclebrity” scholars Hugh
Dauncey and Douglas Morrey state that the French soccer player “has

become a blank canvas on which the French media has played ou the

natian's preoccupation with race and national identity” while also
suggesting that “Zidane’s careful refsal o take up idecological positions
or explain his actions may represent  canny negotiation of 4 global
arena i which the slghtest utterance is subject o fine scrutiny™ On
several occasions, Gordon and Pareeno have declared that their intent
with Zidane: A 215 Centary Portrat s 0 use portraiture as 3 way 10 get
closer 1o the unreadable international sportsman. Making a il that

wonld focus solely on Zidane during an entire saccer game, they were

aware of the danger of injuries or other unforesceable interventions

t could abort their project. However, as both artists have claimed,

they never considered another subject for the project, and in the event
of Zidane canceling or proving uncooperative, they would not have

ereated the picce.” Their collaborative project became the fiming

of & regular match held in Madrid betseen Spanish soccer club Real

Madsi for which Zidane played at the time) and Villareal EC

Although both ariss have worked collcetively on projects in the past,
Zidene marks the most extensive collaboration, and the largest artistic
undertaking for both o far. Gordon is mostly known for his video

instalations that investigate iconic moving images and their relation to




time, such as his well-known slowdown of Alfred Hitchock's Pyycho
1960) 10 24 Hour Prycho (1993). Pareeno makes work that revoles
around the nature of images, ofien wsing cxisting material. For N
Ghost Just a Shell (2001), he Famously purchased the copyright of a

Japanese manga figure, offering collcague artists the opportunity 1o

manipulatc the ¢

For this project, seventeen cameras were placed around the soccer
field, allowing cinematographers to capture Zidane from 360°. The
unique technology cmployed on some of the cameras (NASA lenses
used for non-scientific ends for the first time) suited the project
particularly well, allowing the cameramen to focus on, and track,
a distant moving target with extreme precision. The work first
premicred at the Cannes Film Festival in 2006 as a feature flm, but
is occasionally also exhibited in muscum or gallery spaces as  two
channel video installation. The artsts remain vague about which
format the work was intended for, but have stated that for them
there is no significant hierarchy between the cinematic “black box
screening and the transferred “white cube” installation. ! This essay

will consider Zidane solely in its full-length Glm format.

Contury Portrat by Douains Gordon and Philppe
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FRANCE

A 215t-CENTURY PORTRAIT

Every moral value can be inoested in [soecrls endurance, self
pussesion, temerity, cowrage. The great playrs ave heroes, ot star

Although Gordon and Parreno cite Andy Warhol's screen tests as an
important influcnce, the meticulous formal and narative structuring of
Zidane into 3 coherent whole starkly opposes Warhol's cinematic non-

events, Notably, o Warholian approach to fimmaking has been marc

srictly applied 1o other soccerthemed media artworks. Sam Taylor-
Woods vidco Dasid (2002) shows an unedited hour-long shot of Dasid
Beckham taking a nap, referencing Warhol's iconic flm Sleep (1963
Earlicr, an experimental flm by German director Hellmuth Costard,
enited Foathal as Never Sen Before (1970), offcred a portait of the British

Manchester United star player George Best. The flm focuses on Best

L6mm cameras. Desp p

analogics, the incomparabilty between Zidane A 215 Century

conceptua

Portraitand Fatball s NeverSeen Before s rightflly emphasized by Parreno
and Gordon, but perbaps ot for the right reasons. Wha is erucial,
beyond technical dissimilasites, is the ways in which Zidane opens up the

trict Washolian spatio-temporality of “real time.” Manipulating various

aspects of their footage, Gordon and Parreno suggest something about
the nature of mediated images that i more layered than what the above-

mentioned inteiguing portaits of emblematic soccer players reveal



While close-ups are an integral part of televised international soceer

games, Zidane employs them i such a way that they evoke a cinematic
language, reinforced by the inherent acsthetic quality of 35mm fim

stock, Gertain shots dirctly quote the visu

style of classical ilm genres,
such as the western or even wildiife documentaries, as Mark W. Pennings
suggests.” Such close-ups and exteeme close-ups dominate, occasionally
altermating with wide shots of Zidane on the field and tracking shots
followsing his mancuvers. The sporadic amplification of his sghs, groans,

and yells s an aural accompaniment to these shots, offering 4 striking

s physicaliy. The i

of the player's gestures does not provide clucs as to his psychological
disposition, as Gordon and Parreno suggest.* Rather, his physicality
scems 1o largely occur vithin a closed mise-en-scéne (o which Zidanc's
unreadable persona is inesorably linked. By disregarding an essential
rule of televised soccer cditing, mamely wsing the teajectory of the ball as
he guide for the master narsative, the view shifts ot only to Zidane, but

toall the visual codes that envelop him around the arena

Early onin the film, Zidane s showen amid lashin, animated ad displays
an LED screens installed around the soccer field. On more than one
ccasion, Zidane appears embedded within multmedia images of giant
Gillete razors and other desired consumer products that exude power
and masculinity. Such images remind s that Zidane, 4 multmillion-
dollar commodis, cannot be separated from this mediated mass event,

and indecd, from the soccer industry at large. A highly selfreflesive

moment of the film makes this explicit—when a moving ad shows
a soceer ball rolling by, providing a visual echo of how images of

soccer, since the 19605, have come to s in mediated form. Zid

representation, an integral part of this media spectacl, ren

image and no interiority.” as Hal Foster notably remarked. Not evenn
the accasionally appearing titles,citing Zidane's thoughts on his soccer
carcer, culled from presious interiews, can counter this. Gordon and
Parreno seem to be aware of the impossbilty of understanding the
player, as they decide to show the chimactic moment of the film from

a rarely used camers

angle (from behind the goal) and in a wide-
shot. Toward the end of the game, Zidane, without apparent season,
aggressively attacks an opponent, for which he receives a red card and
s sent off of the fild. This action is mosdy hidden from our view,
which reinforces our pychological detachment from Zidane and the

impossbility of geting to his persona besond its representations,

At ball time,  remarkable sequence nfolds, during which the flm
moves away from the soccer stadium, showing a montage of cvents
from around the globe. Linked to the Real Madsid game only by their
occurrence on the same day, they range in scope and importance
from the bizarre swelling and explosion of a population of toads to
& roadside bombing in Traq to the falling ill of the child of ane of
the flmmakers. The ways in which (iclevised) sporting events are
ofien dissociated from broader global sociopolitical realiics have

been central to a number of critical studics of media and popular



culture. Focusing on the 1978 World Cup held in Argentina, both
Geoflrey Nowel

nith and Umberto Eco have written influential
1 for

y P
drawing away attention from the harsh politcal “realities” that were

happening at the time in the South American country and other parts

of the world* Gordon and Parreno's evocation of cont

mporary

sues i not a simple response o th

ioing sociopolitcal problem.

The anccdotal interlinking of global events —ranging from the
historical 1o the inexplicable as well as the p

geaphic and mathem:

ical analyses of players and game data, as well
as original footage: a continuous steady shot of the stadium flmed
from bis hotel room in Berlin during the gamc.

Farocki’s ocusre, ranging from television productions to feature
films and from essay flms to video installations, is united by a highly

unique media philosophy that constiutes an overtly palitical view on

sges and their socictal implications. Tn his work, Farocki docs not

, however,
depart from the habitual isolation of sporting cvents, by opening up.
the filin's spatial and temporal regisers. Allowing “other realities” to
infiltrate the reality of a soccer game, the flmmakers suggest that it is
the muliplicity of simultancous incidents on a global scale that i at
the center of this sequence and not
Thy

ssarly their political potenial,
his sequence is perhaps also a failed onc, as ts spatiotemporal

their sentimentality (emphasized by Mogwai's bombastic scorc).

The “self enclosure” of the overall filmed cvent s further disrupted
by cutaways to the live Spanish television broadeast of the Real
Madrid-Villareal game.”

surface transforms these images into intriguingly abstracted, colorfol

An extzeme zoom on a TV monitor's

squar

while the reporter’s commentary in Spanish remains distinetly

audible. When Zidane's unexpeeted sending off of the fcld marks the

conclusion of the film, the game and TV broadcast continue. As the

space and time; instead, he carcfully
observes images to instigate a discourse. For Farocki, an image is not
merely representation; it is a tool manufactured by  powerful body
that is used for control and manipulation. By carcfully cxamining
images and raising fundamental questions about their nature, Farocki
reveals their hidden ideology. According (o fim theorist Thomas

Elsacsser, his ocuvre is “a constant dialogue with images, with image

making, and with the institutions that produce and circulate those

images

The welve perspectives revealed in “Decp Play” are an invitation
o eritically investigate the controlled audiovisual environment that

surrounded this significant media event. A striking parallel can be

drawn between Farocki’s now classic trilogy of video installations,

(2000-03) and this one. Showing the arenas of war

Uhrough the eyes of machines and the complicity of the human eye in

this process, the carlier works analyze images originally intended for

film's protagonist leaves the feld, there 0 the fimed
TV monitor. Aware of the flming taking place, the Spanish TV anchor,
while excitedly announcing Zidane's dramatic exit, simultancously

declares the moment as “the end of the Zidane flm.™ Thus, Gordon

and Pareeno’s intervention into the “reality”

of & sporting cvent

inesitably influcnced that very event. As Mark W, Pennings notes,

idane's “mediated celebriy in the 21 century configures a precarious

consciousness embedded in a ctionalized reality.” Ullimately, Zidane,
as @ highly controlled and acstheticized fim portrai, reveals the
complexites associated with mediation and our, s well as Zidane's,

compliciy in it

DEEP PLAY

I the spectacle—understood i the limited sense of those mass media
that ae its most stltfing supeficial manifstation—sems at times
1o b incading soccy in the shape of @ meve apparatus, it shoud be
rememberad that 1his apparatus has nothing neutal about i, and that
it answers precisely 1o the needs of the spectale’s intenal dmamics

Contrasting significanty ith Gordon and Parreno's acstheticized
film, Harun Farockis 12-channel video installation “Decp Play”
nterprets the 2006 FIFA World Cup

Carelully deconsiructing the “making” of a media spectacle, the

nals with a cold objective ey

ame is presented in s entirety. Besides wtilizing unedited versions of

the internationally broadeast original footage, Farocki shows images
from eleen other vantage points, providing a complex perspective.
He wilizes recordings of surseillance cameras, computer simulations,

eharts of player stass, real-time 2-D and 3-D) ani

and army Reaching beyond their
way into televised

With “Decp Play,”

original purpose, these images have found th

daily news broadeasts during the first Gulf Wa

Farocki wrns his gaze clsewhere, on soccer and its media essence,
while exploring similar ideas. Like the media theater of war in
“Eye/Machine,"

this sports spectacle, as Farocki preseats it, secms

ake place under total control: sensors tracing players replace

dynamic spontaneity on the field, and data representation usurps
human interaction between players. The images presented in “Decp
Play” are similar 1o those in “Eye/Machine” - audiovisual data
originally created for specific purposcs of control and analysis. Thus,

“total foorball” and warfare

while Rinus Michel's analogy betwe
related specifically 10 the combat on the field, Farocki's association
between the two concepts has broader implications. How docs such

mediation- the machine analysis of sports —influence our expericrce

of the game and determine its ultimate meaning?

THE SOCIETY OF CONTROL

The concaption of o conteol. mechanism, gicing the.positon of
any ddoment within anopen excironment atanygiven. instant
(ihether animal in @ resrec or human in o copuration, as swith
an cletonic collar), is wot necessanly one of sciecefitio.

Gl D,

R —

Installation view of “Deap Play” (2007) by Harun Farocki courtesy the




Over 1.
World Cup finals. Creating a complex audiovisual representation,

billion spectators throughout the world watched the 2006

rocki deconstructs its various layers. One perspective provides an
orded b

uneventul stcady shot of surveillance cameras,
rendering the supparters as much controlled and interpreted subjects of
the spectacle as the constantly analyzed players on the feld. Net to i,
asimple audio recording accompanying the officially broadeast footage
summarizes the way in which the event is a manipulated interpretation
cated in real time. The dircctor is heard constantly repositioning the

eye af the cameras to create an orchestrated narrative of visual highs.

Unlike 1 214t Century Porris ideological ambiguity, “Decy
A politically charged investigation of its mediated
AsEL

 and visage that a control

Play” proposcs

i and hints at their totalitarian nature. ser points

visualizat
out, “Visuality in all its forms is now the
sl when it has replaced dialogue and democracy with

Thus, Farocki

ensoring and data-mining, installation not onl

s of representation in the image,” but also to

cer stadium, has become 3

i which the rolc of the spectator has drastically

changed, t detached or distracted observer leave

i footprints and tracks in clectronic space.”

In his essay “Postsript on the Soci 1992), quoted by

piration regarding the political preoccupancy of
Gilles

of contral,

his installations Deleuze notably reflected on the emergenc

wdy of its inherent

of the “socictics Hinting toward a s

mechanisms, Deleuze made clear that the very conception of control
* Indeed, as Farocki’s “Decp

‘not necessarily one of science fction
Play” dem

citizenship in gated communitis or enclosed expericnced worlds™ is

trates, “commodifying public space imulating

increasingly becoming our reality. Then, the task of the artis lics in
the making visible of these mechanisms by cxposing their wide-ranging

application. Farockis “Deep Play” is a deeply rooted metaphor of the

society of control, Using the world of soccer, it demonstrates to what

extent it includes and excludes its participants. Although cold in it

machine-lke represctation, “Deep Play” gocs not without a fecling of

loss and responsibilt As Diedrich Diedrichsen eloquently suggested

weall getexcited while experiencing “Deep Play” and the soccer game

through ts multifarious presentation, cven if we witness “how cerily

elose the wishes of the consumers, the trainers and the police really are

1o cach other™

EPILOGUE

nificantly, Zidane's outburst, which supplicd the climactic moment

of Gordon and Parrena’ ilm, reoccursin Farocki's installation. During

the Warld Gup finale, Zidane famously gave the Ttalian defense player
Marco Materazzi a head-butt, an impulsive o 8 verbal insult

Zidane seas thus dramaticall suspended before the last minutes of what

carcer. The social importance of the




at was created after the fact, as muldple replays and representations

O

s S Fl 1m0 3 2005, 301 320.8. Dosncey and Nor 8. 10 Dol Gordon

looded the media, ¢ ”
the conflict. As Farocki's hard facts evidence, the actual event was never

hown in the real

ime broadeast, nor did it alter the continuous image

and data flow that the muliple perspectives of “Decp Play” reveal,

Poining to the falsiy of real-time represcntation and analysis, perhaps

‘e put it best: “One doesn't necessarily remember a match s an
experiencein real dme. [Mjemories of matches arc often fragmented.™

The uliimate irony is th

« this expericnce of soccer evoked by Zidane
was undoubtedly formed by the same formal language of broadcast

soccer games (continuous slow motion and replay intcrrupting the real-

time transmission of images), as the one responsible for the image of
him knocking down his opponent that came to iconically represent the

entire World Cup fnl.
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